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A Comparative Study of The Manipulation of Narrative Temporality in Film and Stage
Plays and an Examination of How These Temporal Manipulations Affect the

Perceptions and Comprehension of the Audience

Abstract

The critical element of this thesis offers a comparative analysis that examines issues relating
to the manipulation of narrative temporality in film and stage plays. It considers the extent to
which these temporal manipulations affect the perception and comprehension of audiences.
This analysis examines four claims: that time and temporality matter to the comprehension of
stage and screen narratives; that the way narrative temporality is handled in both stage and
screenplays differs according to the limitations and opportunities that each art form presents;
that audience’s interpretation of temporal manipulations such as flashback, metaphorical time
bombs, and the creation of suspense, surprise, and anticipation is dependent upon the
emotional attachments that audiences have to adjustments in the temporality of both art
forms; that emotional attachments to narrative are a response triggered by previous
experience, memory association, and collective memory. The examination of these four
claims is not intended to seek out single theories that explain complex cultural or social
phenomena, instead, it is intended to provoke discussion for creative industry professionals
about how psychological, physiological and environmental influences affect the audience’s
perception of time in the stage and screen setting. It should also offer a greater insight into the
consequential effects these influences have on the audience experience of watching a stage

and screen narrative.

To demonstrate the differences in the way narrative temporality is manipulated within
both stage and screenplays, I also present a case study of The Woman in Black, a narrative
adapted for both art forms. Finally, by fully engaging with these theoretical conclusions, I

offer a detailed assessment of the structural considerations made during the process of writing



the creative element of this thesis. The creative element, which represents the greater part of
the thesis, is made up of two full-length plays, one written for stage and one written for
screen. Both plays are called ‘Delofonus’, both follow the same narrative storyline, and both

are written within the limitations and opportunities that each art form presents.
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Introduction
Before I examine the critical elements of this study, I want to share the beginning of
my journey as a creative writer, and discuss how this has shaped my interest in time and

temporality as a critical area of study.

For many years I taught children in the final year of their primary education. During
this time, I became increasingly disturbed by the number of boys that would reach year six
without the required levels of reading and literacy skills needed to negotiate secondary
school. I wanted to understand why these boys had become such reluctant readers, and so I
began a conversation with them about their attitude towards books. They told me that the
reading scheme books that were suggested for their reading ability were boring, babyish and
uninteresting. They wanted to read exciting stories such as the Artemis Fowl novels by Eoin
Colfer or the Harry Potter series by J.K. Rowling, but the words were too difficult and the
books were too big! This led to us collectively writing a short novel that would be
constructed from their ideas but written in vocabulary that they could access. The outcome
was a self-published book called, ‘The Dreyfus Academy’ which was a story about a gifted
group of children who could time-travel. Copies of this book were kept in the school library
and used as group-reading material for the school. The book was my first experience of
writing as an adult and became the catalyst for further writing projects and additional studies

into creative writing at Masters level.

At around this time, [ was privileged to be shown the copy of a diary written by a
friend’s relative detailing their experience of the trenches during World War 1. The diary,
which had been kept in a box in the attic and only previously seen by members of the family,
recounted the experiences of Private A.G Bradburn. The diary discussed, in explicit detail,
some of the atrocities witnessed by this soldier: open graves at Langemarck, dead horses at

Estaires. It also discussed the sounds of sniper’s bullets and the earth-shattering blasts of



shells. Whilst I engaged with the enormity of Bradburn’s accounts, I realised that the visual
pictures and sounds of each shocking event and description, momentarily withdrew me from
the diary entries on the page, and transported me to the trenches of World War 1. I could hear
the guns, taste the cordite, smell the unwashed bodies. This emotional response fascinated
me. | recognised, perhaps for the first time, how narrative can trigger thoughts and memories
which affect the way we engage with what we read, see or hear. It raised questions about the
extent to which changes in the way a narrative is presented affects the relationship that we
have with that narrative. It provoked enquiry into the handling of temporal structures that
trigger emotional response, and led to me exploring the extent to which time and temporality

matter to the understanding of narrative.

Whilst completing my Masters, [ became particularly interested in the way that
temporal structures were handled in stage and screen plays. I therefore decided that I would
concentrate my study for this thesis on the manipulation of temporal structures in these two

art forms.

This critical study is not unique in its claim that time and temporality matter to the
understanding and comprehension of narrative. However, my analysis offers a comparison of
the extent to which the limitations and opportunities of the art forms of stage and screen
affect the way in which narrative temporality can be manipulated. I want to examine the
consequential effects these restrictions and possibilities have on the viewers emotional
response to temporal manipulation such as flashbacks, metaphorical time bombs, and the
creation of suspense, surprise, and anticipation. I shall also consider how physiological,
psychological and environmental influences disturb the way audiences perceive time in the
stage and screen setting. To explain the effects that temporal manipulations have on the
comprehension of narrative, consideration is also given to the level to which the emotional

attachments that audiences give to adjustments in the temporality of both art forms, are
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triggered by previous experience, memory association, and the influencing effects of
collective memory. Finally, this study also includes a case study of The Woman in Black, a
novel written in 1983 by Susan Hill, that was adapted for stage by Stephen Mallatratt in 1987,
and for screen by Jane Goldman in 2012. I examine how these adaptations offer a
demonstration of the way in which narrative temporality can be manipulated within the
restrictions and opportunities of each art form. Addressing the considerations both Mallatratt
and Goldman give to how they manipulate temporal tools such as flashback and the
generation of suspense, and by making comparisons about the ways this narrative was
handled in both art forms, offers a useful insight into the structural adaptations that are

required when adapting a narrative for stage and screen.

The first concept, that time and temporality matter to the understanding and
comprehension of narrative, requires a sympathetic approach to the effects that measurable
time has on the way that temporality can be adjusted in both stage and screen art forms.
Clock time is a factor that affects all aspects of modern daily life: our work and our leisure
and entertainment. It also affects the choices that scriptwriters, directors, cinematographers,
and dramaturges make about both how they present a narrative, and consequently how that
narrative is received, perceived, and understood by an audience. Manipulation of time, or an
audience’s perception of the passing of time, can alter the emotional experience and
engagement of the individual, affecting their comprehension of both stage and screen
narrative. | suggest that it would be difficult to understand narrative temporality as a

subjective experience without recognising the constraints of clock time on both art forms.

This is a research-by-practice dissertation. Exploration of the effects of temporal
manipulations in both stage and screen art forms and how they are positioned in the wider
influences of clock time and finance, as well as a greater understanding of how audiences

comprehend adjustments in time, has suggestively influenced the creative element of this
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dissertation. The critical exploration or exegesis carried out during this research process has
significantly shaped the creative output of my stage and screenplays. Both the process of
acquiring research knowledge and the content that this research has presented have led to the

unique creative response that practice-led research offers.

This dissertation is based on personal knowledge acquired and shaped during the
research process. Any suggestions made about my findings are based on an informed
assessment of the evidence discovered during this process. The nature of the extensive
research carried out for this dissertation has highlighted a range of academic theories and
analyses about the manipulation of temporal tools in narrative. Any of the assumptions I have
made about the comparisons between temporal manipulations in both stage and screen
narratives have been formed with a broad and enhanced understanding of the current
academic thinking in this area of study. I aim to demonstrate how a more enlightened
understanding of the effects of temporal manipulations in both art forms, can assist not just

writers like myself, but academics, film scholars, dramaturges and directors.

I present the research as non-numeric data that considers the relationship between
theory and practice. During the planning process of this dissertation, I briefly considered a
more structured data-led analysis of audience response to the effects of temporal
manipulations. But I was reminded of Bradley Haseman (2006: 98-106) who suggests that by
recording research as facts and numbers there is a possibility that a greater understanding of
the nuances and subtleties of human behaviour could be lost. Audience response to narrative
is both unique and personal and is very much led by the emotional attachment each viewer
attributes to what they are experiencing. At best, data-led research could only offer a snapshot
of what each audience member was prepared to divulge at a given time. With this in mind, it

seemed more prudent to consider the wider picture of how brains respond to the complexities



12

of language and how this affects comprehension of the narrative art forms of stage and

screenplays, an area discussed at length in Chapter Three of this dissertation.
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Chapter Outline
A literary review of the current methodology which considers the physiological,
psychological and environmental influences on manipulating temporality in both the stage
and screen setting is examined in the first three chapters. In Chapter One there is an

examination of’

e the historical and modern constraints of clock time and how it continues to shape both
stage and screen narratives today

e how audiences’ perception of time adjusts their response to narrative and

e an exploration of the term ‘narrative temporality’ and the extent to which adjusting

the audience’s perception of time affects comprehension of stage and screen narrative.
In Part One ‘Time’, consideration is given to:

e how clock time, and cultural expectations of measurable time, dictate how audiences
conduct themselves in theatre and screenplay settings

e how stage and screenplays are influenced by the restrictions of clock time

e how time availability is led by the financial pressures on production companies,
theatres, and staff

e how durational expectations of the starting and finishing of films and theatre
productions become the standard for audiences to manage their own personal time

e how expectations about the length of performances, influence the theatre and screen

experience.

In Part Two, consideration is given to how human emotional responses such as sadness,
happiness, fear, and anger, affect how time is perceived in both art forms. There is an
overview of research into the perception of time including John Gibbon’s Scalar Expectancy

Theory (1977), Lorraine Allen’s study into the theoretical framework of an internalised clock
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system (1979), as well as Louis C Charland’s study into emotional valence or the positive and
negative effects of a given mood and emotion and how that affects the perception of duration
(2005). Consideration is given to studies by Mihaly Csikszentmihalyi (1988), Warren H.
Meck (1996), and Englemen et al (2005), who explored the relationships between emotional
state and how it changes audience perception of time. This also includes studies by Sylvie
Driot-Violet and Warren H. Meck (2007), who considered the effects of the subjective
experience of environment and how it affects the perception of time. This section also
highlights more recent studies by David Wiles (2014) Gable and Poole (2012) and Poromaa

and Gingnell (2014).

In Part Three, there is an examination of the historical approach to the term Narrative
Temporality. Attention is given to the works of the Russian Formalists and Gérard Genette’s
structural studies of narratology (1980). By establishing a greater understanding of narrative
temporality and how it adjusts an audience’s perception of narrative, we can gain clearer
consideration of the emotional and cognitive responses that are generated from manipulating

temporal tools in both stage and screen art forms.

Chapter Two examines in more detail the effects of the manipulation of temporal

structures in both stage and screenplays. In particular, the focus is given to comparisons of:

o the placement of analepsis or flashbacks as a strategy to reveal elements of the narrative
past

e incidents where parallel timing is used to offer alternate character and event
perspectives

e cxamples of where composite elements of suspense, curiosity, surprise, and anticipation

are carefully woven in narrative
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e how the careful placement of objects, props, sets, and costume work in unison to
manipulate the temporality of a narrative,
e how the elaborate management of lighting and sound are interlaced to trigger an

emotional response.

Comparisons are also made between the role of the dramaturge, director, lighting and sound
designers in theatre and the director, sound and cinematographers in film, by considering the

demands and opportunities for both art forms.

To increase understanding of how individuals respond to the manipulation of
temporal tools like suspense, anticipation, and changes in lighting and sound, Chapter Three
explores the concepts of general comprehension and how the brain responds to unfamiliar and
complex material. Although there is no argument here that suggests that the neurological
responses to changes in linear narratives will be different for both stage and screen productions,
a clearer understanding of how the brain anchors relevant information and suppresses irrelevant
information is useful for comprehending the effects the manipulation of temporal tools has on
audience members. There is an examination of the physiological processes that are taking place
in the brain and an analysis of why individuals may respond to narratives differently and this

leads to greater consideration for Genette’s ideas on ‘frequency’ and ‘duration’.

Chapter Three also examines:

e how individual response to duration affects memory and how frequency can be used as
a tool to help cement a greater understanding of narrative

e how individual and shared responses to memory, particularly how collective
remembering of complex narratives, stimulates and alters perceptions of the things that

audiences experience
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e how the repetition or anticipation of actions influences an audience’s response to

narratives both before and during a performance.

Chapter Three’s examination of studies into general comprehension provides theoretical
evidence to support the claim that memory, familiarity, repetition and environmental
influences, affect viewers perception of a narrative. Consideration is given to Gernsbacher et
al’s (1990) studies on ‘The Structure Building Framework’ and how this helps individuals make
sense of information that is presented to them. Alongside Gernsbacher and Faust’s (1990) and
McDaniel et al’s (2021) study into memory cell enhancement and the mechanism of
suppression I also examine additional studies into memory including Stanley Klein (2014)

Loftus and Ketcham (1994), Middleton and Brown (2005), and Cohn et al (2012).

I suggest that by having a greater understanding of the viewers emotional and physical
responses to narrative, as well as a greater understanding of the structure-building processes
that occur in general comprehension and memory, writers, directors, and dramaturges will be
able to shape narratives more successfully for a wider demographic of people. An
understanding of how the brain responds to manipulations in temporal structure potentially
gives the writers and producers of narrative a clearer idea of how their narratives may be
perceived. Developing a greater awareness of how clock time affects both the structural
limitations of producing stage and screenplays, as well as a better understanding of the
durational expectations of audiences, greatly assists those involved in writing and producing
narratives. Additionally, being conscious of the restrictions and opportunities that both stage
and screen offer for the manipulation of temporal structures, encourages a great wave of

narrative creativity.

Chapter Four, the case study of The Woman in Black, examines such creativity. The

narrative offers a useful example of how the plot in the original novel by Susan Hill is adapted
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successfully into a stage and screenplay. I make comparisons about how key moments in the
original story are modified to suit theatre and film, and offer useful insights into how
restrictions in both clock time and finance influence decisions about how temporal tools are
manipulated for stage and screen. More specifically, I offer an analysis of how temporal tools

such as suspense, anticipation, and surprise, are adapted for both art forms.

Chapter Five, the final chapter of the critical analysis component, offers a discussion
of the creative element of my PhD and demonstrates how the critical element has shaped my
approach to the writing of both my stage and screenplay. It includes a discussion on how I
forged my initial story idea and also how a greater understanding of the manipulation of
temporal tools in both art forms has influenced the presentation of the finished arrangement of

events in my narrative.
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Chapter One

Time and Narrative Temporality

There are multiple aspects of audience comprehension at play whilst watching a
performance, whether they are watching a stage production in a closed theatre or amphitheatre
or whether they are watching a film in an air-conditioned cinema, on a television, or via digital
mobile devices: What kind of art form is being engaged with? In what venue or situation does
this take place? What constraints determine how this art form is being experienced? What level
of engagement is there with the narrative? How are the levels of engagement altered by the
manipulation of temporal tools? The first three of these questions require an understanding of
the influences of the measurable features of the twenty-four-hour clock (clock time); the last
two, a greater understanding of narrative temporality, or the relationship between what literary

critic Gérard Genette calls ‘story time’ ! and “discourse time’ 2 (1980).

Scientists and philosophers continue to struggle with the phenomenon of time and there
have been many complex and heavily debated theories around our perception of it, an exegesis
of which goes beyond the scope of this dissertation. This is because there are many aspects to
time: the measurement of time; our perception of the passing of time; time in philosophy and
religion; discourse time, or how a story is manipulated in the presentation of the narrative; and
the representation of time in physics and psychology. Clock time is a measure of productivity
and profitability, shaping the habits of workers and ultimately creating a society structure based
on time. Clock time is also a socially imposed structure which influences all aspects of daily

life including stage and screen entertainment, and leisure.

! story time is both the length of time that passes and the sequence of events that occur in a story.

2 discourse time, being how the story is manipulated in the presentation of a narrative.
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1.1 Clock Time

Time has provided us with a measure of change and in our everyday lives that change
is measured physically using clocks and calendars. Mechanical time influences all aspects of
our daily lives, work, leisure, and entertainment. More specifically for this dissertation, it
places constraints on the production of film and theatre narratives which consequently affects

audience experience.

Theatre has a strict set of time and cultural expectations, with a rigid list of behaviours
that dictates how audience members conduct themselves in theatre settings. Behaviours such as
arriving before the beginning of a play, sitting in an allocated seat, not moving or talking during
the performance, and applauding at specific times. Individual scenes have tightly monitored
running times that dictate backstage activity. There is an expectation that time will be given for
an intermission, both for the comfort of the audience and for the financial benefits of the theatre.
There are similar expectations in cinemas too. Spectators are expected to arrive before the film
commences, keep noise to a minimum and leave with some immediacy after the credits roll and
the projector light terminates and the cinema lights rise. There are allocated screen times issued
to specific films in exact screen studios, to ensure that there is little wasted time in between
screenings and to maximize profit. Audience experience in the collective space of both theatre
and cinema is affected by the constrictions and cultural demands of clock time: when they
arrive, when they leave, when they laugh, and when they show their appreciation. This
controlled timing doesn’t just begin at the viewing stage, clock time also has implications for
the process of composing narratives. Within this window, there will be time-related issues on
production, the availability of actors, crew, staging, sets, lighting, sound, and theatre slots. Time

availability will be led by the financial pressures on production companies, theatres, and staff.

There are also more individual or personalised reasons why this collective timing is

so crucial. The starting and finishing time of films and theatre productions become the standard
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for audiences to manage their own personal time — being at a film or stage play at the correct

hour and having an expectation that it will finish on schedule.

In his book, Theatre and Time, David Wiles (2014) suggests that the speed at which
the cogs of modern society turn in today’s world may also have an impact on an audience’s
expectations of the dialogue of performances. In the increased and pressurised pace of modern
society, where there is more immediacy to communication via email, text, and other
technological communiqué , there appears to be a shift towards shorter performances with more
concise and condensed dialogue.® Wiles (2014) suggests that unless audiences enter a theatre
knowing that a performance requires a durational commitment, they are more likely to expect
a more succinct production, one which offers compendious dialogue, is more efficient with
time, and one that mirrors the pace of life that modern audiences have become familiar with.
The extent to which these claims are true is not clear. A closer examination of the demography
of audiences would be required. Considerations of age, locality, cultural and social variances
would need to be examined. A greater understanding of the influence of advancements in
technological communiqués would be needed. There is no doubt, however, that these days the
immediacy with which audiences can access both film and stage productions has changed. Both
art forms can be viewed via multiple technological platforms and experienced in increasingly
unusual settings, and this has the potential to influence the way in which the art form is received

and interpreted by audiences.

Wiles, to support his claims that viewers expectations influence the length of
productions, makes comparisons about two contrasting productions of Anton Chekhov’s The

Seagull: Stanislavski’s 1898 production and a more recent twenty-first-century contemporary

3 “Because we live at speed, we do not breathe so deeply, short sentences come more easily, and we can
comfortably share the breathing patterns of the twenty-first-century figures who speak in soundbites than the
deeper breathing patterns of the late nineteenth century.” (Wiles (2014:7)
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production. Wiles suggests that many of the aspects of the play which people saw in the original
1898 production in Moscow are no longer so noticeable in the more condensed modern
production. He argues that people no longer have time to experience such lengthy productions.
Instead, they have an increased desire for more time-sensitive creations. When speaking of the

long pause as the curtain rises at the beginning of The Seagull, Wiles argues:

We are, most of us, too impatient to tolerate a ten-second pause after the curtain
rises and before anything happens — unless we know we have committed

ourselves to a piece of durational theatre. Wiles (2014: 44).

Although Wiles’ suggestions may be true to an extent, the idea of a short performance appealing
to the viewing public is not exclusive to the twenty-first century. As early as 1897, in Paris,
genre-specific, short plays were offered to audiences within the lavishly decorated, gothic
architecture of the Grand-Guignol Theatre. This unique theatre offered short dramatic plays
which highlighted the lives of the lower class. Naturalistic productions about prostitutes,
criminals and other subjects thought to be inappropriate at the time were produced to titillate
audiences who favoured the gory and grotesque, and to satisfy thrill seekers looking for fleeting
dalliances with the horrific and epigrammatic flirtations with eroticism. Grand-Guignol became

a theatre famous for provoking revulsion, terror and fright.

‘The Grand-Guignol was even more famous as being a theatre of fear, and
although there is little waiting in the exacerbated horrors of the Grand Guignol,
it displays a world governed by a similarly deep and unutterable fear, whilst
resorting to the obscene histrionics associated with melodrama.” Hand, R and

Wilson, M (2002 pp: 8)
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Although it appears that Grand-Guignol offered entertainment with its own eclectic and
unique appeal, it is worth considering that the shorter, more concise play has satisfied

audiences for many years.

Whether the play being performed is short, or one requiring a lengthier time
commitment, the way that the audience perceives the production is very much dependent
upon the emotional reaction they have to this experience. In the following section, I examine
some of the factors that affect emotional response to narrative, and explore how
physiological, psychological and environmental influences alter the relationship that an

audience has with the perception of time.

1.2 Perceiving Time

For many years scientists, neuroscientists, and psychologists have wrestled with the notion
of time perception. Psychologist John Gibbons (1977) suggests that our ability to accurately
judge the passing of time indicates an internal clock system which he refers to as SET or the
Scalar Expectancy Theory. His highly influential theories, along with those of psychologists
such as Lorraine Allen (1979), offer the theoretical framework of an internalised clock system
whereby humans have a mostly accurate way of keeping and judging the duration of events.
Gibbons and Allen’s theories provoked a great number of studies into timing, and posed
questions about humans’ perception of time. In the years that followed, many neuroscientists
attempted to disprove the accuracy of Gibbon’s and Allan’s theories. This led to a greater
realisation that how we perceive time is related to our state of mind. A time-perception which
is viewed as a kind of biological stopwatch in which time is speeded up or slowed down
depending on the levels of arousal experienced by an individual. Psychologist Mihaly

Csikszentmihalyi (1988) was one of the first to recognise that emotional responses such as
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sadness, happiness, fear, and anger affect how we perceive time. 4 Since 1988, there have been
other studies that have made the links between the perception of time and human emotion:
Louis C Charland's study (2005) into emotional valence or the positive and negative effects of
a given mood or emotion and how that affects the perception of duration; Psychologists Warren
H Meck (1996) and Eagleman et al (2005) studies into the subjective nature of human response

to time perception and how this is triggered by changes in emotional state.

In 2007, Sylvie Droit-Violet and Warren Meck carried out a study into the inseparable link
between an individual’s feelings for time and the subjective experience of their environment,
suggesting that response to environmental factors had a significant effect on an individual’s
perception of time. More recently, psychologists P.A Gable and B.D. Poole (2012), researched
the effects of motivational intensity on perception and found that feelings of heightened
motivation appeared to make time seem as though it was passing quickly by quashing other

thoughts and feelings.

There have been other studies into whether visions and mental faculties speed up and slow
down during moments of fear or joy, suggesting that time is a feature of recollection not
perception, a feature more closely linked to memory and association. There is also some
suggestion that the various metabolic processes that take place in bodies, such as heartbeats,
breathing, sleeping, and for females, menstruation, are believed to behave in a clock-like
manner and can alter both the perception of time and the emotional response to temporal
changes. For example, Professor of Gynaecology, I.S Poromaa, and Professor of Psychology,
M. Gingnell’s (2014) joint study into the influence of the menstrual cycle on cognitive function

and emotion processing, which suggests that a woman’s emotion recognition — that is her

4 Csikszentmihalyi used the term ‘flow’ to describe that feeling of being so wrapped up in an activity that all else
surrounding us is shut out; changing the perception of time by distorting it so that it appears to move more
quickly.
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ability to process and identify human emotion — is affected by her menstrual cycle, as is the
consolidation of her emotional memories. Poromaa et al’s study also suggests that fear
extinction, that is, the decline in fear responses, is also modulated by the menstrual cycle. Thus,
in the relatively structured four-week cycle of a female’s life, the way she processes emotional
triggers, and the consequential effects this has on her perception of the passing of time, can be

influenced by her so-called biological clock.

The above studies offer suggestive examples of the effects that environmental,
psychological and physiological factors have on the human perception of time. They raise
interesting differences in the way that neuroscientists and psychologists address the problems
of time perception. They provide an insight into the uniquely different way that humans
respond to emotional triggers, and more specifically for this thesis, may help us to understand
how different emotional responses alter the durational relationship that audiences have with

narrative and the manipulation of narrative time.

To understand the extent to which these external and internal features affect the audience’s

relationship with narrative time, a greater understanding of narrative temporality is needed.

1.3 Temporality — The Affective and Artistic Purposes of Time and Timing.

The Russian Formalists first raised awareness of narrative time by making distinctions in a
story based on what they called fabula and sjuzet. Fabula (or story) being the original causal,
chronological events, and sjuzet (or plot) being the rearrangement of these events for
dramatic effect. In the 1920s, Russian film theorist, director and formalist Lev Kulshov
carried out a series of sequencing experiments on audiences. These experiments altered the
chronology or ‘order’ of a fabula by changing the sequence of a series of images. The
purpose of the experiment was to adjust audience’s viewpoints about a story and encourage

them to make different ‘causal chains’ as alternate image sequences were presented to them.
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Although the exact content and format of the images used have been the subject of some
debate, the premise of the experiment is that Kuleshov shot a close-up scene of Russian actor
Ivan Mosjoukine staring blankly at an unknown image or object. This was followed by
subsequent scenes which included either, a bowl of steaming soup, a child in a coffin, or a
woman lounging in a chair. Separate sequences were presented for each object, and audiences
were encouraged to make assumptions about the expression on Mosjoukine’s face based on
the object that followed in the sequence. Kuleshov’s experiment revealed that the audience’s
interpretation of the man’s face, demeanour, and state of mind, differed significantly
depending on what they believed he was viewing: the shot of Mosjoukine's face followed by
the bowl of soup suggested that he felt hunger; his face followed by the child in a coffin
conveyed a feeling of sadness. The experiments showed two things: first, that audiences
ascribed direction by inferring that Mosjoukine was looking at the object shown in the
sequence; second, that audiences ascribed emotion to the actor’s face where no intentional
acting could be ascribed. This is because Mosjoukine was not actually looking at the objects.
He was merely acting like he was looking at something. The way the audience interpreted
different meanings led to them making judgments about the montage sequences presented.
Kuleshov’s experiments in 1920, introduced the idea that the juxtaposition of shots influences
the way in which an audience perceives a narrative. Although these findings are now viewed
in the context of the limited exposure to film that Kuleshov’s audiences would have had
during this period of history, his experiments remain a significant step forward in the
understanding of the way that audiences perceive the order of the scenes presented to them.
Since that time, there have been a great number of studies that have explored how
narrative temporality or the relationship between ‘story time’ and ‘discourse time’ affect an
audience’s perception of narrative. This is because there are many ways to think about

temporality: the way the narrative is being told, the way the narrative is being received, and the
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way the narrative is being shaped. In the 1970°s formalist Gérard Genette, defined the
narratological terms: order °, duration ®, and frequency ', to offer a greater understanding of

the temporal structures of narrative.

Structuralist studies of narratology, such as Genette’s, coincided with a great surge of
experimental narratives during the 20™ Century — works that challenged the audience’s
perception of the transience between past, present, and future. The increase in complex
narratives also coincided with innovations in psychoanalysis and phenomenology and a greater
understanding of human consciousness. It provided a better understanding of the psychological
interaction of the conscious and unconscious elements of the mind, as well as offering an
improved comprehension of the relationship between psychoanalysis and time, by exploring
the relationship between time and the coexistence of a past, present, and future. This
relationship became fundamental to an understanding of how audiences perceive the passage of
time and led to a surge in complex narratives that manipulated temporal structures and

challenged the audience’s perception of temporality.

In Chapter One, my intension was firstly to establish a greater understanding of how
audiences perceive the passing of time. Secondly, to offer some clarity about how this is
positioned within the constraints of the measurable features of clock time. Thirdly to examine

how changes in the way that narrative is presented affects the way that audiences perceive the

5 Genette’s order describes the relationship between the chronology of events in the fabula and the non-
chronological representation of these events in the sjuzet.

® The term duration, describes the relationship between the actual length of events in the story, the length chosen
to represent these in the narration of the narrative, and the time given to represent an occurrence, for example,
an action that may take weeks to achieve in real-time, condensed into a matter of seconds within a narrative.

" Frequency describes the time given to repetition, as well as the instances where an event may be revisited
multiple times. Frequency also refers to situations in narrative where there is a condensing of multiple happenings
of a given event into a single instance of narration.
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passage of time. In Chapter Two, I address the way that narrative temporality is handled within
the limitations and opportunities of the stage and screenplay. I consider the audience’s
interpretation of temporal manipulations such as flashbacks, metaphorical time bombs, and the
creation of suspense, surprise, and anticipation. I also explore how lighting and sound adjust

the emotional attachments viewers have to manipulations in the temporality of both art forms.
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Chapter Two

Manipulating Temporal Structures and the Effects on Audience Understanding

It is my understanding that no current academic study offers a comparison of the
manipulation of temporal structures in stage and screen narrative, nor one that considers how
this may affect an audience’s experience of watching a stage or screen play. This chapter
therefore explores in greater detail a comparison of the durational relationship that occurs
when images, actions, and sounds are manipulated on stage and screen. It compares and
examines the goals that stage and screen dramas have for eliciting emotions, and considers
the effects that duration, frequency and temporal order have on evoking these emotions. It
also examines how these temporal manipulations are handled in narratives written for stage

and screen.

If we consider that emotions are inextricably linked to cognition, then any emotional
response in some way relates to a trigger: an object, an action or a goal orientation. When the
temporal structures of a narrative are manipulated, unique emotional responses are triggered
that change the emotional engagement and durational relationship that audiences have with
narrative. In the following sections I examine the effects of these temporal manipulations. I
begin by examining analepsis, or flashback, and consider how it is used to manipulate an
audience’s perception of time. Some of the narrative terms and meanings I will be using in

this chapter are reverse narratives 8, split-screen narratives °, and both categories of forking-

path narratives: divergent 1° and parallel 1.

8 Reverse narratives are those that reveal a plot in reverse.

9 Split-screen narratives show multiple stories visible in a single frame.

10 Divergent narratives are plots that develop in different directions.

11 Parallel narratives are plots that run two or more separate narratives simultaneously.
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2.1 Analepsis as a Strategy to Reveal Elements of the Narrative Past.

Analepsis or flashback occurs when the series of events in a story are interrupted by
events from a character’s past. It is a device used on both stage and screen. These temporal
tools have grown increasingly more complex over time. There has been a trend for films,
television dramas, and theatre stage productions, using increasingly complex narratives and
intricate structural manipulations. These are narratives that experiment with structure, linearity,
and temporal order. Film historian Thomas Elsaesser (2017) defines these manipulations as
‘mind-game films’, which he claims, ‘...amplify ontological instability and dismantle both the
sovereign subject and its antidote.” (2017:1) They upset the temporal order of the story by
withholding crucial information or presenting it in a way that is obscure and equivocal. Author
Allan Cameron (2008) refers to these tousled plots as ‘Modular Narratives’. For Cameron,
these narratives, ‘offer fractured temporalities which challenge comprehension’ (2008:1). In
other words, they scramble the audience’s ability to make causal links between the key events
in the plot. Cameron suggests that, ‘Structurally, they violate the continuity style, and
ideologically, they violate the norms of their respective genres.” Cameron (2008: 1). To better
understand these violations in style and form, below, I offer examples of modular narratives
written for film, television, and theatre. These challenging narratives demonstrate how the

temporal tools of flashback and flashforward are uniquely handled in these three art forms.

Analepsis in Film

Christopher Nolan’s film Momento (2000) uses an anachronistic narrative. Anachronic or non-
linear narratives like Momento, follow a non-chronological path by using a series of flashbacks
and flashforwards. Momento follows the character Leonard Shelby, a man suffering from
anterograde amnesia. '? In the film, Shelby’s condition occurs following a head injury received

during an attack on both Shelby and his wife. Throughout the film, a collection of the scenes

12 Anterograde amnesia is a neurological condition that means new memories cannot be created.
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are shown in black and white, whilst others are shown in colour, and the film is structured so
that the black and white scenes are shown in chronological order and the colour scenes - which
represent the majority of the plot-line - are revealed in reverse. The narrative structure of this
film switches between chronological narration and reversed temporality on multiple occasions,
which gives the audience a sense of the internal confusion Shelby experiences because of his
condition. Shelby lives in episodes that last for about fifteen minutes at which point he forgets
everything he has learned previously. To help make sense of this he uses a range of photos,
mind maps, tattoos, and notes, all of which appear to lack context, but which provide the
prompts he requires to help him remember. These are figurative, firstly because Leonard views
these triggers through a mirror which reflects changes in his identity, and secondly because

they frequently change the direction of the film.

The 2008 film ‘Vantage Point’ is another example of an anachronic narrative that
challenges the audience's understanding of temporal structures. It follows the story of an
assassination attempt on the President of the United States. The story is revealed by relaying
the same scenes throughout the film, each time from the vantage point or perspective of one of
eight strangers - all who were present at the assassination attempt. In this instance, the scenes
are not flashbacks, but instead offer a certain viewpoint to the narrative which moves the story
forward. 13 This pattern of part-parallel-time followed by the additional narrative to move the
story forward in time forms the structure of the whole film right up to the end where an exciting
action sequence unfolds from all the various viewpoints. Throughout the film, Levy’s script
twists assumptions that the audience might make about the plot - assumptions that challenge
the audience to ask questions about individual characters and their role in the assassination

attempt on the president. There is also shrewd use of set design props which help to create

13 The film starts from the point of view of a news producer, played by Sigourney Weaver. It then moves on to a
secret service agent played by Dennis Quaid, ending a little further in the story than the news producer’s point
of view.
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temporal suspense: 1. The flapping curtain in a supposedly vacated room draws the audience’s
attention to this space as a possible location of the assassin. 2. The use of a camcorder held by
a tourist, Howard Lewis, and the potential opportunities of evidence collection this offers. 3.
The hiding of a rucksack under the podium which leads to an additional explosion. In both
Nolan and Levy’s examples, the narrative structure challenges the audience to readjust their

perception of the time unfolding in the world of the story.

Analepsis in Television

Television screen dramas that use ‘anachronic’ narrative would include BBC1’s mini-
series ‘The Serpent’ (January 2021). It tells the story of Charles Sobhraj, a French serial killer
in the 1970s. Structurally, the narrative includes multiple examples of timeline hopping
between the years 1997, 1975, and 1976. The Serpent pushes the boundaries of flashback and
flashforward by maintaining a position in flashback for the greater part of the film. The Serpent
also offers additional complexity as within this flashback each episode shifts between the
individual months of the 1975 and 1976 period, when the events surrounding the serial murders
of his victims are revealed. This shifting forward and backward in short periods of time proved
particularly challenging for audiences. Reviews for the series indicated that audiences became
lost in the plot and the drama faced criticism about the complexity of the timeline hopping. **
Many people also took to Twitter to share their annoyance at the flashbacks and flashforwards,
which would suggest that the structural manipulations of this series may have been stretched
too far to be fully understood by the intended audience. Negative phrases such as ‘unnecessary’
‘confusing’ and ‘tiresome’ indicate that how the plot was delivered hindered audience
comprehension of the narrative, at least for some. Finding the correct balance to create a

narrative that challenges the audience without stretching the narrative too far is a fine art.

14 In an online review, Dorian Lynskey of The Guardian writes, ‘This timeline-hopping frequently explaining
that we are either “two months earlier” or “two months” later, is unnecessary and a little confusing.’ (1% Jan
2021).
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Television and film certainly lend themselves more easily to the manipulation of analepsis and
prolepsis due to the freedoms that the camera provides. They afford greater opportunities to
dance about between multiple periods in the future and past. Complex narratives do occur in
theatre, but they are less common. In the following section, I examine some of the more

successful examples of the handling of analepsis and prolepsis on stage.

Analepsis in Theatre

Unlike in film and television, to achieve flashbacks in theatre productions, other clever
and inventive ways must be employed to engage and sustain audience interest. The planning
for the staging of a flashback often takes place at the point of inception with the writer having
more involvement with the stages of the writing and producing process. These stages are
supported by the dramaturge. *° Being involved in the early stages of a play’s inception offers
the dramaturge opportunities to raise questions about the suitability of the text for a theatrical
audience. In this sense they act as the architect who fuses the original ideas of the scriptwriters
with the constraints and opportunities offered by the theatre, whilst also being responsible for

ensuring improved audience experience.

How the narrative is staged: the lighting, sound, and set, and how the audience responds
to the complicated causal manipulation of the plot are all factors that the writer, director and
dramaturg have to consider in theatre productions. This is especially the case in forking-path
stage narratives such as Constellations by Nick Payne which premiered in 2012. Constellations
follows the story of a couple who through quantum leaps can act out infinite challenges and
possibilities in the way they respond to the world around them. In the play, alternative

possibilities of the same scene are replayed multiple times. The manipulation of these temporal

15 The dramaturg is the person sharing responsibility for the dramatic composition and theatrical representation
of the narrative. Dramaturges help to develop a conceptual framework for the production, one which opens up
the script so that the audience can fully appreciate the temporal, geographic, and cultural settings of the
production.
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structures challenges the audience’s perception of events by asking them to consider several
responses to the same linear period. The narrative also requires the audience to consider
alternative scenarios for the couple based on different causal manipulations. Action on stage is
kept to a minimum and expressions on faces cannot be seen by most of the audience, therefore
emotional responses to the play must be triggered through restricted physical movement,

dialogue, and staging.

Another theatre play with effective causal manipulations is The Events by David Grieg
(2013), which tells the story of a lesbian priest trying to make sense of her life after a gunman
goes on a killing spree in her village, randomly murdering members of the church choir. The
Events plays and replays ‘events’ through a series of intricate flashbacks involving the killer
and the choir. The play asks the audience to explore scenes of extreme destruction and brutality
and probes them to fathom the unfathomable by pushing the notion of forgiveness to its limits.
They are also challenged to emotionally process the extremes of brutality within the causal
manipulations of the plot. Emotional response to narratives such as this asks the audience to
imagine internalised and individual character reactions to a string of events, based on how they
themselves would react to such an experience. Without the intimacy of the camera, the viewer's
imagination must work harder to interpret the effects these events have on the individual

characters on stage.

Asking the audience to respond to the emotionally charged happenings on stage and
screen requires them to delve into their own experiences to understand a character's passion
and reaction to a given situation. This is especially so when characters are placed in a position
involving suspense. In the following section, there is a comparison of the temporal structures

of suspense, and an examination of how they are handled on both stage and screen.
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2.2 The Temporal Structures of Suspense

All narratives, whether on stage or on screen, have one driving force in their plotline:
the character's aspiration to reach their goal, an aspiration which can be either physical or
emotional. For Captain John Miller in Saving Private Ryan (1998), it was to find Ryan in the
days following D-Day and return him home to his mother. For Willy Loman in Death of a
Salesman (1949) by Arthur Miller, it was the recognition of success. For retired CIA agent
Brian Mills in Taken (2008), it was to find his estranged daughter following her kidnapping
while on a trip to Paris. In every genre and medium, when this aspirational quest is delayed or
thwarted in some way, a series of emotional responses occur which help to generate suspense.
This is because obstacles create tension when they upset the linear flow of a character’s pursuit.
Suspense is the result of a question placed in the mind of the audience; it is the rationing of
information that makes the audience make judgments about what is to come and it is the
judgments drawn from the tension of conflict. Audiences want their characters to achieve their
goal and this is what drives the narrative forward, so much so that it becomes more of a question
of when rather than if the narrative fulfils the character’s desire. Psychologist R.J. Sternberg

suggests:

One of the prime means of creating, intensifying, or prolonging suspense,
consists in the author temporarily impeding the natural progression of the
action, especially its onward rush towards some expected climax, by the

interposition of more or less extraneous matter. (1978:159)

The notion of delay involves a conception of time or duration. Frustration at this delay,

stimulates a tension that most people can relate to.

Due to the limitations and opportunities that the art forms of stage and screen present,

there are structural differences in how each will create suspense. As horror creates a greater



35

intensity of suspense due of the conflict it creates with the unknown it would be useful to

consider some of the key differences in the way horror can be staged.

Horror on Stage

In the theatre setting, where the audience watches the happenings on stage from multiple
heights and positions, it is more difficult to create a sense of intimate presence between action
and character expression. On stage, horror relies more on the use of visual storytelling and
carefully choreographed special effects, props, lighting, and object placement. Set designers,
lighting, and sound choreographers all collaborate to help conjure the sense of suspense and
doom. Subtleties of set design involving fabrics, wallpaper, upholstery and colour are all
employed to make the sense of horror more palpable. In stage plays like, Wait until Dark (1966)
written by Frederick Knott and The Woman in Black, alluded to in Chapter Four, there is a
greater sense of scenes unravelling before the viewers eyes through the use of shadow, intense
diegetic noise, and penetrating and repetitive movement. In this sense, producing horror in a
live theatre performance has the advantage over the screen. The performance is visceral and
immediate and there is no television screen to provide a barrier between the events happening
on stage and the audience. The safety barrier is removed. It is real and it is happening before

the audience's very eyes. Live horror, engages the senses in a way that screen horror cannot.

Horror on Screen

Although there are similarities in the way that horror suspense is handled on screen -
the architecture of the physical space, lighting, the use of shadows, colours, props, and costume
- there is a greater intensity on screen due to the intimacy of the performance. One could also
argue that it is easier to handle difficult subject matter on screen due to the barrier that separates
television or cinema screen and audience. As a genre, horror can trigger feelings of dread,
disgust and anxiety, especially when it deals with contentious character and subject matter. The

most contentious being those involving children, such as The Omen (Richard Donner, 1976)
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and Children of the Corn (Fritz Kiersch, 1984); disability, such as The Silence (John. R.
Leonetti, 2019) and animal cruelty, such as Island of the Lost Soul (Erle C. Kenton, 1932) and
Zookeeper (Frank Coraci, 2001). Subject matter such as this would be difficult to handle on
stage. There are few opportunities to conceal or disguise the action, and there are no
opportunities to reframe compositions or alter camera movement. On stage there is only one
viewpoint for the audience and that is determined by where the audience is positioned in the

theatre.

Despite the differences, suspense in the horror genre, both on stage and screen, triggers
uniquely powerful emotional responses. This is because it activates issues of safety, fear, and
unease. Horror appeals to sensation seekers. There is an expectation from those familiar with
this genre that the way suspense is handled will stimulate these feelings of unsettled terror.
Steven Prince (2004) suggests, ‘The experience of horror resides in this confrontation with
uncertainty, with the “unnatural,” with the violation of the ontological categories on which

being, and culture reside.” (2004: 2).1

An earlier example of a horror that activates the fear and uncertainty that Prince
suggests, is The Bells, based on the stage play, The Polish Jew (1867) by Emile Erckmann and
Alexandre Chatrian. The English translation, written in 1871 by Leopold David Lewis,
famously starred the actor Henry Irving as the character Mathias, a struggling burgomaster,
who in a bid to clear himself of a string of debts, robs and kills a wealthy Jewish seed merchant
who he later believes has returned to haunt him. In both Henry Irving’s now legendary

performance as Mathias in the stage play, and also in the later 1926 silent film version, directed

16 Prince develops his argument by suggesting that: “...horror goes beyond the other film genres. Musicals offer
us courtship rituals; westerns and war films give us lessons about the American Empire, gangster films confirm
our sense of social anarchy and economic unfairness. But only horror goes straight to the deepest unease at the
core of human existence. And because it does so, the genre corresponds more profoundly with our contemporary
sense of the world than do the others.” Prince (2004:3-4).
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by James Young, the audience are challenged to respond to a complex character who is
portrayed as both good and villainous, generous and avaricious. The complexity of character
— the seemingly upright and respectable mayor versus the murderous villain, the generous
family man versus the haunted killer — challenges audiences by provoking the uncertainty and

unease familiar in the construct of the horror genre.

Another example of a horror-genre narrative that has successfully crossed over from
stage to screen is, The Innocents, based on the novella ‘The Turn of the Screw’, by Henry James
(1898). The original stage adaptation was written by William Archibald in 1950 and was
adapted for screen in 1961 by Jack Clayton. The Innocents is a ghost story and psychological
thriller that asks the audience to decide whether the inexplicable events that take place in a
large country house are the results of the haunting of the spirits of a previous governess and
valet, or imaginations in the mind of a new governess employed to care for two young orphans.
The ambiguity and uncertainty that this plot presents provokes a restlessness that helps to
generate suspense. Suspense is then amplified by the unique way in which the conflict is
presented on stage and screen. In the stage play version the audience is presented with a lavish
drawing room and atmospheric lighting to evoke the sense of time and place. Flickering candles
and smooth transitions between comfortable warmly lit early morning scenes and the low
lighting of the eerie evening scenes, help to conjure a feeling of unease. In the screen play, the
camera takes the audience into shadowy rooms, along long hallways and transports the viewer
from the simple and mundane into gut wrenching moments of terror as ghostly spirits are
revealed. There is a structure in the way that the horror genre is presented. One that both

producers and viewers have come to expect. Film scholar Lothar Mikos writes:

...producers will know that their texts will be understood within a framework

of a genre’s conventions. The viewer can depend on the fact that the text will
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fulfil and satisfy the expectations wishes and needs that they associate with

certain genres. (1996: 41-42).

The ways in which horror, and other difficult subject matter are handled on stage and
screen continues to challenge audiences today. When the elements of horror become too
familiar, viewers push for new, more extreme, more frightening sensations. This means that as
a genre, horror, much like sci-fi, demands continuous evolution. New technologies, CGI and
the interaction of social art forms, continue to change the way that horror is handled on screen.
In more recent years there has been a greater blending of the supernatural with real-world
relatable issues. The film Unfriended (Levan Gabriadze, 2014) for example, weaves the world
of supernatural horror with a computer screen and the darker side of social art form. When the
supernatural enters the world of the familiar, a greater sense of unease and psychological fear
is triggered. Suspense generated in horror offers audiences the uncertainty of outcome, it places
the protagonist in situations of threat and danger and by doing so, manipulates the relationship

that the audience has with the passage of time.

Of course, the creation of suspense is not unique to a particular genre - suspense is
merely the tool that keeps the audience guessing. It is the instrument that adjusts the audience’s
relationship with time. In the genre of romantic comedy, for example, suspense 1s generated
by a kind of tension created when obstacles are placed between two individuals who want to
come together for romantic love. There have been several studies that examine how suspense
adjusts the temporal structures of romantic comedies: No¢l Carroll (1998), Robert McKee
(1997), and Carolina Amaral (2020). Amaral’s conceptual proposition is that the temporal
structure of romcoms are based on a kind of suspense that she calls, ‘the temporality of the

almost’ (2020: 78). 17 Amaral refers to scuppered opportunities in romcoms as the ‘locking in

3

7" Amaral describes the ‘temporality of the almost’ as: “...the micro-narrative structure that repeatedly makes
erotic resolution almost happen at several points in the story. This temporality of constant and continual deferral
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of chance’ (2020: 78), suggesting that the level of investment that audiences attribute to the
union of characters affects how they respond to the obstacles that stand in the way of their
alliance. Amaral develops this argument by recognising that audience investment is achieved
by the building of what she calls ‘dramatic logic’ (2020: 78), whereby the audience is given a
range of dramatic information that enables them to develop a sense of the character's intentions.
The suspense created by this ‘locking in of chance’ becomes a tool to shape the temporal

dynamic of the narrative.

In a similar way, Noé¢l Carroll’s (1998) proposition examines the idea that in situations
of romantic suspense, the audience is faced with just two possible outcomes: will they, or won’t
they? Carroll suggests that it is these outcomes that generate feelings of uncertainty by keeping
the audience guessing. Audiences are provided with a moral stake in the two alternatives of
any situation involving an obstacle, and they will naturally be drawn to one over the other. For
Carroll, this choice is one of morality and probability, in the sense that it creates a position
where the audience is unsure whether the moral or immoral outcome will happen. This is the
same or at least very similar in all incidents of suspense. Like Carroll and Amaral, story
consultant Robert McKee suggests that romantic comedy uses a successful structural formula
based on the idea of ‘what if” (1997:181). In his work on the temporal connections of romantic
comedies, McKee suggests that love stories generally begin with a first encounter which is
subsequently followed by ‘progressive complications’, ‘crisis’, ‘climax’, and ‘resolution’. It is
a tested formula that audiences familiar with this genre have come to expect and contains the
temporal control strategies of curiosity, surprise, and anticipation — all of which are designed

to provoke reaction in the audience and disrupt the timeline of the narrative.

functions as a retardatory structure apparently posing obstacles in order to keep characters apart, but, in fact,
increasing the desire between them, and also between narrative and spectators”. Amaral (2020: 79).
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When the frustrations that are generated by having obstacles placed before a
protagonist, sit squarely within a particular clock time period, it creates a temporal tool known
as the ‘metaphorical time bomb’. Metaphorical time bombs create a sense of disappearing time
and can be both literal, in the sense that the audience is party to a clock time countdown within
the narrative, or they can be a metaphor for events that will lead to a perceived climatic end.
They are devices that put pressure on characters within a narrative by giving them a
disappearing timeframe in which to achieve a goal. In Chapter Four, in the case study of The
Woman in Black, 1 give examples of how metaphorical time bombs can be handled in both the
stage and screen versions of this narrative. In the following section, I offer an examination of
other instances where metaphorical time bombs are used as a tool for developing suspense,

along with a comparison of the different ways they are handled on both stage and screen.

Metaphorical Time Bombs on Screen

On screen, useful examples of metaphorical time bombs include those experienced in the James
Bond films, Goldfinger (Guy Hamilton, 1964) and The World Is Not Enough (Michael Apted,
1999) where the timer ticks down to an explosion just before Bond manages to stop the clock
and ultimately the bomb, always at 00:07. Of course, metaphorical time bombs are not always
so dramatic. The sense of disappearing time can be heightened in all situations where a
character is prevented from achieving their goal — when the factors which prevent an event or
scupper an opportunity get in the way of success. In these instances, the stakes of this reducing
clock time are high; the audience experiences the relatable tension and frustrations of the
character and the audience’s perception of duration is challenged. Here, the audience’s

8

conception of duration *8 is a particularly important dynamic. There is a durational relationship

between cinematic timing and the dramatic events taking place.

18 Duration - the separation between an event and its narration or the difference between discourse time and
narrative time.
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Metaphorical Time Bombs on Stage

Due to the physical constraints that theatre presents, the concept of a countdown clock
is handled differently on stage. In theatre, it is much trickier to switch scenes and more
challenging to create a sense of action taking place off-stage. There is more of a need to
establish the notion of vanishing time by compressing the narrative so that the characters feel
the pressure of its disappearance. As in film, this can be literal, such as using a visual clock that
the audience can see, but it predominantly takes the form of an action: not being able to connect
a key with a lock when a character is being pursued by an assailant or being trapped in a locked
room or confined space. It is also achieved by creating a greater sense of limited duration:
where the action takes place in a short period of story time. Sophocles’ Athenian tragedy,
Oedipus Rex (429BC) referred to in Aristotles’ Poetics (335BC) offers an early example of this.
19 As does J B Priestley’s An Inspector Calls (1945). ® Metaphorical time bombs, as a temporal
tool generating suspense, require an element of mystery to provoke the audience's imagination.
The generation of curiosity requires a similar dose of enigma. I examine this in the following

section.

2.3 The Temporal Structures of Curiosity

The philosopher, Edmund Burke describes curiosity as:

19 Sophocles’ Athenian tragedy, Oedipus Rex (429BC) referred to in Aristotles’ Poetics (335BC) offers a sense of
limited duration because the play has multiple happenings and actions occurring during a single day.

20J B Priestly’s An Inspector Calls (1945) In this stage play, all of the characters are present at a dinner party.
Within the limited duration of this party each of the characters, under interview, reveals their involvement with a
young girl who has committed suicide. The whole play is set in an evening covering just a few hours in the lives
of the characters - all of whom who are believed to be in some way responsible for her death. Having such a
condensed period of time intensifies the emotional impact of the events as they unfold. Knowing that one of
these characters will be exposed as the person responsible for the young girl’s death, alongside the sense that
this person needs to be revealed before the end of the play, heightens the sense of disappearing time.
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...the most superficial of all the affections; it changes its object perpetually; it
has an appetite which is very sharp, but very easily satisfied; and it has always

an appearance of giddiness, restlessness, and anxiety. (1757/1958:31)

Curiosity triggers audiences to examine a narrative from a range of perspectives and
encourages them to think about a wider selection of resolutions and remedies. In both stage

and screen narratives, curiosity can be generated by:

e raising the stakes of the action experienced by the protagonist
e dropping unexpected twists and U-turns in the plot

¢ introducing deadlines or metaphorical time bombs

e increasing the level of adversity and conflict

e suggesting subtext or hidden information

e presenting a physical object of significance to the plot

e or by introducing what McKee (1997) referred to as the ‘what if?’

This sense of questioning stimulates the brain to think in divergent ways. The tension that it
generates because of what audiences want to happen - or what they do not want to happen -
causes the brain to release Dopamine, a pleasurable chemical that is linked to the anticipation
of a reward. There have been a number of studies which have examined the psychology and
neuroscience of curiosity: Kennedy, J.J (2023), Kidd, C. and Hayden, B. (2015) that suggest
that curiosity enhances memory by activating the hippocampus part of the brain. It is believed
that when this section of the brain is activated we are more likely to remember things more
acutely, both as positive and negative reactions. Curiosity creates a restless anxiety in us which
encourages us to question our thinking or feel curious about a particular happening. It is that
feeling of not knowing or of having gaps in our understanding that leads us to anticipate

resolutions and suggest our own outcomes.
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Whether on screen or stage the composition of the narrative, the mise-en-scéne, or way
that it is presented, is key to generating curiosity. This is achieved through costume, hair, make-
up, acting performance, set design, object placement, lighting and colour palette - features
which are key to provoking inquisitiveness about the setting, time period and unique features
of the narrative. Our concept of temporality is altered as we try to analyse these features and
make sense of the intricate threads of meaning presented to us. In the same way that suspense
and curiosity, challenge our understanding of temporality, surprise provides another temporal

obstacle which alters our relationship with narrative.

2.4 The Temporal Structures of Surprise

Surprise, as a temporal obstacle, has a much more immediate audience response than
curiosity and suspense. It is a visceral part of entertainment which stimulates instinctive inward
feelings. It can take the form of a sudden unexpected event that visually challenges the audience
by triggering fear, or can be experienced in several other ways: 1. Through a plot twist that
affects the audience’s perception of a character’s unmasking. 2. Via a shift in the motive of the
character - triggering a psychological response that leaves the audience unsure or
uncomfortable about a character’s actions. 3. By adjusting the audience’s perception about a
character as they learn more about him or her. 4. As the consequence of a calamity or a situation
where characters encounter misfortune, and 5. Through duplicity or situations where the
character experiences feelings of betrayal or treachery. Like curiosity, the element of surprise,
floods the brain with dopamine and triggers feelings of pleasure and reward. It gives the
audience a sense that something is about to happen - usually before the characters in the
narrative are aware of it themselves. Surprises can provide pivotal changes which send both
characters and audiences on an alternate trajectory, altering and reframing events in the
narrative. They can be small, leaving the audience time to take a breath to reevaluate, or they

can be huge such as in the film The Sixth Sense (1999) written and directed by M. Night
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Shyamalan. In this film, the whole plot is reframed at the end when both Bruce Willis’ character
and the audience realise that his character Malcolm Crowe has been dead throughout most of
the film. The build-up to the plot’s trigger point, along with those moments of contrast between
the build-up and the event itself, are crucial to the success of this film. The final reframing
elicits a huge emotional response, one which for some people triggers both positive and
negative emotions. As behavioural psychologist Ed Tan (1996) suggests, surprise can trigger
emotions of both reward and frustration; reward because it offers the audience a new
perspective to explore in the narrative, and frustration because the audience’s inability to see
the surprise coming ultimately sends them on a different trajectory. This is because audiences
have invested time anticipating the plot and they want to see this unfold. When the plot is
thwarted by a surprising turn of events, audiences can become momentarily aggravated or
disturbed. This alters the audience’s perception of duration because they have to rethink a new
scenario. Of course, there is not one single unanimous response to surprise. This is because
there is no such thing as an objective observer of narrative. Individuals all bring their own

experiences to the theatre or cinema and these shape the way that they respond to narrative.

For writers and filmmakers, achieving a balance between manipulating audience
expectations and creating believable curveballs decides how successfully the surprise elements
in their narratives are received. Writers and filmmakers need to consider the range of
experience and familiarity with a genre that individuals in the audience have. Genre familiarity
can result in certain audience members having a greater ability to anticipate when and how
surprises might occur. Structurally, there may be patterns in the way that surprise is
choreographed in each genre, and those familiar with these structures will be better placed to
predict them. That said, one generic characteristic of surprise in all genres is the relationship
between audience and character. The audience needs to be invested in the characters they are

watching. They need to empathise with them and care about what happens to them. For surprise
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to be effective the audience needs to have a prior understanding of the character so that when
the surprise happens, the revelation is more convincing. The more the audience is invested in

the character, the greater the surprise when there is an unexpected turn of events.

Physical instances of surprise trigger a more impactful response on screen than on
stage, due to the closeness of the camera and the intimacy of the action. The closeness of
conflict to the audience, along with the visual and aural effects that can be used on screen can
add an additional dimension to the action. The sense of unease that can be generated on screen
can be more successfully magnified. There are more opportunities to limit the angle of action
from the viewer so that they can only see what the camera wants them to see. There are greater

opportunities to switch from scene to scene to create more impactful elements of surprise.

On stage, physical instances of surprise take on a different form. The intimacy with
the audience is lost but the response to the surprise can become amplified because the
characters are physically in the room with the audience. The characters are real and tangible
and the way they respond to the surprise can be physically sensed more acutely in the shared

theatre space.

2.5 The Temporal Structures of Anticipation

Like suspense, anticipation as a temporal tool is used to distort the linearity of a plot.
Whether on stage, on screen, or in a novel, anticipation is the point at which the narrative leaps
into the future to expose events that are yet to happen, before jumping back into the present to
continue with the original sequence of events. 2! Anticipation is a feeling, an emotional

response to a future event. It is a time-hopping process that on stage and screen gives the

21 Mark Currie describes anticipation as follows: “This question of anticipation, or of a mode of being which
experiences the present as the object of a future memory, has one of its fictional correlatives in the structural
retrospect of the novel, but it can also be related to the question of prolepsis, or the kind of fictional flashforward
that conjoins a “present” moment to a future one.” (2007:6)
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audience a chance to gain important information about a narrative’s future before the characters
in the narrative do themselves. Anticipatory emotions include hope, fear, anxiety, and trust, and
can prompt the audience to make judgments about events that will lead to a new known future.
Both on stage and screen, anticipation can be uncomfortable for audiences, because it offers
unresolved plot lines as well as a complex narrative structure that relies on an insecure present
and future. This is because audiences are essentially being asked to make judgments based on
what is to come. David Bordwell (1985) tells us that the process of constantly revising and
rethinking hypothesis about the subsequent events of a story engages the audience. It creates
uncertainty and generates anticipation, ‘...seeing is not a passive absorption of stimuli, it is a
constructivist activity, involving very fast computations, stored concepts, and various purposes,
expectations, and hypothesis.” Bordwell (1985: 32) ‘The spectator must adjust his or her
expectation and posit, however tentatively, new explanations for what is presented.” Bordwell

(1985: 36).

Although all interesting experiences will involve anticipation to some degree, the way
in which the feelings of anticipation are manipulated by the structural presentation of a
narrative on stage and screen can adjust the levels of suspense felt by an audience. These can
be experienced through the dialogue; via the verbal and non-verbal actions of the characters;

the movement of the camera; or the positioning of a character or objects on stage.

As mentioned, anticipation can be generated on both stage and screen in several ways.
Even before the moment when the curtains rise or the titles roll, the audience is already
anticipating what it is they will be watching. They may have read reviews or watched trailers,
heard others talk about the films or stage plays they are seeing, or they may simply be
anticipating an enjoyable evening of theatre or cinema. To engage and maintain these feelings
of anticipation, the audience needs to be drawn into the world of the narrative. This begins with

the initial hook, which is the moment that the audience’s attention is grabbed. Whether through
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dialogue or action, imagery or character, it is the point that the audience decides whether to
invest in the play or film, or not. Once this attention has been gained, other temporal tools need
to be employed to maintain that interest. Cliff-hangers both at the end of a scene on stage or as
a breath or beat in a film, will trigger the audience to anticipate what will happen next in the
narrative. Changing the pace of the narrative from fast to slow unsteadies the concept of time
and provokes anticipatory thoughts. Interpreting hints and moments of foreshadowing adjusts
the concept of duration as audiences balance what has happened before, what is happening in
the present, and what they believe may happen in the future. Creating moments where the
senses and emotions are engaged, through music, light, and feelings of fear or joy, all contribute

to the manipulation of the viewers perception of temporality.

Anticipation, along with suspense, surprise, and curiosity are crucial to the success of
the narrative. They are, after all, the tools that engage the audience and trigger emotional
responses. All of these temporal tools are managed and manipulated within the constraints that
both theatre and cinema facilitate. Namely, the restrictions of clock time, the variety of sets and

settings available to the production team, and the restrictions of theatre space.

Two other temporal tools affected by restrictions in time, set and space are lighting and
sound. Lighting and sound choreography can add an additional layer of suspense and action to
a film or stage play because of the unique way that they trigger human emotional responses.
For the purpose of comparison of the handling of sound and light on stage and screen, the

following sections examine briefly how they are used as emotional triggers in both artforms.

2.6 Lighting and Sound as Emotional Triggers
Lighting
Light, like sound, can operate in diegetic form. It can be the tool to reveal aspects of

internal dramatic action or it can operate non-diegetically, as a commentary to action taking
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place on stage and screen. It is a medium that is continually shifting and adjusting and can
alter the temporality of a performance. Choreographed lighting can denote changes in space
and time and be used to signify definitive pauses in scenes both on stage and on screen. Just
as sound helps to evoke a sense of place, so light helps to evoke a sense of atmosphere. The
visual reality offered on stage commences at the point of illumination, guiding the audience
toward key aspects of the narrative and manipulating the viewers response as the narrative
progresses. Lighting design is a crucial part of fashioning the compelling imagery that will

achieve this.

Lighting designers heighten moments of suspense in several ways: colours can be
exaggerated; abstract imagery and distorted patterns and shapes can change perspectives;
lights can be uniquely angled to cast shadows and illuminate specific aspects of staging.
Expressionist lighting can manipulate colour quality and alter and shape light in an unrealistic
way to trigger a sense of unease and disturbance. Cold light can be employed to trigger
feelings of loneliness and isolation. Lighting is a tool that can adjust how characters may be
perceived. It can be used as a means of intensifying our understanding of a character’s mood
and give the audience a better insight into a character’s emotional state by amplifying both
character movement and stillness on stage. Lighting can also work in opposition to the
emotions of the character. 2 Although the emotional triggers that lighting choreography
provokes will be unique to everyone, there is a sense that most generic features of emotions
such as fear or happiness can be realised by most audiences. There are however different

challenges to lighting design on stage and screen.

22 Linda Essig (2005) for example suggests: “... the atmosphere created by lighting composition may be
designed to work in parallel or in contrast to the emotions of the actors. Light cannot “act” the way a human
being can but lighting can act upon an environment and be used to create an atmosphere that can be for example,
mysterious, cheerful, or romantic. (2005: 25).
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Lighting on Stage

Altering how the audience perceives time by generating emotional response through
lighting, is handled differently in theatre due to the restricted nature of the buildings.
Audiences are challenged to ‘buy into’ locations with limited backdrops and special lighting
effects such as coloured gels, gobos, and strobes. The atmosphere must be created with the
most subtle ingenious lighting choreography. The uniquely personal experience of being in
the shared space of the theatre is a more visceral happening for the audience. Audiences
kinaesthetically feel the changes in the lighting choreography which heightens the response to
both the narrative and specific character mood. Lighting designer Paule Constable, in the
theatre play, The Curious Incident of the Dog in the Night-Time (2012) was particularly
successful in achieving a response to character mood. She used spectrum lighting to emulate
the mood of the main protagonist Christopher, a young investigator on the autistic spectrum

who aims to solve the mystery of the death of a neighbour’s dog. 23

Lighting on Screen

Although arguably less visceral and naturalistic, the intimacy of screen lighting offers
the audience a uniquely different experience. The closeness that the camera provides gives the
viewer a more personal response to the psychological responses of the characters. On screen,
some of the most dramatic scenes in the last century owe their success to innovative lighting.
Like the lighting designers in theatre, cinematographers will frame shots in many ways to

provoke an appropriate emotional response on set.

2 Constable avoided the use of warm colours and instead used predominately cold white colours to represent
how Christopher viewed the world. In the original book, although Christopher is not diagnosed with autism, the
reader learns that he finds colours too bright. Constable uses this information on stage, to amplify scenes where
this character is experiencing heightened tension. Colours are made excessively bright to mirror Christopher’s
emotional state. Likewise in the book, Christopher dislikes the colours brown and yellow, so here, Constable
uses these colours for scenes with people in the story that Christopher does not like.
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Creating atmospheres on screen is enormously significant in the construction of
performance. Scenes change more frequently so mood and emotional responses to the setting
and character need to be triggered more immediately. Truman Capote’s, In Cold Blood (1967)
directed by Richard Brooks, offers a well-known example. 2* Recognised at the time for its
sobering honesty and innovative lighting, the crying scene has become one of the most
provocatively emotional examples of technical lighting choreography. 2> Another example is
Stanley Kubrick’s Barry Lyndon (1975). Most of the densely furnished interior shots of the

film are shot in either natural light or candlelight to build an atmosphere of tension.

Whether on stage or screen, lighting choreography can alter the temporality of a
performance and trigger unique and collective emotional responses to a narrative. Diegetic and

non-diegetic sound, explored in the following section, triggers a similar emotional response.

Sound

Just as visual cues can be employed to give the viewer a more intense sense of place,
non-diegetic and diegetic sounds can be augmented to create the physical reality of the inferred
world constructed by the writer. The duration and durational relationships between the images
and action created on stage and screen, and the sounds that accompany them, create an

emotional response that alters an audience’s perception of time. Whether the sound is non-

24 Truman Capote’s, In Cold Blood (1967) is the story of two criminals, Perry Smith and Richard Hickock who
murder a family of four in a remote farmhouse and then become fugitives from the law. Filmed in black and
white, the notorious crying scene shows Perry Smith standing by a window in an unlit room as the raindrops
slide down the windowpane; reflecting what looks like tears onto the side of his face. The half shadow created
by lighting designer Conrad L. Hall is used to signify these moments of Perry’s inner conflict. They occur in
incidents where Perry doesn’t want to admit that he has come from a bad place, whilst also acknowledging that
he knows this to be true.

2% In an online article by American cinematographer Stephen Pizzello (2019), he cites Hall as saying: “We decided
to shoot in black and white because we wanted to make it real; we were filming in the actual locations where
various incidents in the story had taken place, including the actual murder sites, and the use of black and white
gave the film a heightened sense of truth without making things too lurid.” Pizzello (2019)
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diegetic ° or diegetic ', the effects it has on the audience provokes a unique and individual
emotional reaction. Non-diegetic sound is used much more readily on screen than on stage, so

for the purpose of comparison, I would like to concentrate on diegetic sound.

In-play music and diegetic sound effects are temporal tools that help create a sense of
place: the ambient singing of birds sitting in a tree; the resonance of engines roaring at the start-
line of a racetrack; the melodic echoes of a piano playing in an empty bar. They are aural
signals that can be amplified to shock or provoke audiences to respond in a particular way:
footsteps on creaky floors, ticking clocks, screeching tyres, heavy breathing in a silent room —
pleonastic sounds that are employed to create sonic texture and signify a change in audience
focus or a structural movement in the plot. They are ambient and place-specific sounds that
offer the audience an additional layer of information about a narrative, one which will improve
comprehension of what audiences are experiencing on stage and screen. As with lighting, there
are a few differences in the way that diegetic sound is handled on stage and screen, and this is

very closely related to the limitations and opportunities that each art form presents.

In the theatre, diegetic sounds are more visceral than in film. They are amplified into
the space shared by the actor and audience. They are experienced at volume in their purest
form, giving the audience a sense that they are emersed within the action and sharing the sounds

collectively with the characters they are viewing. 2 With the limitations of space and locations

26 Non-diegetic sound happens outside the diegesis of the narrative. It cannot be heard by the characters and has
a more general influence on an audience’s emotional state. Examples might include classical strings for a
romantic scene or repetitive notes for impending doom.

27 Diegetic sound is a temporal tool used widely in both stage and screen art forms. It happens within the
diegesis created by the writer and includes dialogue, in-play music, and in-play sound effects. They are sounds
that can be heard by both the audience and the characters in the narrative.

28 Sound designer Mic Pool explains why sound in theatre is so important: “I love sound in the theatre because I
believe it is stronger than any other of the creative disciplines in enhancing the audience’s experience of a
production. And more importantly, it is often the least consciously perceptible element for an audience that is
preconditioned to be more visually aware. That makes it infinitely powerful as a tool to propel and empower a
production. [...] Providing fluidity to the dramatic action, trailing ideas from preceding scenes, introducing new
material relevant to what will follow, and creating a cohesive logical, and fully formed world of sound, will result
in the sound design being a powerful emotional engine, in shaping the audience’s perception of the work. Subtle
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that theatres present, diegetic sounds are used to transport the audience to a setting outside of
the restricted space. Sound alters the viewer’s relationship with the story by generating greater
suspense, triggering a heightened emotional response to narrative, and consequently adjusting

the audience’s relationship with the passing of time.

For Christopher Shutt, the sound designer of the theatre production War Horse (2005),
sounds have to be something the audience feels nostalgic about. In the play, Shutt is responsible
for transporting audiences from a bare theatre stage to scenes in Pre and Post-First World War
Devon and the Battlefields of the Somme. ?° In the battlefield scene in War Horse when the
horse is tangled in the barbed wire, the only sounds heard initially are the screeching cries of
the animal struggling to break free. These single screams resonate around the theatre and trigger
powerful emotional responses to the imagined pain of the animal. In that instant, the tremor of
the sound is impactful, fulfilling the desired effects of diegetic sound by using sharp
interruptions and punctuations of sound that weave an aural landscape around action and

dialogue.

As in theatre, diegetic sounds in film are employed to create a sense of place. The
camera can lead the audience from location to location but the real sense of place is created by
the sounds chosen to represent them. Whether these are pleonastic sounds like the screeching
of brakes or intense screams, or diegetic orchestral music experienced by both the audience

and character, they help create the aural world imagined by the writer and provoke an emotional

and imperceptible when required and right up in your face when justified and earned.” Rodosthenous, G. (2016)
(2016: 243-251)

29 In an online interview with the Melbourne Art Centre, he discusses how this was created: “For the pastoral
scenes, we have a projection of fields and trees but with an otherwise bare stage. We complete the picture by
adding the sounds one would expect to hear in Devon in 1912. [...and for the battlefields...] I did a lot of research
about the sound of the time. There isn’t much archive recording of the first world war but there is extensive
recording of subsequent wars. [...] to create the emotional impact of being in the middle of a war.” Shutt (2012:
timing: 0.37-1:08)
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response — one that influences the audience’s capacity to reminisce about the past, changes the
viewer’s experience of the present, and triggers anticipatory thoughts about what might happen
next. Additionally, in film, sounds and music can be amplified and exaggerated during the
postproduction stages of the filmmaking process, heightening the impact on audiences,
affecting moods, creating illusions and thus changing the audience’s relationship with, and

perception of, time.

Writer and director Quentin Tarantino is recognised as being a master in the use of both
diegetic and non-diegetic sound and music on screen. Whether this involves amplifying the
reverberation of chains tightening against a neck, Kill Bill (2003), bullets flying through
someone’s body, Django Unchained (2012), or the popular music heard as part of the diegesis,
Tarantino’s stylistic sound choreography offers ironic disjuncture between what the audiences
can see and what they can hear. None of the music in Tarantino’s films has specially composed
pieces. Instead, he uses popular music to create atmosphere. Some of the tracks can be heard
as part of the diegesis, such as in Reservoir Dogs (1992) where he famously uses Stealers
Wheel’s easy-listening contemporary track, ‘Stuck in the Middle with You’ in the scene where
Mr Blonde tortures a police officer and cuts off his ear. This is sometimes referred to as trans-
diegetic. It marks the blending of both sound types without being disruptive to the narrative. It

provides a link that acclimatises the music to the action in the scene. *

In Tarantino’s film Once Upon a Time in Hollywood we hear the unsettling harmonies
of the Manson girls as they mess around in the trash singing ‘Always is Always’, a song written

by real serial killer and cult leader Charles Manson. Again, the stark contrast between the

39 In Quentin Tarantino’s Reservoir Dogs (1992) we see Mr Blonde walk over to the radio, turning it on before he
walks over to his victim to commence the torture. The contrast between easy listening to music and torture is
compelling. The lyrics of the song choices are key as they offer an interpretation of the action being shown at a
specific moment in the film.
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beautiful girls in their summer clothes, and the poignancy of the song and its origin, is very
provocative for the audience. Tarantino’s use of well-known songs offers shocking audio and
visual contrasts to evoke an emotional response. They add additional layers to the temporal

tools of suspense, anticipation, curiosity, and surprise that are manipulated in his films.

In this chapter consideration has been given to how narrative temporality is handled
within the limitations and opportunities of stage and screen art forms. So far, we have examined
the ways in which the technical elements of flashbacks, metaphorical time bombs, the creation
of suspense, surprise, and anticipation, are manipulated within each art form to profoundly
affect the intensity of the audience’s response to changes in temporality. I now want to turn to
the issues of comprehension, more specifically to how an audience interprets these experiences
of space and time manipulation. I believe that by having a greater awareness of how the brain
responds to the manipulation of temporal structures, those involved in stage and screen

production will better understand how to exercise their creativity for a wider audience.



55

Chapter 3 — Comprehending Complex Narratives

To consider the brain’s coping strategies when faced with temporal manipulations in
both film and stage art forms, a greater understanding of the concepts of general comprehension
and how the brain responds to unfamiliar and complex material is needed. Although, as shown
in the previous chapter, the mechanics involved in the production and manipulation of temporal
tools in both art forms will vary, this chapter addresses the challenges audiences face when
responding to these temporal narrative changes. It offers an insight into neural responses to the
complex narratives discussed in Chapter Two, and explores the role that memory plays in the
cognition of these narratives. In 3.1, there is a discussion about how the brain processes
mechanisms of suppression, that is, the isolation of areas of knowledge that individuals believe
to be relevant or irrelevant. In 3.2. consideration is given to the idea of duration and its’ effect
on memory. Time is an integral feature of perception, action and cognition and although it is
difficult to fully establish how durational events and temporal sequences are encoded in
memory, having a greater appreciation of the sequential stages of encoding, storage, and
retrieval of memory, could help us to understand how audiences make sense of the narratives
presented to them. In 3.3, consideration is given to both individual and shared responses to
memory, in particular, how collective remembering of complex narratives stimulates and alters
perceptions of the things that audiences experience. In 3.4, to achieve a clearer understanding
of audience comprehension, attention is given to the individual and communal response to habit
memory and how the repetition and anticipation of actions influence the viewer’s response to
narratives. This section also addresses the effects of the prediction and refinement of cognition

during performances.

Why is this relevant? 1. If there is an increased understanding of the physiological

processes that occur when audiences experience complex narratives, then writers, dramaturges,
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cinematographers, and the production teams involved in staging such narratives, will have a
greater appreciation of the audiences they serve. 2. Having a more empathetic knowledge of
how audiences respond to stage and screen narrative, as well as an enhanced awareness of the
viewer’s philosophical and psychological consciousness during a performance will assist
creatives in better communicating the pertinent issues of their play’s content. 3. By
understanding the processes of comprehension happening during a stage and screen
performance, more attention can be given to words, phrases, and areas of complex plotlines
that may need clarification or frequency. 4. Societal, cultural, and gender considerations can be
understood more sympathetically and could help shape narratives that can be received more

successfully by a wider demographic.

Although it would be very problematic to try to establish the exact levels of frustration
audiences experience when encountering complexities of language and plot, there could be an
argument for suggesting that the external effects of watching a play on screen or stage, coupled
with the restrictions and possibilities that each art form offers, have an almost inevitable

influence on the comprehension process.

3.1 Memory Comprehension and the Mechanics of Suppression

As a means of understanding how audiences process information presented to them in
stage and screen narrative, it would be useful initially to consider studies that have explored
comprehension features such as encoding, storage, and retrieval of memory. Examining more
general comprehension processes should offer a better insight into the differing progressions
that take place when audiences respond to narratives. It also helps us to appreciate different

responses to genre-specific narratives.

Gernsbacher et al (1990) in their study of the differences in general comprehension

skills ask:
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What cognitive processes and mechanisms contribute to General
Comprehension Skills? [and suggest that...] To appreciate the common
processes and mechanisms, we must appreciate what is common to
comprehensible information across modalities. One commonality is that it is
structured; therefore, the cognitive processes and mechanisms that contribute
to General Comprehension Skills might have something to do with capturing
and representing structure. Some cognitive processes and mechanisms that do
just that are part of a simple framework we call the structure-building

framework. Gernsbacher et al (1990: 1)

The purpose of the structure-building framework which Gersbacher et al, refer to is to help
individuals make sense of information that is presented to them. This occurs in three stages: 1.
The initial laying down of a foundation — that is when new information is first presented to
the individual; 2. When subsequent information relates to that which is already mapped out
previously — that is by experiencing something which has been previously experienced and
understood, and 3. When the information being presented to individuals is unfamiliar. In this
instance, the individual creates a new substructure that they can use in the future. By using
Gernsbacher et al’s (1990) ‘Structure building framework’ as the basis for how the brain forms
comprehensible mental representations of information from memory, some insight may be
gained about the processes audiences experience when faced with the complicated narratives

and non-linear structures discussed in Chapter Two.

How does this work? Gernsbacher et al (1990) argue that during the process of
receiving information, memory cells within the structure-building framework become
stimulated as they are presented with information that they perceive to be relevant. This
information then elicits a response from the previously laid down structures, so that when

information is familiar, the memory cells have prior experience of how to process it. Likewise,
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when that information appears less relevant, the information can be suppressed. 3! Although
Gernsbacher et al are predominantly studying reading comprehension, they recognise that
‘...the same phenomenon occurs during non-language-based comprehension.” (1990:2). This
idea is supported by McDaniel et al, who carried out a study into the individual differences in
structure building and found that structures helped create, °...coherent mental representations
of conversations, texts, pictorial stories, and other events.” (2021:1). It is this suggestion - that
individual structure building determines response to conversation and narrative texts - that I

would like to address further.

If Gernsbacher et al and McDaniel et al assert that memory cell enhancement and the
mechanism of suppression can be used to explain the comprehension of conversation, texts,
stories, and other events, then it follows that the same process occurs when both individuals
and collective listeners and viewers of staged performances respond to ‘attention-getting
devices’ in narratives. Furthermore, it adds credence to the idea that individuals with more
experience of the structure of and emotional response to such devices, will be better equipped
to process them in subsequent encounters. I suggest that by having a greater understanding of
the structure-building processes that occur in general comprehension, writers, directors, and
dramaturges will have an enhanced appreciation of how to cement key aspects of plot to a wider
audience demographic. It will also give industry professionals a broader understanding of the
processes that occur when audiences are presented with temporal manipulations and genre

specific narratives.

Gersbacher et al’s study highlights a relationship between poorer memory skills and the

difficulties of interpreting the text, suggesting that individuals with weaker comprehension

31 In short, Gernsbacher et al suggest: ... memory cells are enhanced when the information they represent is

necessary for further structure building, and they are suppressed when their information is no longer necessary.”
(1990:2)
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skills struggle more with problem-solving in many of the everyday events and happenings of
daily life. McDaniel et al also recognise that the way individuals respond to conversations and

stories, varies according to their structure-building ability, asserting that:

Individuals with lower structure-building ability consistently perform worse on
a range of comprehension and learning measures than individuals with higher
structure-building ability, both in the laboratory and in the classroom. Problems
include a range of comprehension processes, including encoding factual
content, inhibiting irrelevant information, and constructing a cohesive situation
model of a text or conversation’ (2021:1) [Suggesting that in the structure-
building framework of activities involving reading, watching and listening]
‘...the goal is typically not to memorize what one reads, sees, or hears but rather
to extract the gist and understand the “who/what/when/where/why” of a

particular narrative or event.’ (2021:1/2)

Of course, ‘extracting the gist’ requires an ability to retrieve or suppress information relevant
for comprehension. If we use the case of complex narratives, ‘extracting the gist’ (or knowing
which information is relevant to the plot and suppressing which details hold less importance)
is key to a clear comprehension of the story. When audiences become familiar with a particular
genre or style of narrative, they become better acquainted with sifting out the relevant
information because they have the mental structures in place to help them comprehend. In turn,
those with less exposure to such narratives may find the extraction of relevant information to
be less successful. In an additional study by Gernsbacher and Faust (1990), it was suggested
that comprehenders who were unable to suppress unnecessary or irrelevant information, due to

weaker comprehension skills, performed less successfully than those with greater ability to
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retrieve and suppress information. 3 It seems likely therefore that those audience members
who have less exposure to narrative or more specifically complex narrative are more likely to
create unnecessary neural pathways and judgments that could hinder comprehension. In the
studies by Gernsbacher et al (1990), Gersbacher and Faust (1990), and Mc Daniel et al (2021),
the suggestion that differing success levels of structure building affect general comprehension
skills may give some clarity to the question of why it is that some audiences are less able to
remember character and plot than others. It could also be vital in understanding how audiences
negotiate the temporal landscape and why some viewers respond to ‘attention-getting devices’

better than others.

When McDaniel et al identified the link between low-ability structure building and
deficits in learning and retention across a wide range of topics, they suggest that those who
became more successful at building structures did so over time and with repetition of the same
source. It is only through experiencing similar narratives and posting these experiences to
memory that the comprehension of them improves. In the same way that in reading the
frequency at which the individual is exposed to word patterns and structure increases their
understanding, audiences can draw upon the memory of their experiences of previous
narratives and make better sense of what is presented to them. Viewers who have had less
exposure to linear film and stage narratives find themselves unfamiliar with the patterns and

plotlines these narratives present.

All of the studies highlighted in this section suggest that there is a clear link between

memory and comprehension and may offer a broader understanding of why some individuals

32 In two of their experiments, Gernsbacher and Faust found: “...poorer access to recently comprehended
information marks less proficient general comprehension skill (experiment 2) because less skilled comprehenders
develop too many mental substructures during comprehension (experiment 3).” (1990: Pp430-445)
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handle both linear and complex narratives whilst others find them more challenging. To clarify

this further a better understanding of what exactly memory is, is needed.

3.2 Memory and Duration

Psycho-physicist Stanley Klein (2014: 1) suggests, that memory is, ‘...any state or
process that results from the sequential stages of encoding, storage, and retrieval.’ In short, we
encode our initial learning of information - we store it over time - and then we retrieve that

information when it is needed. %

Loftus and Ketcham give us a metaphor for memory:

Think of your mind as a bowl filled with clear water. Imagine every memory as
a teaspoon of milk stirred into the water [...] Every adult mind holds thousands
of these murky memories [...] who amongst us would dare to disentangle the

water from the milk? (1994: 3)

Middleton and Brown (2005), suggest an interesting metaphor for memory with the example
of Cornelia Parker’s 1991 art installation called The Shed. In this installation, Parker arranges
for her garden shed to be blown up: scattering the pieces of the objects within, before retrieving
them and hanging them on invisible wire in the gallery space - with a light bulb at the centre.
Following the blast, some of the objects are completely shattered, others change in form and
others are hardly affected. The Shed s metaphor represents memories in the sense that some of
our memories appear to disappear, others may be only partially recalled, whilst others seem to

be remembered in vivid detail. This raises the questions of why is it that we remember some

33 Klein asserts that: ““...what makes mental state a memory (as opposed to say, a thought, belief or imagination)
is that it is about one’s past.’ [It] is a directly given feeling of re-acquaintance, rather than a result of inference,
interpretation, or other conceptual analyses.” (Klein 2014: 9).
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things over others and what makes these things remain in our memory whilst others fade or

disappear. To answer this, we need to consider what is it that triggers memories.

Scientists have shown us that memory retrieval takes place predominantly in the
prefrontal cortex. It receives input from multiple regions of the brain, processes this
information, and can adapt accordingly based on the previous experiences received. In short,
the human brain tries to make sense of the situations it faces. Memories continue to develop
and evolve as new experiences and challenges are faced.® With repetition and experiences,
words, images, and sounds become familiar and we learn to recognise their meaning in multiple

scenarios. As Cohn et al suggest:

Just as syntax differentiates coherent sentences from scrambled word strings,
the comprehension of sequential images must also use a cognitive system to

distinguish coherent narrative structures from random strings of images. (2012:
1)

Individuals will recognise aspects of the images that they have experienced before and this
triggers a memory to help them deal with this new experience. As in all aspects of life, people
will have varying levels of exposure to different things: books, theatre, and cinema. Some may
have interests in genre-specific narratives and others might enjoy more catholic viewing tastes.
The volume and regularity of exposure to differing narratives, including complex narratives,
will determine how successfully they respond to them. All of these unique factors will influence
how a narrative is deciphered by individuals and will influence what decoding processes they

deploy. How much they remember and how their memories are stimulated will be unique.

3% Author John Yorke (2014) tells us that it is human instinct to order the world dialectically to try and make sense
of the images presented to us: “Incapable of perceiving randomness we insist on imposing order on any observed
phenomena, any new information that comes our way. We exist; we observe new stimuli; and both are altered in
the process.” (2014: 43).
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I highlighted in Chapter Two how the emotional response to the use of metaphorical
time bombs and the generation of suspense and anticipation affects how the audience senses
the durational relationship between image, sound, action, and events, in particular how the
memories they attached to experiencing these temporal tools, influence how they perceive
future similar experiences. Any construction of a narrative is closely associated with a narrative
representation of memory, even when the time sequence of the narrative may not always be
central to the construction of that memory. That is because memory is not recalled in a timeline
format. Memory is layered. The past cannot be remembered whole but needs to be prompted
and recovered step by step. As Gunter Grass in his autobiography Peeling the Onion (2007)

tells us:

...memory is like an onion that wishes to be peeled so we read what is laid bare
letter by letter [...] Beneath its dry and crackly outer skin we find another, more
moist layer, that once detached, reveals a third, beneath which a fourth and a
fifth wait whispering. And each skin sweats words too long muftled [...] The
onion has many skins. A multitude of skins. Peeled, it renews itself, chopped, it

brings tears; only during peeling it speaks the truth (2007: 3-4)

There have been many studies that have attempted to understand how the brain
processes information from memory and how it responds when things are presented in a non-
linear way. Cohn et al (2012) experimented on the ways in which the brain processes
sequencing. In this study, a group of participants was given four types of comic strips: one
which had normal sequences with both structure and meaning; another which had panels
relating to a common semantic theme but with no narrative structure; a third with a narrative
structure but no semantic relatedness and the final strip with scrambled sequences and
randomly ordered panels. They found that when the participants were presented with the

scrambled panel's scenario, their comprehension reaction times were the slowest. Other studies,
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specifically into the comprehension of sequential images in film, such as Carroll and Bever’s
(1976) research, found that in situations where viewers were given film shots with images that
had been manipulated, the comprehension of those images was impaired. In 2001, Magliano et
al, in an attempt to describe the causal, temporal, and spatial coherence of film, showed
participants a movie and asked them to record key points in the narrative where they believed
there was a change in time, character, or spatial location. They found that viewers were more
sensitive to temporal alterations than they were to changes in character and spatial locations,
which suggests that temporal alterations offer audiences the most challenging cognitive
process. Temporal alterations adjust the thinking process, they trigger old memories and
provoke unique emotional responses which create new memories, they interfere with

expectations and this alters the durational experience that audiences have with narrative.

In this section, I have highlighted the relationship between cognition and memory. I
have examined how temporal alterations can change an individual’s response to narrative, and
have considered the uniquely different emotional responses that can be triggered by changes to
the temporal order of narrative. In the following section I want to explore how collective
response to memory can influence individual audience members emotional response to

narrative.

3.3 Collective and Individual Memory and the Prediction and Refinement of Cognition
During Performances

In the moments following a significant emotional trigger, individuals will make a
judgment about what they have experienced: a response to a surprise; an anticipation of a
forthcoming event, or possibly a consequence of a flashback. In each case the way in which
the individual responds to this trigger will be unique. If this experience takes place in a shared

environment - one where multiple audience members are present collectively - then each person
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will have a different or altered emotional response to it. If they subsequently discuss this

collectively, their opinions may influence the perception of one or more in that group.

Sociologist Maurice Halbwachs (1950/1992) carried out studies into the influence of
collective memory. Although his studies involved the collective memory of responses to
ancient ruins and monuments, his findings suggest that when people share a collective memory
they can be influenced by the opinions of other recipients of the same experience. He refers to
these as ‘branchings and ramifications’ (1992: 60), suggesting that what might appear to be a
significant response for one person, may feel less significant for another. In short, in each
situation individuals will take something unique from the experience. Halbwach also asserts
that as well as the individual memories and responses to given situations, there is great
significance in the collective group memory which exists outside the individual. Every person
within this group is linked to the collective group consciousness because each member of this
group has a differing perspective and an individual contribution to make about what they have
experienced. All these individual responses will contribute to the whole group's consciousness.
His findings suggest that individual memories can be altered when the wider group opinion is
revealed, and that people will adjust their thinking based on information that other group
members may have seen or experienced. Halbwach found that once differing views and
opinions were shared collectively, key observations of events witnessed by one person could
trigger new, previously unthought-of memories, for another. Of course, this idea of altering
opinions and triggering new memories can also be related to other situations where collective
memory can influence the emotional responses of others. Watching narrative productions is
usually - although not always - a collective experience. Individually, audiences will have their
own emotional response to the narrative and the temporal manipulations it presents, but
collectively, new opinions can be formed or adjusted based on the shared response of others.

Dominant opinions can influence other audience members to rethink their original perspectives
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about what they have experienced. Psychologist S. Gupta, (1996) recognises this, asserting
that differing individual claims about a collective memory, influence both the individual claims

of others and the way they might interpret future experiences themselves. She asserts:

...jointly constructing the past may not only work to form shared understanding
but work to reconstruct past knowledge in to personalised meaning systems;
meaning systems that then function to canalise [convert] the perception of

future events. (1996:9)

Theatre and filmmakers increasingly use post-performance reviews/film critics as a source to
gauge audience response. These responses become useful tools in identifying which aspects of
the production have successfully delivered the intended emotional response to the narrative,
and which have not. Opportunities to re-focus or adjust audience attention can be learned from
these post-performance sessions. One way to trigger this re-focusing of attention is by
providing moments in a narrative that repeatedly emphasize key features of the plot, thus
securing these events in the memories of the audience. Genette described this as frequency. It

is also known as habit memory.

3.4 Habit Memory

In previous chapters, I have highlighted how scriptwriters and directors can alter and
reposition audience response by manipulating tools that will trigger differing emotions, but
another way in which memory can be manipulated or triggered is by using habit memory as a
tool to heighten an aspect of the narrative. As mentioned in Chapter One, in film and theatre
scripts, habit memory can take the form of verbal repetitions of dialogue - in particular, those
aspects of the narrative that are specifically significant to the plot. However, another way in
which scriptwriters can trigger habit memory as a collective emotional response is in their use

of objects. Here the objects are used as prompts for recollections. They can establish a
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particular relationship to an aspect of a character’s past. They can remain on stage or screen
throughout a performance as a static reminder of significance in the plot, or they can appear at
given times when the audience needs to respond collectively to a given event or happening in
a play. In the following chapter, there is a greater exploration of the way that habit memory is
handled in the stage and screen versions of The Woman in Black, but here are some other
examples of how objects are used as prompts for memory recollection in narrative. David
Mamet, (2007)) uses the song ‘Three Uses of the Knife’ as an analogy to outline both the power
of an object in narrative and also how it may be perceived differently by an audience. The song
by blues artist Huddie Ledbetter (Leadbelly) tells how the protagonist of the song uses the same
knife for three activities: firstly, to cut his bread, secondly to shave his chin in preparation for
a meeting with his girlfriend, and finally, as a weapon to kill her because she has been cheating
on him. From a dramatic perspective, Mamet suggests that the knife is both symbolic of the
protagonist’s daily routine, whilst also being the trigger to his downfall. Here, the knife has
both a practical relevance and a clear meaning in the story. It also raises awareness of what the
same object can mean to different people, and reminds us that the relationship between

individual and object can change.

There have been many films and stage plays, that have tried to manipulate the
relationship between humans and artifacts. Harnessing the connection between the triggering
of memory and comprehension of the intended emotional response is a personal and unique
experience and one that is not so easily controlled. As alluded to earlier, how individuals
respond to the placement of objects and other attention-grabbing devices in narrative will very
much depend on the memories and emotional triggers that that narrative presents. The Second
World War film Saving Private Ryan (1998), directed by Steven Speilberg and written by
Robert Rodat, offers a useful example of a film that provokes multiple emotional responses.

Saving Private Ryan is a film that depicts the horrors of war, especially in its opening scene



68

when the soldiers of Company C, 2" Ranger Battalion land on Omaha beach during D-Day
1944. Recreating the beach landings with the use of carefully placed historical artifacts and
shockingly descriptive imagery, was designed to bring the visceral realities of war to the big
screen. The box office for this film was four hundred and fifty million, indicating that the
demographic of the audience came from a range of backgrounds and experiences. This broad
demographic of audience members, each responding uniquely to the creation of the mise-en-
scéne, and each bringing their own experience to the watching of this film. First-hand veterans
of this conflict having their recollective memories - triggering past experiences which may
have been painful or locked away. Historians viewing the film with increased consideration for
the accuracy of historical detail, or perhaps judging it against other narrative representations of
the same period. Pacifists being reminded of the futility of war. Film critics, simply fascinated
by the use of special effects and filming techniques, others recalling and comparing the
structure of the film to other similar films they have seen. Saving Private Ryan was one of the
most successful films of 1998, earning critical acclaim for its graphic portrayal of combat,
suggesting that despite the range of emotional responses to the film, the overall reaction to the

narrative was positive.

The aim of this chapter was to understand how audiences process information presented
to them in stage and screen narrative, and to examine the theoretical evidence that supports the
claim that memory, familiarity, repetition and environmental influences, affect viewers
perception of a narrative. In the following chapter I offer a case study of The Woman in Black,
a narrative that has been produced in three art forms: novel, film and stage play. It has been
chosen as a text because: 1. It demonstrates how, within the constraints and opportunities of
both art forms, the temporal tools highlighted in previous chapters, are deployed. 2. It provides
an opportunity for comparisons of the temporal structures of both art forms. 3. It provides

opportunities to compare how objects and other attention-grabbing devices are handled on
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stage and screen. 4. It offers useful comparisons about how suspense, in the potentially difficult

genre of gothic horror, is adapted for both cinema and a live audience.
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Chapter 4

A Comparative Analysis of the Temporal Tools used in both the Stage and Film versions
of The Woman in Black

The Woman in Black, is a narrative that has been adapted for both stage and screen. It
offers useful examples of the handling of narrative temporality within the restrictions and
possibilities that both art forms present. It also provides useful insights into the way in which
the limitations of clock time, and the financial support available for production, influence
decisions about Zow temporal structures can be manipulated. The Woman in Black is a story
that is categorised in the genre of Gothic Supernatural Horror. The original novel was written
by Susan Hill in 1983 and was first adapted for the stage by Stephen Mallatratt in 1987. There
was a lesser-known film version of the story produced in 1989 which was written by Nigel
Kneale and directed by Herbert Wise, but I have chosen to analyse the more recent 2012 film
version written by Jane Goldman and directed by James Watkins. The Woman in Black is not
unique as a narrative performed both on stage and in film. There have been many stage plays
that have gone on to become successful films: Betrayal by Harold Pinter (1978), Arcadia by
Tom Stoppard (1993), India Ink by Tom Stoppard (1995), How I Learned to Drive by Paula
Vogel (1997). I have chosen the 2012 version of The Woman in Black, because it illustrates
how many of the temporal manipulations discussed in Chapter Two are adapted for stage and
screen. It also presents useful examples of the way that suspense, anticipation, surprise, and

curiosity are created in both art forms.

Before I begin the comparative analysis of temporal structures in The Woman in Black,
it would be useful to readdress some of the broader key characteristics of stage and film
productions, primarily because these features have a significant effect on sow temporal

manipulations can be handled in both art forms. As suggested in Chapter One, audiences are
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more likely to remember things when they experience heightened emotional arousal, whether
this is during a live performance in a theatre or alternative dramatic space, or a consequence of
watching television, cinema, or other digital viewing media. For screen and stage writers,
directors and dramaturges, creating this heightened emotional arousal relies on a careful
balance of vision, skill, and realistic objectives. These objectives are both financial, in terms of
funding, and physical, in terms of the space where the production will take place. Audiences
have increasingly demanding expectations about the performances they watch, and this
continues to encourage theatre and film production companies to seek more innovative
narratives to stage — narratives which often challenge these companies financially. The issue of
budget is raised because the influence that finance has on how the production teams can stage
these productions, is important. Pioneering lighting and sound choreography, along with new
digital advancements and technology, challenge the budgets of even the smallest of theatre and
film production companies, meaning that balancing the writer’s initial vision with realistic
objectives required for productions, becomes an ever more challenging task. ** Of course, not
all projects require large sums of money. Stephen Mallatratt was reportedly handed a budget
of just £1000 from the Stephen Joseph Theatre in Scarborough in 1987 for the first stage
production of The Woman in Black. This was the total cost for costumes, production, and set
design, leaving only enough in the budget to hire three actors - a stark contrast to the 15 million

US dollars required to make the film.

It is only once discussions of finance have been settled that the patterns of action,

staging, dialogue and cast size, which are unique to each art form, can begin to fully take shape.

% The film 7917 (2019) directed by Sam Mendes, had a budget of 95 million U.S. dollars. The New York
version of the musical, Phantom of the Opera (1988) cost 8 million to produce. The stage play, The Curious
Incident of the Dog in the Night-Time, (2012) cost 4.75 million to produce.
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The following sections offer an analysis of the way in which these four elements of production

differ in both film and theatre.

4.1 Dialogue and Action

As with most stage plays, ‘The Woman in Black’ is predominantly dialogue-driven.
The stage play emphasizes creating characterisation and action through dialogue, because
scenes involving extreme action or multiple characters are not feasible for most theatre
settings. The words of the narrative tell the greater part of the story. The stage play relies
more heavily on effective storytelling to impart information that the audience needs to know,
which is chiefly a response to the physical positioning of the audience in the theatre. The
physical detachment between the audience and the performance in theatre means that fine
detail, nuanced facial responses, and gestures, are lost. The dialogue, expressing the feelings
and responses of the characters, therefore needs to be more acutely felt to ensure that the
audience comprehends the narrative’s intentions. Stage movements to support the dialogue
also need to be exaggerated and made more visible from a distance. During the live
performance of ‘The Woman in Black’, with all the action materialising on stage, the narrative
is scaffolded by the actors telling the audience about aspects of the story that they cannot
represent through action. The audience learns about Arthur Kipps's life, his family, his fears,
his experience in Crythin Gifford, and his encounters with The Woman in Black,

predominantly through two of the actors telling Kipp’s story.

As in most films, the screen version of The Woman in Black relies less on dialogue

and more upon physical action. *® The camera eliminates the distance between the performer

36 For comparison purposes it is important to note that there are some films that are very dialogue based, such
as: 12 Angry Men (1957), directed by Sidney Lumet and written by Reginald Rose, Misery (1990), directed by
Rob Reiner and written by Stephen King, and The Perfect Host written and directed by Nicholas Tomnay
(2010); along with stage plays which are more visually active such as: The Play That Goes Wrong by Lewis,
Sayer, and Shields of Mischief Theatre Company (2012), The Great Gatsby by Becky Gardiner and Elizabeth
Meehan (1926) Harry Potter and the Cursed Child by Rowling, Thorne and Tiffany (2016).
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and the audience. It opens up the screen to a more intimate physical portrayal of the plot,
often without the need for explanatory dialogue. In the film version, there is much more
freedom to ‘show’, because of the numerous locations, opportunities for cinematography,

mise-en-scéne, sound and editing.

4.2 Staging Costumes Props and Cast

In theatre and film, one of the key differences between the interpretation of the initial
script and the subsequent staging of it, is that theatrical scripts, unlike film scripts, are
regularly open to multiple interpretations of their performances by different dramaturges and
production companies, often in several different theatres. Stage performances must be
adapted to comply with the constraints and range of physical space accessible in multiple
theatres. The array of differing levels of lighting and sound equipment available in each
theatre, also requires consideration, as unless the play is touring with a specific director and
sound and lighting team, the range and quality of this equipment may vary considerably. For
the stage production of The Woman in Black, the physical space where the production is
performed influences how the narrative is interpreted and received by the audience: the size
of the stage, the closeness to the audience, the choreography of the lighting, and the sound
design - all of which are major considerations for prospective theatre companies. This is less
of a consideration for the production of the film, as multiple interpretations and restrictions in
staging are much less variable in film. Film scripts like this are usually used only once in the

production of a single film and will represent the input of the whole production team.

I suggested in Chapter Three that all aspects of staging, including the use of props and
costumes, act as a medium to provoke the audience to think about the performance, long after
the performance has ended. The emotional trigger they create interferes with the viewer's
understanding of duration, and activates unique individual responses about the performance.

By creating the appropriate setting using set, props, and costumes, the audience’s overall
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emotional response to the narrative is heightened. This is certainly the case for The Woman in

Black.

In the original novel, Susan Hill creates an unnerving sense of place in the mind of the
reader from the outset by referring to incidents of dramatic sound from unseen characters and
events. Hill uses descriptions like ‘dark’, ‘satanic’, and ‘crumbling’ to describe Eel Marsh
House, the shadowy gothic residence of Alice Drablow, cut off from the mainland by muddy

marshlands — a setting much easier to replicate in film than on stage.

The set, for the stage play of The Woman in Black, is a small Victorian theatre. It is
restricted in size, has minimal props throughout, and any scene changes are depicted through
the movement of props rather than grand changes in the backdrop. 3" The stage production
relies more heavily on the audience taking inferences from the minimal props and objects that
are employed to suggest the general concept of this ghost story. It still manages to include most
of the elaborate settings depicted in the film, such as: Arthur Kipps's house in London; his
workplace at the solicitors’ office; in the streets in and around London; at the station both in
London and Crythin Gifford; upon the train traveling to Crythin Gifford; in multiple houses
and locations in the village of Crythin Gifford; the police station; the Nine Lives Causeway,
and in and around Eel Marsh House, however, on stage they are recreated with a single set
backdrop, directed lighting on specific objects, and the slightest movement of a prop, leaving

the audience to imagine the different locations and characters.

37 The writer of the stage play, Stephen Mallatratt, describes the scene setting as follows: “The proscenium has its
gilding and its cherubs, and the curtains are gathered at the sides revealing a stage that is unprepared for
performance and devoid of scenery. On the stage is a clutter of clothes, boxes, and furniture. This clutter will
evolve according to the needs of the performance — though should include a couple of chairs, a rocking chair, a
high stool, a blanket, and a large skip or trunk. A gauze divides the upstage area from the downstage. Beyond it,
though unseen until lit, odd shapes of furniture are shrouded in cloths. The action, until stated, takes place in the
downstage area and in the aisle of the theatre. A door is placed at the side of the stage. This door, which is
presumably a remnant from a previous production, stands firmly closed. Mallatratt (1989: 1)
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The film version, with its lavish, highly decorative settings, relies much less on
imagination. The moving dolly shots lead the viewer's eye around the sets to take in the
carefully placed objects and detailed period features. This intimacy between camera and viewer
provides a differing durational experience for the audience because there is more to see. The
intricacy of objects, decorations, detailed sets and costumes, trigger unique memories and
emotional responses for the viewer who, through the camera, have an opportunity to see
minutiae such as a splash of blood or a muddy boot. This detail also provides a higher level of

realism and adds extra layers to the character’s background and situation.

On stage these fine details are lost, especially for people sitting in the stalls at the back
of the theatre. There is a higher level of imagination required to make sense of the happenings
that viewers experience. Audiences have to adjust their expectations about what they can
physically see from a distance with what they believe is happening on stage. Although it would
be difficult to establish the extent to which these adjustments alter the durational relationship
that audiences have with both versions of the narrative, I suggest that the experience of the
stage and screen play is so distinctive, that individual emotional response to both narratives

would be affected.

It would be useful here to explain the stage play’s format to alleviate confusion about
one actor taking on multiple characterisations. The stage play has just two characters - well
technically three but the third character, The Woman in Black, is a ghostly apparition that can
only be seen by the audience and one of the other characters. As mentioned above, the play is
set in a Victorian theatre and the main protagonist, Kipps, wants to exorcize a story from his
past by enacting his experiences on stage using another actor. Kipps takes part in the play, but
because of the emotional trauma of reliving the scenes, he refuses to play himself. Instead, he
takes on the role of all the other characters in the story (Mr Jerome, Mr Bentley, Mr Daily, for

example). The differences in character are marked by changing voice, movement, gesture,
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and body language, but the audience can clearly see that the same actor has taken on these
multiple roles. The Actor, who Kipps employs to re-enact the story, plays the part of Kipps.
Throughout the enactment, the Actor playing Kipps experiences sightings of The Woman in

Black, but the real Kipps, playing the other characters, does not.

The scenes involving the re-enactment of Kipps past are performed in flashback.
There are key moments in the play when the characters step out of this re-enactment and into
the present. These sections involve the two characters discussing how they will stage the next
scenes. These instances also inform the audience which character ‘real Kipps’ will play next
and how Kipp’s feels about the intended delivery of his story. The implication of these quick
character deviations means that costume changes are minimal. They rely on the out-of-
flashback character discussions to drive the narrative forward. *® With just three-character-
actors the stage play uniquely delivers its own version of Susan Hill’s original novel — a stark
contrast to the film version where the production enjoyed a cast of twenty-eight credited and

fourteen uncredited actors.

Having established unique defining features of the handling of dialogue, action,
staging, props and costumes in the stage and screen version of The Woman in Black, it would
now be useful to analyse at a micro level how the manipulation of temporal tools and
techniques, within these parameters, have been managed in both the film and stage versions

of this narrative.

38 The main characters represented in both the film and play are Mr. Arthur Kipps (lawyer to Mrs. Alice
Drablow) Mr. Bentley (Kipps's employer) Mr. Samuel Daily (local landowner) Mr. Horatio Jerome (land agent
working for Alice Drablow) Mr. Keckwick (carriage driver) The Woman in Black (Jennet Humfrye) although
Nathaniel Drablow (Jennet’s biological son) Stella Kipps (Arthur Kipps’ wife) Joseph (Arthur Kipps’ son) all
not seen on stage.
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4.3 An Analysis of the Temporal Tools Employed in The Woman in Black

For this section of the case study, there will be a comparative analysis of the tools and
techniques employed to manipulate the audience’s perception of temporality in both versions
of this story. These include: dialogue, action, narration, evidence of flashback and
flashforward, and metaphorical time bombs. There is also a comparison about the ways that

suspense, surprise and anticipation are handled in both examples of the narrative.

In both the stage and screen versions of 7he Woman in Black, the characters in the
narrative are established early in the plot, and a greater understanding of their story begins to
unfold from the outset. For comparison of the plot, I have summarised the main features of
the novel (Appendix 1), the film (Appendix 2), and the stage play (Appendix 3). The
summary [ have made about the original novel offers a useful comparison of the intended
story and how closely it has been staged in both examples, however I intend to concentrate
primarily on a comparison between the film and stage play. I use these summaries to
demonstrate how temporal tools, used in both art forms, are manipulated for emotional effect,
as well as establishing how the order of the original story is altered in the chronological
representation of the plots. Throughout my comparison, I will reference back to the number
sequencing in the appendices. For example, if I use the term, ‘Stage Play: 3’ the reference
will lead you to the summary Appendix headed ‘Stage Play’ item ‘3’. It would be useful to

read Appendix 1-3 before engaging with the following sections.

i - Evidence of Analepsis and Prolepsis and how they create Curiosity

In all versions of the story, the writers have given the protagonist, Arthur Kipps, a clear
goal, which is to sort out the estate of the recently deceased Mrs Alice Drablow of Eel Marsh
House in Crythin Gifford. This goal represents the driving force of the plot. In Chapter One of
the novel, we first encounter the young Arthur Kipps with his second wife and her four children.

They are exchanging ghost stories around the fire and Kipps’ reluctance to join in leads to him
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writing down a story from his past involving The Woman in Black. The majority of the novel
is told in flashback as Kipps reflects on his experience. In the stage play, there are more
movements between flashback and present day, which occur in the moments when Kipps and

the Actor re-enact Kipp’s past. The film, by contrast, has minimal flashbacks.*

In both Goldman and Mallatratt’s interpretation of the narrative, we get a sense very
early on that Kipps has a disturbing story to tell that reflects his troubled past. In the film, this
sense of trauma is revealed almost immediately, when Kipps holds his razor blade to his throat
as he looks into the mirror. This scene is used to reinforce elements of Kipps’ inner thoughts
and character, namely that he is completely grief-stricken about the loss of his wife and is
contemplating taking his own life. The scene triggers an early flashback sequence which
involves Kipps reflecting on memories of his dead wife Stella, and it offers a very different
temporal change to the plot in the original novel and stage play. The relationship between Kipps
and his wife continues to be explored in the very rare flashbacks experienced in the film. The
only other examples of flashback present in the film involve scenes revealing: Jennet’s battle
with her mental illness, the events leading to the death of Nathaniel on the marshes, and the
individual accounts of the dead children of the village. In all of these additional instances,

flashback is used as a means to reveal the stories of the narrative’s deceased characters.

Introducing Kipps’ disturbed backstory, both in the stage and screen play, asks the

audience to momentarily enter the character’s past. Previously unknown information is

39 In an interview in 2012, between Guardian journalist Kate Kellaway, and both Susan Hill and Jane Goldman,
Goldman discusses her reasoning for presenting the narrative mostly in the present time, rather than using the
flashbacks used in the original book: ‘It’s a form of translation: one has to tell a story in cinematic language.
Immediacy plays a big part. Rather than a traditional structure in which Arthur looks backward, we had to be there
with him. Goldman (2012).

Susan Hill adds to the discussion by saying: What a screenwriter must do is remain true to the spirit of a book,
and Jane has. A lot of writers want everything put on screen but it doesn’t work like that. The screenwriter brings
her own imaginative interpretation just as the director and actors do. Hill (2012).
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revealed and audiences have to adjust their understanding of the narrative to accommodate for
this. Emotional responses to the newly acquired information are triggered and this interferes

with the durational experience that audiences have with the narrative.

As well as analepsis, there are also multiple examples of prolepsis or anticipation in
The Woman in Black. The film is shocking and explicit from the outset, and sets the tone for
the level of action that the audience can come to expect throughout. The initial sequence, with
the three sisters committing suicide by jumping from their playroom window, triggers an
expectation for how future scenes may be represented. The anticipation of similar fear-induced
sequences leaves audiences craving the adrenaline rush that these kinds of scenes create. It
becomes a temporal feature that drives this genre of narrative forward. The level of uncertainty
engages audiences and asks them to constantly rethink their understanding of the plot.
Constructivist theorists such as David Bordwell (1985) would consider this to be part of the
active, goal- oriented process. Anticipation relies on an adjustment of perception, and is very
much guided by how the narrative is staged or delivered to the audience. It is the staging and
filming of scenes that provoke anticipation, suspense, surprise, and curiosity that are crucial to

the success of narratives like The Woman in Black.

In both the stage and screen examples of The Woman in Black, the audience are asked
to respond to the setting and atmosphere that the staging, lighting, and sound designers create.
They must manage shifts in both narrative and scene that both lead and mislead them, and in
this process draw upon the unique functions of memory. Stephen Mattaratt (1989) created
numerous opportunities for anticipation in the stage version of The Woman in Black. From the
outset (Stage Play:1 and 2), he challenged the audience to figure out which demons from the
past Kipps needed to exorcize by re-enacting his experiences on stage. He created situations
where the audience were forced to ask questions about the narrative: Why would no one from

a close-knit community like Crythin Gifford be attending the funeral of an elderly woman?
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(Stage Play: 7) Why was Jerome denying that he had seen The Woman in Black at the funeral,
when she had been clearly witnessed by both the actor playing Kipps and the audience? (Stage
Play: 11 and12) How would Kipps respond when a series of terrifying happenings occur in the
house? (Stage Play: 34 - 40) What would happen to Kipps when he attempted to cross Nine
Lives Causeway in the thick fog? (Stage Play: 19). When would The Woman in Black appear

again?

In the film, close camera shots are used to reveal the emotional state of the protagonist.
The audience can look for cues in facial expressions and movement that may help them to
anticipate what is to come. Viewers can take their cue from changes in the lighting, and the
atmospheric sound that accompanies these scenes. In the scene (Film: 8), when Kipps is shown
to the attic room where the three daughters of the innkeeper killed themselves, the haunting
facial expression of the inn-keeper’s wife and the long low key of the non-diegetic music -
which has been similarly used in other films in this genre - adds a sense of approaching peril.
This is accentuated because the audience has already associated this room with the scene of
horrific happenings, and the appearance of The Woman in Black. A sense of anticipation is

triggered because the audience is unsure whether something horrific will happen there again.

Close camera facial expressions are used again in scene (Film: 9) where the young girl
from the village intently watches Kipps on his way to visit Jerome. At this point in the narrative,
the audience knows that children are involved in the attic deaths. Some may begin to make
assumptions about a potential relationship between Kipps and the young girl, or consider her

to be another potential victim of The Woman in Black.

ii - Metaphorical Time-Bomb
As well as analepsis and prolepsis, an additional temporal tool used throughout both

the film and stage play is the metaphorical time bomb. In both versions of the narrative,
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multiple metaphorical time bombs restrict the actions of characters and place time constraints
on the developing narrative. Kipps is faced with two clear metaphorical time bombs: the time
he has to settle Alice Drablow’s paperwork and estate, and the restricted time that the tidal
waters present once Kipps is within Eel Marsh House. Emphasised more so in the film, there
is pressure on Kipps to settle the paperwork quickly as his employer Mr Bentley is dissatisfied
with his work performance. Bentley sends Kipps to Eel Marsh with an understanding that his
future employment is dependent upon him dealing with the estate efficiently before returning
to London. Although in both the novel and stage play, Bentley appears to be a much kinder
character, there is still an understanding that the estate will be dealt with within a matter of
days, and it is this time restriction that helps to create suspense. Similarly, the second
metaphorical time-bomb of Kipps’ restricted passage across Nine Lives Causeway, generates
moments of anxiety which are heightened by the knowledge that the marshes will become
flooded at high tide, and Kipps will have no means of escape from Eel Marsh House. This
additional pressure to complete his duties quickly generates anticipation, and affects the
durational relationship the audience has with the narrative, especially when they become aware

of this disappearing time.

Goldman, in the film, establishes the disappearing days with object placement by
focusing attention on Kipps’ son’s picture diary. Joseph’s illustrations reveal the days from
Tuesday to Friday, marking the point at which Joseph will join Kipps in Crythin Gifford.
Having close-up shots of the ‘daily diary’ and its disappearing days creates a memory trigger
that time is running out. This is an example of what Gordon Gow suggests is ‘the suspense
timing that engages our concern.” (1968:16-17). This example of suspense timing becomes
particularly significant as a durational temporal tool when we realise that, ‘the death of children
in the village is linked to sightings of The Woman in Black.” (Mallatratt 1989:12). As with all

metaphorical time bombs, the separation between the events and how the discourse time is
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handled, is a particularly important dynamic. There are multiple examples of where the
durational relationship between the actual cinematic time and the dramatic events taking place
in Eel Marsh creates suspense and anticipation. Kipps is frequently hindered by the physical
and aural distractions of The Woman in Black, who prevents him from achieving his goal. He
also faces the added pressure of experiencing these obstacles within a disappearing framework
of time. At these moments in the film the editing pace quickens, the camera movement speeds

up, and the volume of diegetic sounds like footsteps and doors slamming becomes amplified.

During these moments of disappearing time, the audience is presented with other
developing plotlines. These plotlines interfere with the durational expectation of the audience,
because they can see that the sequence of these additional events prevents Kipps from
completing the paperwork. Moreover, the more information that the audience is given about an
event, the more they become aware that Kipps is running out of time. Take the example of
Nathaniel’s death. Each time the audience learns more information about the events
surrounding his death, either via Drablow’s documents or with discussions with Mr Daily, they
become aware that the complexity of the case will slow down Kipps's ability to complete his
task quickly and return to London. The audience experiences a sense of delay each time the
plot re-visits Nathaniel’s story, and by revisiting the plotline multiple times the audience must

adjust their perception of the events and predictions for what will happen next.

As with the staging of the prolepsis and analepsis, the way the metaphorical time bomb
is staged in both film and theatre is different. In the film, the camera can guide the viewer's eye
to the fine details: Nathaniel’s diary, or the tidal changes of the marches for example. In the
stage play, the notion that disappearing time is battling with overcoming obstacles is achieved
through dialogue, lighting, sound, and object placement. It is also realised by regularly
reminding audiences, through both visual and aural repetition, that time is running out for the

protagonist. The moments of visual and aural frequency that signify disappearing time are used
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to trigger an emotional response, and stimulate the audience into hypothesizing about the scene

of events that will follow.

iii - Frequency

Literary theorist Gérard Genette (1980) uses the term frequency to describe moments
of visual and aural repetition within a narrative. In The Woman in Black, these incidents of
frequency also act as reminders that allow differing levels of information about the story to be
presented to the audience at different times, and in doing so, create an inaccurate illustration of
the whole story. They are used to trigger emotional responses and stimulate the audience into
hypothesising about the scene of events that will follow. By revisiting the same events multiple
times, additional information can be presented to the audience to adjust their perceptions of the
developing narrative. For example, the audience’s initial response to the character of The
Woman in Black is one of fear. In the stage play, audiences witness the unknown ghostly
character of The Woman in Black, early in the narrative at the funeral of Alice Drablow. In the
film, her shadowy figure appears in the kitchen sequence when Kipps first visits Eel Marsh
House. In both examples, her character’s costume, demeanour, and ethereal presence, are
intended to create a sense of impending doom. At this stage, the audience does not know who
she is or what her purpose might be in the plot, but her dark apparel and veiled face trigger a
negative emotional response. The semiotics of multiple cultures associate danger with the
colour black, which may go some way to explain the viewers’ initial reaction to her. In many
nations, black is associated with darkness, decay, and death. Audiences are pre-programmed to
connect this colour with a sense of unease and fear. Historically, many of the darker, more
sinister characters in novels, films, and theatre, wear black: ‘The Child Catcher’ in Chitty Chitty
Bang Bang, ‘Professor Snape’ in the Harry Potter Series, and ‘Darth Vader’ in the Star Wars

films. Through experience, audience’s initial response to these characters is one of caution. It
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is only through developing knowledge about that character that the audience’s perceptions

about them may alter.

In all examples of The Woman in Black, as the narrative progresses and the audience
learns more of her backstory, attitudes towards her shift. Initially, this shift occurs during the
sequences where Kipps ploughs through the seemingly endless Drablow paperwork. With each
sequential scene, a new aspect of the life of the woman we learn to be Jennet is revealed. The
documents inform the audience that The Woman in Black is Alice’s sister. In the sequences that
follow, the audience glean that she is the unmarried birth mother of Nathaniel, and that she was
sent away to Scotland and encouraged to offer him up for adoption following a mental illness
diagnosis. Subsequent scenes inform the viewer that Alice’s treatment of her sister is not kind,
and that Alice and her husband adopt Nathanial by convincing Jennet that it will be in his best
interests. This information is planted to encourage the audience to respond more
sympathetically to Jennet’s situation and shift their perspective of this character from one of
fear to one of pity. Then as the narrative progresses and the audience develops a new found
compassion for Jennet, additional information is revealed which reverses the audience’s
response to this character once again. By returning to the correspondence between Jennet and
her sister, the audience learns that Jennet blames her sister for Nathaniel’s death and is
determined to seek revenge. It is through the repetition of these sequences involving Kipps and
Alice’s paperwork, that this plotline slowly unfolds, and the audience is guided through an

emotional roller-coaster of feelings towards The Woman in Black.

Other examples of frequency in this narrative, involve the multiple scenes in which
many of the children of Crythin Gifford die. Here, the occurrence of the multiple deaths gives
the audience a greater understanding of how The Woman in Black seeks her revenge. This
understanding is achieved with visual action in the film and includes sequences such as: the

sightings of Nathaniel; the grisly death of the three sisters; the gruesome death of the girl who
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ate lime, and Lily’s death in the fire at Jerome’s house. In the stage play, this sense of revenge
is revealed through dialogue rather than action. Here the stories of the children’s deaths are told
rather than staged and apart from Nathaniel, no other child is mentioned by name. Instead, the
plot is revealed through the words of the characters played by the real Kipps, for example in
the scenes where Mr Daily reveals to Kipps that when The Woman in Black is sighted, ‘In some

violent or dreadful circumstance, a child has died.” Mallatratt (1989: 48).

In the film, the staging of these scenes draws on the visual horror of the deaths of the
children, whereas in the silent setting of the theatre, the horror is felt by having the corporeal

presence of the actors receiving such news in the same physical space as the audience.

iv - Diegetic and Non-Diegetic Sound

Scenes like the children’s horrific deaths have a greater emotional impact in both art
forms when accompanied by diegetic and non-diegetic sound. This aural layer helps to create
an increased sense of place and setting. Within the limitations of the stage play, which has been
performed in multiple theatres of varying size and acoustics, issues relating to diegetic sound
are real. Variations in volume and audibility have the potential to alter the audience experience.
Interpretation of the diegetic sound used to transport the audience from one location to another,
provokes unique emotional responses and this affects the durational relationship that the
audience has with the dialogue and action taking place on stage. The clarity of the diegetic
sound which represents these locations, is a crucial element of the production. Mallatratt,
(1989) in his stage notes, provides key pointers for the diegetic sound necessary to create the
atmosphere of the individual scenes. In (Stage Play: 4), for example, (the scene that takes place
in Bentley’s office) Mallatratt, transports the audience from °...the sound effects of a London
Street: cars, horses, shouts from street vendors, etc.’ [...] to the ‘sonorous ticking of a long-
case clock’. (1989: 7). This simple manipulation of diegetic sound creates a significant

temporal change in the narrative.
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Creating an environment that serves to heighten the moments of tension in the story
involves the augmentation of the physical movement of both actors and their props. This takes
the form of amplified footsteps, intensified opening and slamming of doors, and exaggerated
breathing — an endogenous sound that the audience has come to associate with tension or
moments of anxiety. Familiar sounds such as steam trains, the bustle of a busy railway station,
and the announcement of Kipps’ arrival at Crewe station, are used to create a sense of place.
These aural representations conjure images that the individual audience member associates
with these sounds, thus transporting them to a place within their memory of when these sounds

were last heard. This conveyance of emotional memory will be different for everyone.

In both the film and stage play, incidents where the diegetic sound triggers a more
collective response, comprise of the scenes designed to startle and surprise the audience. These
include: 1. the scenes where the silence of the theatre offers a stark contrast to the amplified
sounds of footsteps on wooden floors, 2. where the resonating echoes of shifting paperwork,
creaking doors, or objects dropped, create a sense of tension and suspense, and 3. where
anticipation is heightened for a potential encounter with The Woman in Black. This intensity of
feeling is amplified on stage because the sounds are experienced within metres of the actors
and are heard by both actor and the audience at the same time. In the film, this intensity is
heightened by the intimacy of the close camera shot, revealed through a television or cinema
screen. Here, the characters experiencing the sounds are closer to the audience. Their physical
and facial expressions and responses can be seen more clearly. There is a greater sense of the
dangers that the characters are facing. The drowning of Nathaniel in the marshes offers a good
example. Aurally, the augmented sounds of the pony and trap crossing the Causeway, along
with the screams as Nathaniel and the pony sink into the marsh mud, offer a powerful depiction
of the trauma that the characters are experiencing. When the camera shifts from hearing but not

seeing this event, to the full depiction of the child drowning, there is a sense of voyeuristic
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helplessness which creates a heightened emotional audience response. Three other significant
moments when an endogenous sound like this is used to startle and surprise include (Film: 38,
46 and 47). In (Film: 38), Nathaniel’s mud-soaked face, screams into the face of Kipps. In the
lead-up to this sequence, Kipps has encountered the visions of Crythin Gifford’s dead children
on the grounds of Eel Marsh House. It is raining and windy, dark and imposing. Frightened by
this experience, Kipps heads back to the house where he spots muddy footprints on the stairs.
Kipps follows the footprints upstairs to the nursery. As he enters the room, there is a sudden
image of Jennet hanging herself and a piercing scream resonates off the walls. Kipps drops his
candle and it is extinguished, leaving him in complete darkness. He fumbles around for his
matches and as the light from the match is transferred to the wick of the candle, Nathaniel’s
mud-sodden, half-lit face screams just inches away from Kipps. Similarly, (Film: 47) involves
The Woman in Black also screaming, but this time it happens as her ghostly figure physically
passes through Kipps’ body. In this sequence, the long corridors favoured in Japanese horror,
along with a combination of intense diegetic, and non-diegetic sound, and creative lighting,
work particularly well. The scene begins with Kipps waiting at the end of the corridor for The
Woman in Black to come to her son, who he has exhumed from the marshes and laid on the bed
in the Nursery. Sections of the corridor fall into complete darkness as the ghostly figure

approaches, culminating in her piercing scream as she passes through Kipps to reach Nathaniel.

The orchestral non-diegetic sound which helps to build the suspense in sequences like
this, is one of the key differences between how sound, as a temporal tool, is used in both the
film and stage version of The Woman in Black. The stage play has no non-diegetic sound. In
the film, the non-diegetic music is composed predominantly using strings, which offer a
contrast of melancholic and piercing tones, whilst also being reflective of the historical period
in which the narrative is set. The nature of the music and the volume at which the non-diegetic

sound is experienced by the audience alters in moments of tension building, anxiety, suspense,
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anticipation, and the rare moments of peace when Kipps reflects on his wife Stella. In (Film:
1) for instance, the sequence begins with the three girls playing happily in their room. The
music is light and there are echoes of musical toys woven into the string composition. This
changes however when the girls make their way to the window. The intensity of sound and
volume builds to a crescendo as the girls jump to their deaths. This sequence offers a
particularly poignant contrast of diegetic sound too, as the initial gentle laughter of the girls
develops into the smashing sounds of teacups breaking and the doll's head being stood upon
when they become entranced by The Woman in Black. The aptly named non-diegetic pieces of
music used in the film were composed by Mario Beltrami, (2012). “° These pieces of music
reflect key aspects of the narrative. They are designed to create a cohesive cinematic
experience, and trigger an enhanced emotional response in the viewer. They act as a powerful
emotional stimulus that distorts the audience’s relationship with time by reducing or increasing

physiological arousal.

v - Narration

As well as the use of diegetic and non-diegetic sound to enhance the audience
experience, another tool used to add a temporal dimension to the story is narration as a
diegetic voice. In both art forms, the use of narration at key points in the sjuzet, allows the
audience to hear the voices of absent characters. It alters the temporality of the narrative by
giving the audience an alternate perspective that questions the currently held beliefs that the
viewer has about a character. In both the stage and film, the character Jennet narrates aspects
of her story to the audience. These sequences reflect the letters and documents relating to

Nathaniel’s adoption and his subsequent death. On both occasions, there is a change in the

40 Music by Mario Beltrami 2012: Tea for Three Plus One; The Woman in Black; Crossing the Causeway; Bills
Past Due; Voices in the Mist; Journey North; Cellar Eye; First Death; The Attic Room; The Door Opens;
Fireside; You Could Have Saved Him; Crazy Writing; In the Graveyard; Elisabeth’s Vision; Into the Fire;
Jennet’s Letters; Race to the Marshes; Summoning the Woman in Black; Reunion; and Arthur’s Theme.
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tone of Jennet’s voice as her frustrations about his imminent adoption become clear. This
means that the audience gets to experience the passion of the character at the points at which
she penned the letters. In the film, this is expressed more acutely with the voice of Jennet
juxtaposed with that of Kipps. There is a real sense of the anger that surrounds Nathanial’s
death, and the recognition that revenge will be accomplished. In the play, this sense of
revenge is initially revealed by the voice of Jennet when she says, ‘He is mine. Why should I
not have what is mine? He shall not go to strangers. I shall kill us both before I let him go.’
Mallatratt (1989: 39). It is then narrated later as a soliloquy by Mr Daily, who further explains
the circumstances leading to Jennet’s need for revenge. Soliloquy is used on a few occasions
in the stage play to reinforce information about the plot, for example, when Kipps narrates

aloud a letter, he is writing about attending Alice Drablow’s funeral, *

and again, in the
unseen narrated voice-over of the priest at Alice Drablow’s funeral (Stage Play: 11). In the
funeral scene, as the words are delivered by Kipps, it becomes apparent that although the

audience and the actor playing Kipps can see The Woman in Black standing near her sister’s

grave, real Kipps cannot.

There is also diegetic narration in the flashback sequences where Nathaniel and the
pony and trap are sinking into the marshes (Film: 17, 18 — Stage Play:19). Here, the audience
hears Nathaniel’s voice calling for his mother, even though the audience has already learned

of the child’s death. This flashback narration helps the audience to build a picture of the

41 Kipps letter says: “There seems to be a propensity for leaving conversations to hang in the air whenever Mrs
Drablow’s name is mentioned. People close up, change the subject or leave the room. I suppose it’s inevitable:
these small, out of the way communities have only themselves to look to for whatever drama and mystery they
can extract out of life, And I would think it not unfair to say that country people, particularly those who inhabit
the remoter corners of our island, are rather more superstitious, more gullible, more slow-witted perhaps —
certainly more unsophisticated — than those of us who encounter the “metropolitan experience” every day.
Doubtless in such a place as this, with its eerie marshes, sudden fogs, moaning winds, and lonely houses, any poor
old woman might be looked as askance; once upon a time, after all, she would have been branded as a witch...
Mallatratt. (1989: 17).
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events leading up to Nathanial’s drowning, whilst also offering some clarification on why The
Woman in Black might act as she does. Examples of flashback narration are also used as a
temporal tool in scenes (Film: 23 and 41) involving Mrs Daily and the death of her son
Nicholas. In these instances, Mrs Daily appears to become possessed by Nicholas. His voice
is juxtaposed with her own whilst she is in the process of explaining his death to Kipps.
Again, this flashback narration provides the audience with information that helps them to
understand the plot more clearly. It acts as a tool to alter and adjust perceptions about what

the audience believes is happening on screen.

vi - Lighting

Another temporal tool employed to alter audience perception is lighting. In earlier
chapters, I referenced how innovative, atmospheric lighting design has historically shaped
dramatic moments in film and on stage. The lighting choreography in both the film and stage
play of The Woman in Black is key to creating the atmospheric settings needed to trigger the
desired emotional response to the moments of suspense, anticipation, surprise, and tension. In
the silent darkened setting of the theatre seating stalls and circles, when all focus is on the
stage, the lack of lighting on the audience helps to create a cautionary sense of anticipation.
The stage mise-en-scéne, with its minimal props and backdrops, offers multiple opportunities
for symbolic authentic props to be illuminated, creating dark shadowy corners from which
The Woman in Black may appear. On stage, lighting is also used as a tool to signify the
multiple changes in character, setting, and scene by framing the multi-rolling characters
played by real Kipps. The position of the lighting on stage alters between scenes when the
characters are re-enacting Kipps’ story (i.e. in flashback) and when they are planning the set
for the next scene. This change in lighting gives the audience a clear break between the
flashback and the present, as well as a pointer to signify that the real Kipps is becoming a

different character in the story. In the scene where real Kipps becomes the character of Mr
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Jerome, for example, the lights fade out of total black-out to: ... ‘the dawning of a crisp, clear

day.” Mallatratt (1989: 18)

There are several moments of complete blackout during the stage performance, some
of which signify a change in character and location, others which offer some of the most
emotionally heightened examples of suspense used in the play. In (Stage Play: 36, 37, 38,39
and 40) for example, where the blackout of the theatre is accompanied by the loud diegetic
resonance of a building storm, the contrast of extensive activity on stage versus the complete
darkness of the theatre, stimulates an intense emotional reaction. Especially because, within
this complete darkness, the audience can hear Kipps stumble around on stage, anxious to find
Mr Daily’s dog Spider who has been left with Kipps and is missing on the Causeway. The
scene that follows uses strategic low lighting to add a layer of suspense to the rescue of
Spider from the marshland. This level of restricted illumination heightens the audience's
attention as they try to make out what is unfolding on stage. Heightened tension is then
followed by a surprise encounter between Kipps and The Woman in Black. The emotional
effect of the encounter is made more powerful by the cloak of restricted light. Blackout is
used again in the final scene when Kipps realises that The Woman in Black, unbeknown to
him, has been present on stage throughout periods of the play. As the audience process
Kipps’ realisation that The Woman in Black has returned, the audience is plunged into

darkness again, as the loud disturbing sounds of a rocking chair echo around the theatre.

In the film, the dark opulence of the Gothic setting offers many opportunities for muted
lighting, reflected in the costumes, buildings, furniture, and drapes. All of the film’s internal
shots rely on either candlelight or limited natural light, which serves to create rooms filled with
shadow and hidden corners. The cinematography in the film was created by Tim Maurice Jones,

who immerses the audience in contrasts of colour - from the dark shadows of Eel Marsh House
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with its wooden panels and candlelight rooms, to the ethereal fulgent light of the house of
Elisabeth and George Daily. Jones’ use of reflected light from hand-held candles onto the
objects in the internal space, works particularly well in the sequences in the nursery, where
candlelight reflects on the eyes of the mechanical toys and dolls, making them appear as though
they are following Kipps as he passes by. Jones captures the grotesque mechanical movement
of their cogs and wheels, whilst the accompanying diegetic sound of their tinny timbres and
tunes, helps to layer the sinister atmosphere. Jones’ cinematography also helps to develop a
sense of the emotional burden Kipps carries throughout the film following the death of his wife
Stella, with the use of muted light and reflection. A good example is the sequence on the train
to Crythin Gifford, where Kipps rests his head against the window of the train carriage and the
viewer is given time to follow his facial expression via his reflection in the glass. Jones’ focus

on Kipps’ expression offers the audience an insight into Kipps’ internal dialogue.

Throughout the film, the composition of the scenes, the camera angles, sound, lighting,
and use of colour, reflect the Gothic genre. Director James Watkins uses combinations of these
features to create a horror film based on anticipation rather than the gore of explicit injuries.
He relies on audiences using their own imagination and previous experience of horror to
provoke feelings of anticipation and fear. He alters the temporal order of the narrative by setting
up numerous psychological pathways that alter the viewer's perspective of both what has
happened and what is to come. The pace and sequence of the scenes as they traverse from
anticipation to surprise work particularly well, as do the scenes of multiple surprises which
prevent the viewer from taking a breath before the next shocking occurrence is presented. It is
these shocking occurrences, along with the temporal manipulation of suspense, anticipation,
and curiosity, in both the stage play and film, that I would like to explore further, as well as

how the management of these manipulations affects audience experience.
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vii - Creating Surprise

As mentioned in Chapter Two, surprise doesn’t have to be an extreme physical action,
it can be unexpected or astonishing event or a pivotal change which sends both characters and
audiences on an alternate trajectory, however, one of the key features of surprise is that it
alters and reframes the events in the narrative. Thoughts have to be redirected. Questions

about the narrative need to be resolved.

In the film version of The Woman in Black, there are multiple incidents where surprise

occurs. Below, are some of the most engaging examples:

1. (Film: 13) Here, Kipps first enters the kitchen at Eel Marsh house. In this sequence,
Kipps slowly turns on a squeaky disused tap and brown acrid water gushes from it.
The viewer, whilst processing the visualisation of this unpleasant effluent, is then
surprised when the wide-angle shot behind Kipps reveals the dark shadow of The
Woman in Black lurking in the background. This surprise is heightened as Kipps is
clearly unable to see her. This technique of using a wide-angle shot to reveal the
presence of The Woman in Black is used again in the sequence where Kipps is
working at the table sifting through paperwork, and the audience catches a glimpse of
The Woman in Black over Kipps’ shoulder in the far room.

2. (Film: 15) Here, Kipps explores Eel Marsh House, and in a bedroom finds a fledgling
struggling to move having fallen out of its nest in the fireplace. As Kipps picks it up
and slowly returns it to the nest, a crow flies past him, startling both Kipps and the
audience - an action intensified by the diegetic volume of the crow's call.

3. (Film: 24) This is the sequence in which Lucy, Jerome’s daughter, is hiding in a
basement room, unbeknown to Kipps. The audience is witness to a shadowy figure
running from the upstairs hallway into the basement, so conclude there is something

in the room. Kipps walks down to the basement and looks through a peephole in the
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door to the room. He believes it to be empty, but is drawn to look again. This time the
shadowy blur of The Woman in Black passes before his eyes, startling both him and
the audience. As he looks again, the distressed face of Lucy, Jerome’s daughter, stares
back at him, screaming for him to leave. The effect of both the sudden view of the
face and the piercing screams of Lucy has the consequence of shocking both the
audience and Kipps.

(Film: 28) This is the sequence where Kipps returns from the garden after seeing The
Woman in Black. He stares curiously out of one of the upstairs windows and
unbeknown to him, has The Woman in Black standing behind him, also looking out of
the window. The experience of her approaching him from behind is also witnessed in
(Film:32), where Kipps is again at the table. This time the audience catches a glimpse
of The Woman in Black from the room behind. This sequence is followed by (Film
33), where her shadowy figure cautiously approaches him from the rear as he sleeps
in his chair. In these scenes, the camera shot of a toy monkey covering his mouth,
offers a metaphor that asks the audience not to speak of her presence, adding another
dimension to the imminent surprise. Following these heightened emotional triggers,
the tension continues to build as Kipps begins to explore upstairs. This sensitive
emotive state means that the audience prepare themselves for the additional triggers
and happenings delivered in the following sequences.

(Film: 37,38,39). Here there is an arrangement of multiple surprises that follow one
after the other, hardly giving the audience time to process one before the next occurs.
Kipps is drawn out into the grounds as he watches a boy rise from the marshes and
walk towards the house. Kipps goes out to investigate and once outside, sees the
decomposed standing bodies of Crythin Gifford’s dead children staring back at him.

Each of them lit by a fork of lightning from the storm. Immediately after this dreadful
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encounter, Kipps re-enters the house and follows the muddy footprints of the boy,
Nathaniel, up the stairs. A flash of The Woman in Black hanging herself by the
window as Kipps enters the nursery is followed immediately by the screaming image
of Nathaniel’s muddy face straight into the camera. In these examples, the audience is
kept in a high state of alert, which only ends when Kipps opens the front door to his
friend Mr Daily. In this sequence, the sense of relief for both Kipps and the audience
is a stark contrast to the tension that has built up to Daily’s arrival. Almost without
exception, these incidents of surprise follow a slow build-up to a trigger point. The
moments of contrast between these build-ups and the events themselves, are crucial to

the success of the intended emotional response of the audience.

As mentioned in Chapter Two, unlike suspense, surprise has no countdown. It is
instantaneous, disconcerting, and all-consuming, and the audience has no time to make sense
of the unexpected outcome. Many of the examples of surprise in the stage play, stem from the
knowledge that the audience and the actor playing Kipps can see The Woman in Black on

stage but real Kipps cannot. Below are some examples:

1. (Stage Play: 11) The funeral of Alice Drablow. This is the first instance when it
becomes clear that both the audience and the actor playing Kipps can see the
wasted figure of The Woman in Black but the real Kipps cannot. The anticipation
that she could appear again, places the audience in a heightened sense of
emotional state, not knowing when or if it will happen again. This heightened
state is accentuated because The Woman in Black's approach and retreat is silent
and sudden.

2. (Stage Play: 16) In this dialogue driven scene Kipps reflects upon an encounter he
had with The Woman in Black amongst the gravestones of an old cemetery. The

quiet, intimate, atmosphere created on stage as Kipps shares his story is
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punctuated by the visible distress he demonstrates when he recounts his encounter
with her.

3. (Stage Play 52) Here, Kipps recounts the scene involving the death of his wife and
child. The audience learn of the moment when The Woman in Black intentionally
steps out in front of a pony and trap that Kipp's wife and child are travelling in,
resulting in the immediate death of the child and the subsequent death of his wife
from injuries sustained in the incident. The newly acquired information about
Kipps backstory, asks the audience to reconsider the trajectory of the narrative
which consequently adjusts their relationship with the temporal order of the play.

4. (Stage Play 56, 57) Here, the actor playing Kipps congratulates the real Kipps on
his use of an actress to play the part of The Woman in Black, only to be told that
no actress has been employed. At this moment both Kipps and the audience

question what they have seen.

In the moments that follow each incidence of surprise, in both the film and stage play, the
audience is given a short time to reinterpret the narrative. There will be moments of
reflection, where the audience try to make sense of this newly acquired information. By
flitting from the past events to the present happenings, there will be adjustments about how
they perceive the narrative future. In the film, these moments of reinterpretation happen
during a short breathing space from the tension of the narrative, whereas in the theatre

production, they occur when the stage is plunged into darkness. 42

“2 Film and theatre reviewer Ben Brantley (2020) in his online article, The Comforts of Cosy Scare in The
Woman in Black, in The New York Times, says of the effects of the scenes where the theatre is plunged into
darkness: ““... with our nerves conditioned to be exposed, we become acutely aware of every sound and
movement around us. And, yes, people jump and shriek when the title character suddenly shows up in their
midst. But they (read: me, too) often react in a similarly startled way when their fellow audience members shift
abruptly in their seats or sneeze or gulp or clink the ice cubes in their drinks. This reminds us that this is indeed
a work of theatre, a communal experience in which we’re all involved. Thus, we scare one another; we scare
ourselves; we have agency in this process of scaring. And we can all laugh about having frightened ourselves
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Whether individually or collectively, how audiences respond to surprise determines
how they prepare themselves for future or imminent surprises again. This awareness of
potential surprise helps to create a deeper sense of suspense. Physical obstacles such as the
sudden flapping of wings and squawking of a crow, or the unexpected spontaneous activation
of a mechanical toy, punctuate moments in the narrative that build suspense, and
momentarily prevent Kipps’ ability to achieve his goal. The following section examines some
of the other examples of suspense building evident in both the stage and screen versions of

The Woman in Black.

viii - Building Suspense

As discussed in Chapter One, the use of obstacles, whether physical or emotional, can be
used to slow down the protagonist in their quest to achieve their goal. These restrictions
create the temporal tool of suspense by fashioning a temporal change in the plot,
subsequently altering the chronology of Kipps’ drive to achieve what he has set out to do.
They offer what Mark Currie (2013) describes as the ‘unexpected’ and ‘unforeseeable’. The
durational experience of this delay leads the audience to believe that time is running out,
therefore creating suspense. In both the film and stage play of The Woman in Black, the
feeling of suspense is what drives the narrative forward through triggering the audience to ask
questions right from the start. Two examples have already been alluded to in the sections on
curiosity, surprise and anticipation: (Film: 1) The scene involving the death of the innkeeper’s
three daughters, and (Film: 2) when Kipps holds a razor to his neck as he stares into the
mirror. Both sequences prompt questions for the audience that need answering. They become

tools to drive the narrative forward.

when it’s over. Ideally, that means we feel at least a bit more replenished than when we arrived, newly ready to
face the really scary world that awaits outside.” (Accessed March 2024).
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Goldman successfully creates scenes such as these so that the viewer builds their own
theories about what is going to happen next: Why is Kipps given the attic room in (Film: 8)?
Why does Jerome want the estate dealt with so quickly in (Film: 10)? What is the
significance of the boys’ cries and the sounds of the pony and trap sinking in the marshes in
(Film: 18)? How does the death of the girl at the police station in (Film: 20) relate to The
Woman in Black? These examples are all scenes that generate intense fear. In the Guardian
interview (2012), mentioned earlier in this chapter, Goldman talks of the influence of
Japanese horror in the writing of The Woman in Black, stating her intension to create
scenarios where fear was built quietly, thus creating a sense of impending doom. Historically,
Japanese horror has images of ghostly figures who appear standing still and seemingly doing
nothing. Goldman believes this to be a more powerful tool for inducing fear than having a
character with a greater physical presence. This explains why many of the film’s fear-
inducing moments involve static characters with shockingly strong features - Nathaniel’s
muddy screaming face, and the dead children of Crythin Gifford on the grounds at Elm
Marsh House. (Film: 47) provides another example. In this sequence the shadow of 7The
Woman in Black slowly approaches Kipps along a long corridor. This steady approach builds
suspense as the audience make assumptions about what will happen next. The moment is then
punctuated with a loud scream directly in front of Kipps face as Jennet passes through him
towards her child. Goldman ensures that the configuration of suspense like this, continues
right up until the final scenes (Film: 49,50,51,52), which involve the death of Kipps and his
son. In this final sequence, Daily and Kipps are saying their goodbyes at the station following
their traumatic experiences. The audience is fed the illusion that 7he Woman in Black has
been reunited with her son and is no longer haunting the village. There is a momentary sense

of relief until Joseph lets go of his father’s hand and the viewer watches the child being
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drawn to the tracks by The Woman in Black. This ultimate temporal change in the plot

provides a shocking final twist — one that the audience will take with them as the credits roll.

In the stage play, without the camera’s long shots and the ability to create close-up
shots of surprise, suspense is built more slowly, thereby relying more on the dialogue,
narrative voice, lighting, sound, and staging, and less on the action. In the sequential scenes
(Stage Play: 36, 37, 38, 39, 40) which involve Kipps and Spider, the building of suspense is
achieved through lighting, sound, and staging so that the audience experiences happenings at
the same time as Kipps. The action prior to these scenes, (Stage Play: 35) begin with Kipps
and Spider in a calm and silent children’s nursery. Following this relaxed moment, the
amplified diegetic sound of a gentle breeze begins to build. It rises to a gale that roars around
the stage and theatre. This increasing sound is followed by the focused illumination of a
seemingly unreachable room, where the distressed sounds of Nathaniel can be heard crying in
despair. Nathaniel’s cries immediately change the audience’s focal point on stage. The
volume and intensity of the wind roars over Nathaniel’s cries, and then the theatre is suddenly
plunged into darkness. The audience is left feeling the same level of confusion as Kipps. In
complete darkness, the audience hears Kipps scrambling around on stage looking for his lost
torch. This is followed by the sound of a human voice whistling, which, through dialogue and

narration, the audience learns has drawn Spider outside and onto the marshes:

Kipps: Who is it Spider? Who is it, girl?

Actor: Before he can restrain her, she is off, as though after a hare. Running

low and fast, out of the house and away across the marshes.

Kipps: Spider! Come back Spider! Come back! (Mallatratt 1989: 42)
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Maintaining darkness throughout these scenes, builds suspense and directs the audience to
focus on Kipps’ dialogue rather than what they can see. They experience Kipps’ distress at
losing the dog and appreciate the fear he has for its safety. Here, suspense is heightened
because Kipps faces a dilemma - he is unable to escape his situation or find the dog. Does he
scramble in the dark to find Spider, or does he remain in the house to seek out the distressed
child amongst all the terrifying happenings? This dilemma helps to build tension because the
audience can relate to the problem and begin to question what they would do in this
situation. For Kipps, the distressed call of the child compels him to seek out Nathaniel. The
stage is now lit with a low light. Kipps stands outside the nursery and The Woman in Black’s
shadow can just be seen smashing up furniture and toys inside. In fear, Kipps runs outside to
look for Spider and witnesses the dog drowning in the marsh mud. Again, a dilemma for
both Kipps and the audience who are provided with another moral stake with two
alternatives. Does he run to his safety, or does he stay and save the dog? The audience
comprehends that by Kipps staying to help Spider, he may very likely encounter The Woman
in Black again, but they also realise that the dog will drown if he fails to stop. Can Kipps get
to Spider in time? Will The Woman in Black arrive before Kipps rescues him? The
representation of the dog drowning in the mud becomes an obstacle to hinder Kipps’ escape
from The Woman in Black. This is accentuated when the audience learns of the dog's
struggles, which Kipps informs them are pulling Spider under the mud. The fight against
time becomes more challenging and the suspense is pushed up a notch. When Kipps
manages to save Spider just before the dog’s head sinks under the mud, both Kipps and the
audience can take a momentary breath, offering both Kipps and the audience a temporary
sense of relief. Spider is safe and Kipps and the dog lay together on the ground. Mallatratt
exploits this momentary breath and sense of reprieve, however, when Kipps opens his eyes

and looks up to see The Woman in Black is looking down at him. There is a scream followed
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by the sounds of a pony and trap approaching and Kipps collapses. On a main story or
diegetic level, all of these obstacles have slowed down Kipps’ goal to sort out Alice
Drablow’s paperwork and return home. It is this slowing down process that demonstrates the

greatest emotional power.

In the final section of this chapter, there is a discussion on how the generation of

curiosity and the positioning of objects heighten this sense of emotional tension.

ix - Curiosity and Objects

Like suspense, curiosity requires an element of mystery to provoke the audience’s
imagination. Curiosity about specific happenings and why certain objects are highlighted on
stage and screen, help to generate an emotional response. Objects delay understanding, and this
interferes with the audience's perception of duration. Audiences make decisions about the

significance of objects, and re-adjust judgments as they learn more about the narrative.

In both the stage and screen play examples of The Woman in Black one of the key
objects which provokes curiosity is a rocking chair. Even when it remains static or not referred
to in the dialogue, it becomes a frequent reminder of Jennet Humfrye’s presence. In the theatre
the rocking chair remains on stage for many of the scenes, often in shadow or behind a
translucent curtain. It provokes questions about whether her ghostly figure will re-enter the
stage. In the film, it becomes the focus of some of the most harrowing scenes set in the nursery.
It represents Jennet’s cycle of grief and loss. It becomes a symbol of unresolved sorrow and

torment, and is entwined in the horrific history of Eel Marsh House.

Another figurative object which generates curiosity is the pony and trap. In both art
forms, the pony and trap has a multi-functional role. Firstly, it become the only means for Kipps
to travel across the tidal marshes to and from Eel Marsh House. Secondly, it is the vehicle for

Nathaniel’s demise. It also represents how Kipps’ son and wife are killed. In the film, once we
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learn of the nature of Nathaniel’s death, the association that audiences make about the pony
and trap, is one of potential hazard and danger, therefore when the pony and trap are seen or
referred to again, the sense of suspense and curiosity about them is heightened. This
anticipation of danger is magnified when the pony and trap are placed in perilous locations and
weather conditions as they cross the Causeway. The restricted tidal crossing times along with
the decision to transport Kipps across the Causeway by slow pony and trap rather than an early
motor car, add an additional layer of curiosity and suspense. Suspense is amplified further by
the frustratingly slow movement of the pony and trap as it passes from Crythin Gifford to Eel
Marsh House, reminding the audience that time is disappearing for Kipps. In some ways, using
the historical object of the pony and trap may be seen as a metaphor for the past in which both
Jennet Humfrye and Kipps have become stuck - Jennet by the death of her son and her inability
to move on from purgatory following her death, and Kipps inability to get over the death of his

wife.

In the stage play, the actors’ discussions about which props will be used to represent the
pony and trap have the effect of drawing in the audience to their emblematic significance. In a
similar way to the film, each time the pony and trap are referred to, or are present on stage, the
audience are reminded of the danger that they represent. This sense of danger is heightened by
Susan Hill’s decision to call the marshes ‘Nine Lives Causeway’. The audience are cleverly led
to wonder about what the name implies. Is it the number of times that you can cross the
causeway before you succumb to injury, or is it the number of deaths that have occurred at this
location? Questions like these, trigger anticipatory thoughts which delay understanding of the

narrative.

In the film, Goldman uses multiple objects like antique dolls and mechanical toys to
represent moments of impending danger. In the scenes which lead to the arrival of The Woman

in Black, she focuses particularly on three wise monkeys who are revisited on multiple
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occasions throughout the film. Their grotesque faces and carefully positioned glares add an
eerie dimension to the nursery, reminding the audience of the ancient Japanese proverb, ‘See
no evil, hear no evil, speak no evil.” They generate suspense and become a symbol of The
Woman in Blacks imminent arrival. The frequency of their appearance accentuates their
importance. They become a trigger for provoking questions and anticipatory thoughts about

the narrative and provide tools which interfere with Kipps ability to achieve his goals.

In this chapter, I have offered examples of how Mallatratt and Goldman approached the
creation and staging of temporal tools such as suspense, curiosity, and surprise. I have
examined both the stage and screen versions of The Woman in Black and made comparisons
about how the temporal tools are manipulated in both art forms. I have concentrated on an
examination of the temporal tools discussed in Chapter Two, and have shown how
manipulation of the temporal order of both the stage and screen play, can adjust the audience’s
perceptions of a narrative. As previously mentioned, it would be difficult to establish the extent
that these adjustments have on the durational relationship that collective audiences encounter
with both versions of the narrative. On an individual level however, because the experience of
the stage and screen play is so different, how individuals engage with the narrative, offers a

uniquely different durational experience.

In the final chapter, I want to show how a greater understanding of the manipulation of
temporal tools in both art forms has influenced and shaped the writing of both the stage and
screen versions of my narrative Delophonus. 1 also reveal how an improved appreciation of the
comprehension processes taking place whilst watching the performance of a narrative has

influenced the way I plan and structure my writing.
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Chapter 5

How the Critical Research has Influenced the Creative Process.

In this chapter, I want to examine how the exegesis uncovered in the critical element of
my PhD has shaped the writing of both my stage and screen script. I should stress that at all
times I have tried to avoid a mechanical application of the theoretical issues raised. My
intension was to allow an organic and flexible interrelationship between the ideas in the
exegesis and my creative practice to emerge. The focus of my thesis was firstly, to make
comparisons of the way that temporality is handled in both stage and screen plays. Secondly,
to explore the extent to which the limitations and opportunities that each art form presents
influences the way temporality can be manipulated. Thirdly, to examine how restrictions of
clock-time affect the writing and production process. Finally, to understand how the
manipulation of temporal tools affects an audience’s comprehension of narrative. With a better
understanding of these four points, I set about creating two narratives, one written for stage,
the other for screen, both with the same storyline, but both adapted to fit the opportunities and

limitations of each art form.

The idea to set both my screen and stage play in The Black Country was made before
the commencement of the PhD. I have always been extremely proud of my Black Country roots
and have a great fascination with the history of the area, both before and during the Industrial
Revolution. The Black Country as a region is under-represented in drama both on stage and
screen and I wanted to change that. Initially, I intended to write two different narratives, both
involving diasporic cultures, both reflecting working-class life, but with each set one hundred
years apart. However, I decided very early on in the writing process that to better reflect the

differences in how I approached the manipulation of temporal tools in both narratives I had to
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write the same story for both the screen and stage play. By using the same story, I would be

able to recognise the limitations and opportunities of staging the narrative in both mediums.

The considerations made during the writing process were very much influenced by the
research carried out for my critical element. They shaped the way I approached the plot,
determined the way I manipulated temporal tools such as surprise, suspense, anticipation, and
curiosity, and secured a clearer understanding of how I might alter perceptions of time and

duration.

5.1 The Fabula (Story)

My narrative Delofonus, tells the story of Joseph Kyriacou, a fictional serial killer whose
obsession with the spiritual, religious, and astronomical features of the number seven has
shaped his life and led him to murder and mutilate prostitutes and vulnerable women. The genre
is an historical and psychological murder mystery and the piece is set in 1898. I merge fact
with fiction by suggesting that there is a relationship between my fictional protagonist and
Mary Jane Kelly, one of the real life Canonical Five victims of Jack the Ripper. ®® 1 create a
fictional relationship forged in Ireland during their childhood where Joseph lived with his
middle-class mentally ill mother and with the family of Mary Jane Kelly. Joseph’s Greek,

estranged father is absent from his life.

A series of emotional events both in his early years and later in his early twenties trigger
Joseph to initiate a series of murders. In all cases, Joseph’s victims are cut into seven pieces,
all of which are numbered. Along the hairline of each victim, Joseph writes the names of one
of the Seven Sisters of Pleiades and sketches a series of drawings onto their foreheads. He also

brands their feet with Ancient Greek letters of the alphabet which spell out his name.

43 The Canonical Five are the five known victims of Jack the Ripper. They are Mary Ann Nichols, Annie
Chapman, Elizabeth Stride, Catherine Eddowes and Mary Jane Kelly, who were all killed between August 31*
and November 9" 1888.
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The two fictional detectives who are investigating these crimes are Detective Inspector
Albert Bannerman and Detective Sergeant Reggie Brown. I mix fact and fiction again by
suggesting that as junior ranks both of these detectives worked on the real-life Canonical
Murders in Whitechapel. Although Bannerman is married, he and Reggie are involved in a
homosexual relationship that threatens to destroy their careers following a blackmail attempt.
Bannerman’s wife, Nancy, is abducted early on in the investigation and is to become Joseph’s
final victim. In the quest to find Joseph and rescue Bannerman’ abducted wife, the narrative

explores issues of mental illness, emotional suppression, revenge, and jealousy.

I chose a serial killer as my protagonist as I wanted to challenge the audience to
empathise with a character who they may not feel instantly drawn. The intention being that as

Joseph’s back-story is exposed, a contrasting emotional response to him might emerge.

5.2 The Planning Stage

I began the creative element of my PhD by researching The Black Country in the 1800s, R.H.
Trainor (1993), E. Chitham (2009). I wanted the setting to feel authentic. I was mindful of the
success of the television series Vienna Blood (2019-2024) created by Steve Thompson and set
in Vienna, Austria in the early 1900’s: the lavishly designed sets, the accuracy of its references
to the development of psychology as a field of experimental study, the locations, costumes,
politics, all accurately reflecting the period. I also explored the psychology of a serial killer,
Khalid Sohail (2002), C. Gregoriou (2010), and the case of Jack the Ripper, S Knight (1976),
H. Rubenhold (2019). I was reminded of screen plays that had tackled the mind of a serial killer
with characters such as: Hannibal Lecter in Silence of the Lambs (1991) directed by Jonathan
Demme and written by Ted Tally, John Doe in Se7en (1995) directed by David Fincher and
written by Andrew Kevin Walker, and Errol Childress in series one of True Detective (2014)
created by Nic Pizolatto. It was important that I understood the psychology of a multiple

murderer to accurately reflect these traits in my protagonist. Once I had a clear idea of my
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fictional serial killer’s character, (a troubled childhood with mixed cultural heritage, obsessive
behaviour and an absent father) I was able to create a back story for Joseph which had the
potential to give him a motive for committing multiple murders. I enjoyed the idea of there
being a fictional link between Joseph and Jack the Ripper and so decided that Joseph would
have a friendship with one of the Ripper’s victims, Mary Jane Kelly. Mary Jane Kelly died in
1888 at age twenty-five, which created the perfect age for them to have known each other as
children in Ireland. At this stage, I created a timeline for Joseph and Mary Jane’s relationship.
4 For authenticity, I wanted to merge real people and events, so I needed my narrative to fit
around some actual historical dates. Once I had this in place, I had to give some thought to
which art form I would write first. I decided to begin by writing the stage play - an art form I
am much more familiar with. When planning the stage play, I kept notes in my journal about
roughly how many pages I could allocate to each scene. This became a useful tool to help me
focus on writing a narrative that would sit within the one and a half to two-hour acceptable
time for a theatre production. It also acted as a prompt to edit unnecessary dialogue and scenes

that weren’t really moving the plot forward. Mindful of the cost of putting on a theatre

4 Timeline
1863 — Mary Jane Kelly was born. (Fact).

1868 — Joseph Kyriacou was born.
1874 — Mary Jane and Joseph knew each other in Ireland (Joseph=6, Mary Jane=11).
1876 — Both now living in England. Joseph in The Black Country, Mary Jane in London.

1886 — Joseph visits London and finds Mary Jane working as a prostitute. He also realises she is living with his
father. Joseph goes to Corpus Christy College at Oxford University to study medicine. Joseph is thrown off the
course for inappropriate behaviour.

1887 — Joseph sees Mary Jane at The Bloody Sunday Rally on 13% November 1887, but is prevented from reaching
her by Bannerman, who is policing the rally. (The Rally is a real event.)

1888 — Joseph travels to Athens University to study astronomy and mathematics. Mary Jane Kelly is murdered by
Jack the Ripper on 9" November 1888.

1896 — Joseph returns to England and settles in the Black Country.

1898 — Joseph begins his spate of murders.
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production, as well as the limitations of many theatres to cater for multiple sets and the
backstage activity they create, I decided, at the conception stage, that I would limit both the
number of sets I needed to deliver the narrative, and the number of characters I needed to tell
the story. This led to the decision to have just seven sets in the theatre: Bannerman’s office;
Joseph’s makeshift operating theatre and lounge; the Black Country streets; the brothel; the
infirmary; the workhouse and the morgue. Aware of the expected duration for a stage play, I
planned and built in two acts that would allow for an intermission, both for the comfort of the
audience and for the financial benefits of the theatre. I also restricted my characters to eight.
This would challenge me to consider alternative ways to manipulate time by asking the

audience to consider the action and plot that was taking place off-stage.

Having minimal characters in a story that involves the serial murder and mutilation of
seven women encouraged me to be creative about how I was going to manipulate the delivery
of this plot-line on stage. It would be difficult to stage the murder and mutilation of seven
women in a theatre. I therefore I had to conjure innovative ways of building suspense about
this visually, by making reference to hidden limbs covered with tarpaulin, and aurally, through
the dialogue. I was mindful of Emlyn Williams stage play, Night Must Fall (1935), in which
the discovery of a human hand in a rubbish pit, and the decapitated body of a young female,
are alluded to in the dialogue, but never actually revealed on stage. I exploited what the

audience couldn’t see as a means to create suspense.

When it came to writing the screenplay, I already had a secure story in place. I knew
the key characters and how they behaved. I felt more confident that I could visualise them as
they carried themselves on screen. In my writing journal, I had made notes about where in the
stage play, I could replace dialogue with action in the film. I knew that in the film, I wanted to
be more explicit about the abduction and murder of some of the victims as there were more

opportunities to manipulate what the viewer could see. There was no longer a need to hide the
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bodies from view and rely on the dialogue to create suspense and anticipation about the victim’s
stories. In the film, I could generate suspense and anticipation by allowing the audience to have
a brief relationship with Joseph’s victims, one that would make them feel more engaged and

empathetic towards them. I also had the freedom of a less inhibiting number of cast members.

I began chapter one of my PhD by suggesting that there are multiple aspects of audience
comprehension at play while watching a performance, irrespective of the art form. These are:
what art form is being watched; where this takes place; the time constraints which determine
how this art form is watched and the audience’s level of engagement with the narrative.
Throughout the writing process of both the stage and screenplay, I was mindful of these points.
I also reminded myself of David Wiles’ suggestion that we now need to consider that we are

3

writing for audiences who, ‘...live at speed and speak more in soundbites, than the deeper
breathing patterns of the late nineteenth century’ (Wiles (2014:7). I wanted my plays to have
this increased pace of twenty-first century dialogue and to adhere to the viewer’s expectations
of the length of narrative. I also wanted a balance between pace, and the dialect and historical
setting of the story. This I found challenging in both art forms, but more so in the stage play. I
think because it was my first experience of the narrative. Initially, I found myself slipping into
lengthy dialogue interactions between characters, so I had to rework the first scenes to find the
right pace for the narrative. Thankfully, by the time I wrote the screenplay I had a more secure

grip on this. I also had an increased awareness of expected timings and they helped me to

structure the narrative.

For the screenplay, I aimed to create a one-and-a-half to two-hour piece that could be
shown either as one single film or as a two-part drama on television. As with the stage play, I
was aware of the financial implications of using multiple sets and characters, 1 therefore
decided to restrict these to minimise time-related issues in production such as the availability

of actors, staging, sets, lighting, and sound crews.
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5.3 Manipulating Narrative Temporality to Change Audience Perception

I highlighted in Chapter Two how audience’s emotional response to narrative tools such
as parallel time, metaphorical time bombs, and the generation of suspense and anticipation,
affect the durational relationship between image, sound, action, and events. I also suggested
that the memories audiences attach to their experience of these temporal tools, influence how
they will perceive future similar experiences. In this section, I want to show how I approached
the generation of these temporal tools in both art forms and show the increased consideration I

gave to how my narratives may be perceived by the audience.

Research by Csikszentmihalyi (1988) into how emotional responses such as sadness,
happiness, fear, and anger affect how we perceive time, as well as Gérard Genette’s concepts
of duration, frequency and order, as tools to offer a greater understanding of the temporal
relationship between the fabula and sjuzet, have influenced the way I have written both
narratives. In both the stage and the screenplay, I specifically wanted to use the idea of
frequency as a temporal tool, to cement areas of the plot that were crucial to a greater
understanding of the whole story. I therefore set about creating moments of consolidation and
repetition in the narrative of both plays, to remind audiences of the key moments in the plot
that needed to be cemented — the way that the body parts were numbered and where they were
found for example. Creating these moments of frequency gave me opportunities to include
situations where events unfolded from differing perspectives, mostly by employing the use of
parallel time. I wanted to reveal Joseph’s intentions and actions, whilst at the same time show
the audience the progress that Bannerman was making with the case. This would become more
significant when the audience realised, long before Bannerman, that Joseph had abducted and
intended to kill Bannerman’s wife. The audience would be party to the sequence of events
which were leading to her death, whilst also experiencing the frustrations and obstacles

Bannerman was encountering trying to solve the crime. This included obstacles such as the
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lack of case evidence, the additional blackmail story, and the pace at which the evidence was

presenting itself.

I wanted to alter the way that the audience perceive the time-line of the sjuzet. I aimed
to create the kind of dramatic irony, originally used in Greek tragedy, with the audience being
party to information about Nancy’s abduction whilst Bannerman, unaware, continued to
investigate the other murders. I believed that this would trigger anticipatory thoughts about

when or if Bannerman would realise his wife was missing before it was too late.

Throughout this process of writing, I was also mindful of the studies by G.H. Bower,
J.B. Black, and T.J. Turner (1979), J.M. Mandler (1978), N.L. Stein and T. Nezworski (1978),
which suggest that people fail to remember stories as clearly when they are scrambled or less
coherent. I therefore continuously revisited and restructured the sjuzet to ensure that it wasn’t

becoming too complex.

M.A Gernsbacher’s, (1990) research on the ‘structure building framework’, prompted
me to consider how audiences, unfamiliar with the genre of the plays, may respond to my
narratives. I wanted to create a plot that challenged the audience's understanding of the
movement of time, but also to ensure that viewers with less familiarity with the genre could
still access the plot with relative ease. I was mindful that some audiences would have
encountered psychological dramas of this kind before and would therefore have secured mental
structures in place to assist them in recognising the features and sequences of suspense and
surprise particular to this genre. I was also aware that for some, this could be their first

engagement with a narrative of this kind.

It was my intention to introduce or reinforce the audience’s experience of a distinct
period in history, giving them an insight into the historical setting of the Black Country in 1898.

I was conscious that potential audiences would have varying degrees of knowledge about both
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the region and history of this area - some familiar with both the location and historical period
of the narrative - others with little or no experience of either. I was also aware that audiences
may access the narrative from differing cultural and social backgrounds. I therefore had to
recreate a historically accurate setting for the plays - one that would reach as many people as
possible, and would appeal to both the unknowledgeable viewer and those with a base-line

knowledge.

My intention throughout was to find a balance between challenging the familiar and
stretching the imagination and experience of the viewer. In the following section, I will explain
in more detail how I set about achieving this by considering how I manipulated specific

temporal tools in the planning and writing of my narratives.

5.4 Analepsis or Flashbacks

Unlike in the screenplay, to achieve flashbacks in the stage play narrative, I had to be inventive
in the way I demonstrated the murder and mutilation of the seven victims - without revealing
this visually on stage. I chose to engage and sustain the audience’s interest by divulging the
back story of each murder through dialogue between: Bannerman and Reggie, Bannerman and
Martha, and Joseph and Nancy, and also through the use of shadow, to mask the actions of
Joseph in his makeshift operating theatre. The shadows would mean that there could be a
suggestion of violence, without the representation being too visual. It would also mean that |
could use the actress playing the character ‘Lizzie’ in different guises to represent the victims
Joseph held in his theatre. The distance between characters and the audience and the use of
shadow and light would mask Lizzie’s identity and mean that I could still achieve the limited

cast I intended.

It had been my initial intention to build flashbacks into both the stage and screenplay,

as [ wanted to use this as a means to expose the backstory of Joseph Kyriacou. However, by



113

limiting my cast I struggled to see how I could deliver this on stage. The depiction of the
abduction and murder would be too graphic for a theatre audience and clearly, there would be
no opportunities to show mutilations on stage. This was not so in the screenplay. Here I could
see how Joseph’s abduction and murder of the victims could build a greater element of suspense

to the narrative with less need for dialogue.

In both art forms, once the audience had witnessed how Joseph intended to kill his
victims, they had a pattern of behaviour that they could commit to memory so that when Joseph
carried out his subsequent murders, the anticipation of what was going to happen to the victims
was heightened. This was especially so in the case of Nancy because they could witness the
sequence of events that would lead to her death against the backdrop of Bannerman’s quest to

find Joseph.

In addition to the abduction and murder scenes on screen, I also recognised that I could
use analepsis to reveal: Joseph’s early life in Ireland, his meeting with Mary Jane Kelly in
Whitechapel where she worked as a prostitute, Joseph finding out that his father was having a
relationship with Mary Jane Kelly, and his sighting of Mary Jane at the Bloody Sunday march
of 1887. On stage, I had to reveal these backstories through intense dialogue between Joseph

and Nancy.

5.5 Parallel Timing.

In the immediacy of the stage play, I use parallel narrative to reveal how two stories are
being played out on stage at the same time. As mentioned earlier in this chapter, this was
predominantly used to reveal the actions of Joseph, alongside the parallel actions of
Bannerman. Sometimes, I achieve this with a split stage, other times, I demonstrate parallel
action with scenes that follow each other sequentially but cover the same clock time. In

contrast, on screen I flit between one location and another to reveal happenings that are
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occurring in parallel time. Using this non-linear narrative tool allows the narrative to switch
between different locations and scenes without interrupting the flow of the drama. It also offers
alternate character and event perspectives. There were moments when I wanted the audience
to see what was happening in Joseph’s life, while simultaneously witnessing Bannerman’s
investigation into his murders. I believe this adds to the suspense of disappearing time. Using
this temporal tool towards the end of both the stage play and screenplay allows me to create a
strategic metaphorical time bomb, that includes the scenes in which Joseph is preparing Nancy
for death and also when Bannerman is piecing together the final bits of evidence to track Joseph
down. My thinking is that at this stage in the narrative, the audience has become familiar with
the rituals of preparation that Joseph employs before killing and mutilating his victims, whilst

also experiencing the obstacles that lead to Bannerman arriving at Joseph’s home.

5.6 Metaphorical Time Bombs

The idea of disappearing time - when the audience can see the potentially terrible
outcome of Nancy’s death - helps to stimulate a feeling of anticipation. This narrative device
puts pressure on Bannerman’s character by giving him a disappearing timeframe in which to
achieve his goal. I wanted to add to this anticipation in the literal sense, by having a visual
clock on stage and screen. This would mean that the audience is party to a visual clock-time
countdown, as well as the metaphorical countdown of events that lead to Nancy’s perceived

catastrophic end.

In these instances, the audience’s conception of duration - or the difference between
discourse time and narrative time - is a particularly important dynamic. There is a durational
relationship between cinematic or staged timing and the dramatic events taking place. In both
art forms, as the audience transfers between the multiple happenings taking place in parallel
time and the regular cutting back to the countdown clock with its’ disappearing time, the

creation of suspense and tension is built.
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In both cases, the desired emotional effect of Nancy’s impending murder and the sense
of disappearing time have to be handled carefully. The stakes of this reducing clock time need
to be high. The audience should understand the consequences of this process to experience the
tension of the situation. Only then will it challenge their perception of duration. Although, as I
have suggested, the ways in which the metaphorical time bombs are staged in both art forms
have differences, I would suggest that in this instance how the audience responds to these

differences will be similar.

5.7 Creating Obstacles and Building Suspense

As mentioned in previous chapters, obstacles are used in several ways to slow down
the goal of the main protagonist. They cause setbacks, pose difficult questions, create tension,
force the need for sacrifices, and increase the stakes of the protagonist. They can also provide
enlightening moments of revelation, when the audience can make judgments about the mental
state of a character, by the way that they deal with the setbacks presented to them. The obstacles
that prevent Bannerman from solving the case are designed to frustrate the completion of the
situation. These obstacles include: minimal evidence left at the scene of all the murders, strange
clues painted and branded on the bodies of the victims, and body parts which belong to multiple
bodies found at numerous locations. They are designed to create tension and suspense and upset
the linear flow of Bannerman’s goal. The suspense these situations create is the result of a
question placed in the mind of the audience, which is: ‘Will Bannerman overcome these
barriers?’ By rationing the information given to the audience and slowing down Bannerman’s
route to reach his goal, the audience needs to make predictions about what is to come, and

make judgments drawn from the tension of his conflict.

The notion of delay involving both a conception of time or duration, and the timing of
when the presentation of suspense is delivered, is vital to the effective production of this

narrative. By creating feelings of uncertainty, the audience is kept guessing. They are provided
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with a moral stake in the two alternatives: Will Bannerman reach Nancy in time to rescue her?
Or, will he fail and Nancy meet her demise? It is what Carroll (1998) suggests is a choice
between morality and probability. It creates a position where the audience is unsure whether

the moral or immoral outcome will happen.

Although there are different ways in which the staging of these obstacles will be
presented in both art forms, the sense of disappearing time and the frustrations of anticipating
what will happen next, will still be felt both on stage and on screen, as these are human
responses to situations. The location and chosen art form, I would suggest are of little relevance

here.

5.8 Creating Surprise

Peripeteia, or the sudden reversal or modification of events to trigger surprise, presents
the audience with a plot device that is intended to adjust their expectations. It gives the audience
a sense that something is about to happen. I explored in Chapter Two how elements of surprise
alter the audience’s perception of what they see, and I discussed how they can trigger pivotal
changes which send both characters and audiences on alternate trajectories, altering and
reframing events in the narrative. In both the stage and screen examples of my narrative, |
wanted to explore a selection of these triggers. Aware that surprise has a much more immediate
audience response than curiosity and suspense, my intension was to stimulate instinctive
inward feelings of fear from the outset. For the stage play, I decided that the first few moments
of the opening scene would involve Joseph handling the body of his first victim. I wanted to
provoke questions about his intensions from the outset. I then ended the scene with him lifting
the cleaver above her neck before the stage was plunged into darkness. In the intimacy of the
theatre, where the audience are in the same physical space as Joseph, I thought this level of

brutality would be impactful and immediate.
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In the film, where I had much more freedom to flit from scene to scene, I could build a
greater sense of suspense before delivering the scene with Joseph and the cleaver. In both
examples, I wanted to keep the audience on edge whenever there were other scenes involving
Joseph. I wanted the events to be startling, and for a few moments, all-consuming and I

intended that it should set the pattern for what may or may not happen later in the narrative.

Although I had built in a number of opportunities for surprise in the planning stage of
my narrative, it became very clear that the ways in which I could present them would vary in
both art forms. The physical space of a theatre would restrict me from creating the quick visual
elements of surprise I wanted to include, I therefore had to consider other ways in which I could
deliver this emotional response on stage through action and dialogue. I include examples in the

following section.

Creating Surprise on Stage:

There are three key areas of the narrative where I have tried to generate surprise on stage: 1.
Through the actions of Joseph in his theatre. 2. Through the covered dismembered body parts
of Joseph’s victims, and 3. Via Reggie and Bannerman’s homosexual relationship at a time

when such associations were deemed illegal.

The scenes in Joseph’s theatre had to be shocking. I aimed to achieve this in several
ways: the practice in which he manipulates and mutilates the bodies of his victims; by keeping
in viewer’s sight, the tools Joseph has to commit such atrocities; and by him defiling the bodies
post-mortem by drawing on them. There are also more subtle moments of surprise such as
Joseph putting a syringe into his pocket as he leaves in search of a new victim (Scene: 9) and
the matter-of-fact way that Joseph wheels on stage the unconscious body of Nancy Bannerman

(Scene: 12).
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In the stage play, the scenes involving the body parts and decapitated heads of Joseph’s
victims, (Scenes: 2 and 11) and the scenes involving Reggie and Bannerman’s homosexual
relationship against the historical backdrop of the 1890°s (Scenes: 3 and 8), are designed to
create a sense of unease. The intention to present both Bannerman and Reggie as hard-nosed,
committed police officers having a relationship within a law enforcement environment, and the
ever-present possibility that they may be exposed, was designed to add an additional layer to

the sense of discomfort.

Creating Surprise on Screen:

In the screenplay, where there are more opportunities for intimate representation of the
narrative, | was able to include a wider range of shocking action-based, unexpected events. I
was also able to switch from scene to scene more readily to slowly build up suspense before
presenting the viewer with surprising unforeseen incidents such as: 1. The scene in Molly
Vernon’s Garden where Molly uncovers the pelvis and buttocks of one of Joseph’s victims. 2.
The scene in Old Jack Dawson’s Privy, where Dawson opens his privy door and is presented
with a naked headless torso perched on his toilet. and 3. The scene in Tommy Firkins home and
bakery, where additional body parts are recovered. In all instances, my intension was to visually

shock the audience with the disturbing images I presented.

In the suspense building scene involving the pursuit and abduction of Rebecca Price, I
punctuated the scene with a fox running out from behind a tree with a rat in its mouth. I used
this as a tool to momentarily disturb the audience’s trajectory of anticipation about what Joseph

was going to do to Rebecca.

Other instances where I built in elements of surprise include: 1. When Joseph pulls a
sack from the canal containing the heads of two of his victims. In this scene, | wanted to startle

the audience with the sudden startling cry of a frightened crow as it flew off the barge’s hand
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rail. 2. When a beer barrel falls from the brewer’s cart and rolls into the path of Bannerman’s
carriage as he makes his final pursuit of Joseph. Here the intension was to startle the audience,
whilst also providing a final obstacle to slow down Bannerman’s race to reach Nancy, and 3.

The final scene when Bannerman realises that Joseph’s second fired bullet has hit Nancy.

5.9 Generating Anticipation and Curiosity

I discussed in Chapter Two how curiosity requires an element of mystery to provoke
the audience's imagination. In the initial scenes of both the stage and screenplay, I planned to
create situations where the audience’s restless anxiety, would lead them to feel curious about

particular happenings in the story and wonder at the relevance of these situations to the plot.

Generating Anticipation and Curiosity on Stage:

As mentioned earlier in this chapter, the decision to write Scene 1 with no dialogue was
intentional. I wanted to create visual imagery that would trigger the audience to ask questions
about Joseph’s behaviour. I intended to create a visual tension between the audience and their
first meeting of my protagonist. By having an unclothed, unconscious woman on stage, [ aimed
to shock the audience and create a feeling of unease - prompting questions about whether she
was unconscious or dead. The decision to have an overhanging rail with a series of threatening
instruments hovering above the victim’s body, was used to provoke questions about this woman
from the moment that the curtains open. The purpose of the macabre tools was to generate a
feeling of ill-ease, and to offer a representation of Joseph’s internal state of mind. Curiosity
asks the audience to momentarily leap into the future as they make assumptions about what
will happen next. This interferes with the durational relationship that the audience has with the
narrative. By delaying the audience’s understanding of the purpose of the hanging rail, tools,
and significance of the woman, I could alter and readjust any preconceived thoughts the

audience might have about the narrative.
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Throughout the initial scene, [ wanted to maintain a sense of uncertainty about Joseph’s
motives and intentions. I wanted the subject of the painting, on the forehead of his victim, to
remain unknown so that the audience learn of the body parts and symbolism on the victim’s
foreheads through dialogue between Bannerman, Reggie, and Martha. I knew that the physical
distance between the audience and stage would facilitate this. I intended to keep the audience
guessing right up to the point when Joseph lowers the cleaver to his victim’s neck and the
theatre lights go down at the end of Scene 1. Having blood-stained tarpaulin on stage in the
following scene, asks the audience to anticipate whether the events of Scene 1 and 2 are related.
Hiding the remains from the audience introduces another layer of curiosity to the action taking

place on stage.

Later in the narrative, as additional body parts, names and symbols are revealed, I
recognise that there is the potential for disparity in the way that the audience interpret this
symbolism. I expect that references to Ancient Greece, Greek mythology and other historical
references will be received differently due to the audience’s differing levels of knowledge on
these subject matters. To address this disparity, I have built in moments of consolidation and

explanation through the dialogue of the characters.

In both examples of the narrative, I wanted to introduce a level of curiosity about
Joseph’s mental health and behavioural traits - his number chanting, his obsession with the
spiritual, religious, and astronomical significance of the number seven, and the effects of the
punishments inflicted on him by his deceased mother. I believed that by revealing Joseph’s
troubled childhood, I could trigger a level of empathy towards him — one which would work in
opposition to the response triggered by the brutal murders and the post-mortem defilement of

his victims.
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I wanted to introduce sub-plots to the main narrative involving Bannerman and Reggie,
including: 1. Their homosexual relationship. 2. Links between Bannerman, Reggie, and the
Jack the Ripper case in Whitechapel, and 3. A potential blackmail scenario. I recognised that I
could alter the trajectory of the narrative with references to these sub-plots and use them as a

means to reveal character backstories.

In the final split scene, I aimed to trigger feelings of anticipation and curiosity, when I
brought together the final stages of Bannerman’s investigations, and the ritualist preparations
for Nancy’s death. At this stage in the narrative, I believed that the audience would have
sufficient knowledge of how Joseph prepared his victims for death to recognise that Nancy was
about to die. They would also know that Bannerman was aware that Joseph was the serial
murderer. Having these two scenarios running concurrently on stage would challenge the
audience to marry the two storylines together. It would create a visual metaphorical time bomb
that questioned whether Bannerman would overcome the final obstacles and reach Nancy in

time.

Generating Anticipation and Curiosity on Screen

Opportunities to create visual triggers for curiosity in the screenplay were more forthcoming.
In the early scenes, [ was able to shift from scene to scene introducing the audience, through
a series of montage shots, to the main characters and key locations relevant to the plot:
Joseph’s theatre; Bannerman’s house; the streets of The Black Country - all without the need
for dialogue. As in the stage play, I wanted to elicit curiosity about what Joseph was doing to
his victims in his theatre. However, in these instances | was able to bring the audience much
closer. I decided to keep Joseph’s identity hidden from the audience by suggesting that the
camera reveal just small parts of his body - his hands, the back of his head and his gait - until
much later in the narrative. The more intimate relationship between viewer and action also

meant that I was able to reveal more clearly the care and attention that Joseph gave when
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manipulating the bodies of his victims. It also meant that I could expose the fine detail of
Joseph’s drawings, or the intricacies of actions such as the opening of the box containing
Anya Lee’s head, and the careful unwrapping of the clothing that secured it. The decision to
use a box was influenced by other psychological thrillers in which a box has been used as a
tool to evoke curiosity: The hat-box in Emlyn Williams’ stage play, Night Must Fall (1935)
which was believed to contain the head of a missing female victim, and the box thought to
contain the head of Detective Mill’s wife in the final scene of the film, Se7en (1995) directed

by David Fincher and written by Andrew Kevin Walker.

The ability to shift between scenes and the benefits of close camera work meant that [
could add additional action scenes to the screenplay thus eliminating the need for dialogue. It

also allowed me to add additional characters to enhance the narrative.

Allowing the camera to follow the victims in the final stages of their lives, would also
encourage the audience to feel more connected to the characters and thus more invested in their

subsequent demise.

5.10 Use of Diegetic Voice

The decision to use narrative voice in the form of letters exchanged from Joseph to
Bannerman was made very early on in my planning stage. During the real-life Canonical Five
murders carried out by Jack the Ripper he was believed to have sent threatening letters to
various agencies including the police and multiple newspapers. I wanted to suggest similarities
between these real-life murders and those carried out by my protagonist, Joseph. The intimacy
of the letters would also give me an opportunity to reveal the character's thoughts and emotions.
They would allow me to provide the audience with the chance to re-group their thinking and
fill in gaps in their understanding of the plot. By creating this ‘fourth wall’ I could also inform

the audience of Joseph’s intentions.
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5.11 Lighting

Although I am aware that there are professional lighting teams who will influence how
both narratives are depicted on stage and screen, I wanted to make clear why I have chosen to
show Joseph in shadow and keep his identity from the audience for the majority of both the
stage and screen play. In all films and theatre, the way the lighting is choreographed affects the
audience’s perception of characters and can offer improved insight into a character’s emotional
state. I didn’t want Joseph’s face or more specifically the audience’s response to Joseph’s face
to influence how they perceive him. Instead, I wanted them to make judgments about him based

on what they learn about his past experiences.

Chapter Summary

This chapter has allowed me to reveal how the critical analysis or exegesis, embedded
in the first four chapters, has influenced the creative process of writing my stage and
screenplays. I believe that the exegesis encountered during my research has helped to shape
the creative outcome of my stage and screen plays. I have a greater appreciation for the physical
constraints of clock time and a wider understanding of the limitations and opportunities that
each art form presents. With a greater grasp of the psychological, physiological, and
environmental influences that affect time perception, as well as an improved understanding of
how audiences process and comprehend new and complex information, I believe I have a more

informed appreciation of how my writing may be received by others.
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Conclusion
At the beginning of this thesis, I raised four claims that would provide the basis for my
comparative analysis of narrative temporality in the art forms of stage and screen. The first of
which was that time and temporality matter to the understanding and comprehension of stage
and screen narratives. Although I recognise that this is not a unique idea, I intended to reveal
the extent to which both stage and screenplays, as uniquely different art forms, are shaped by
clock time, the way that the temporal tools are handled, and the opportunities and limitations
that dictate how narrative temporality can be manipulated. I also wanted to explore the effects

this has on the viewer’s experience of film and theatre.

In Chapter One I examined the historical and modern constraints of clock time and the
extent to which it continues to shape stage and screen narratives today. I discussed the effects
of durational expectations of audiences and how psychological, physiological, and
environmental factors alter and adjust the way audiences respond to narratives on both stage
and screen. This led to a greater examination of how human emotional responses such as

sadness and happiness affect how time is perceived.

To understand the extent to which the restrictions and possibilities of each art form affect
the audience's experience of narrative, in Chapter Two, I made comparisons about the staging
of flashbacks, parallel time, suspense, curiosity, surprise, anticipation, lighting, and sound in
both art forms. I also offered examples of how these temporal tools are handled on both stage
and screen. This led to discussions about the individual emotional history that each audience
member brings to their experience of narrative, and the importance of memory association as
a trigger for emotional response. This is explored in Chapter Three. It seemed poignant to
investigate the relationship between memory and comprehension to enhance knowledge on
why some audiences respond to narratives, or more specifically complex narratives, more

successfully than others. Although the research concentrates on how the brain builds structural
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platforms to handle new and complex material, I offered studies into comprehension as a way
to understand how audiences manage adjustments in plot, narrative temporality, and the

structures of complex narratives.

Why do I believe this is useful? I can identify four clear benefits to acquiring this
knowledge: Firstly, by understanding the processes taking place in the minds of the audiences,
writers, cinematographers, directors, and dramaturges can approach creating narrative from a
more informed position. Secondly, by having an improved awareness of how comprehension
can be affected and influenced by physiological, psychological and environmental factors can
help industry professionals understand how their narratives may be received. Next, by having
a broader knowledge of how the restrictions and opportunities of both stage and screen
narratives affect audience experience, there is a greater potential to encourage a great wave of
narrative creativity. Finally, writers and other industry professionals can approach the handling
of temporal tools more sensitively. Awareness of the influence of external factors could shape
how they plan for moments of frequency or repetition of the plot. It could help them to consider

the need for moments of consolidation, clarity, and explanation.

In the case study of The Woman in Black, in Chapter Four, [ wanted to demonstrate how an
initial story idea could be successfully adapted for stage and screen. I used this opportunity to
show how temporal tools such as suspense, metaphorical time bombs, and flashbacks were

handled in both art forms and suggested ways that this would affect the audience experience.

In a sense, this project is a work-in-progress. It is a stepping stone towards further
examination of the roots and branches of the creative process. I have established that stage
plays and screenplays are uniquely different media and that the ways the audience experiences
these narratives are distinctive. I have also demonstrated that an audience’s response to the

manipulation of temporal tools is both individual and personal, and I believe that having a
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better-informed knowledge of this will greatly assist writers, directors, cinematographers, and

dramaturges in the future.
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Appendix 1.

A plot summary of The Woman in Black - Novel written by Susan Hill (1983)

1. Christmas Eve. Young Lawyer Arthur Kipps is with his second wife Esme and his
four step children. They are sharing ghost stories. When it is Kipps turn to share his,
he leaves the room and instead decides to write down his memories of an horrific
experience from his past.

2. Next there is a flashback to his life as a junior solicitor for a Mr Bentley. Kipps is
summoned to the village of Crythin Gifford to attend the funeral of Mrs Alice
Drablow and settle her estate at Eel Marsh House. The house is situated on a
marshland called the Nine Lives Causeway and is periodically cut off from the
mainland due to tidal waters.

3. On the train journey to the house Kipps meets Samuel Daily a local landowner. They
talk about the nature of his visit. On hearing about Alice’s funeral and Kipps intention
to attend, Daily suggests that Kipps is likely to be the only person in attendance.

4. Kipps attends Alice’s funeral along with Alice Drablow’s agent Mr Jerome. Whilst
there, he sees a woman dressed in black and a group of children staring silently
towards him.

5. Kipps explains these sightings to Mr Jerome, who becomes visibly distressed by this,
but claims he himself has not seen them. Kipps does not believe him.

6. Kipps manages to get a Mr Keckwick to drive him across the marshes to Eel Marsh
House and collect him again before the high tide cuts the road off back to Crythin
Gifford. They travel in silence. The house is a remote grey gothic building with

overgrown gardens and sits open to the elements.
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Once inside Crythin Gifford, Kipps ploughs through Alice’s paperwork but realises
that it will take him much longer to sort out than he originally thought. He goes out to

meet Keckwick to inform him that he will stay at the house for the night.

. Kipps explores the house and finds a locked room with no key.

Outside, it is foggy and Kipps can hear the sound of a pony and trap followed by the
cries of a child screaming. Terrified, he ventures out to try and help. The sounds of the
child disappear. Unsettled by this, Kipps makes his way back inside, but before he
reaches the house, he is met by Keckwick and returns to the village.

It becomes clear to Kipps that no one in the village is willing to help him clear the
Drablow estate, so he again decides to stay the night at Eel Marsh House. Samuel
Daily offers to lend him his dog Spider for company.

During the night at Eel Marsh House, Kipps hears a series of unexplainable knocks
and bumps, all of which appear to be coming from the locked room on the first floor.
The following evening in the house, whilst sorting through papers and letters, Kipps
hears the sounds again. He is terrified and goes outside into the grounds. Once again,
he can hear the cries of a child and the distress of a pony and trap.

Kipps returns to the house where the door to the once locked room is flung open. The
room is a nursery and it is filled with mechanical toys and a rocking chair which is
rocking forward and back. There is no one sitting in it.

Kipps is terrified. He runs downstairs to the front door where upon he is greeted by
Mr Daily who has arrived at the house early, claiming he is concerned for his friend.
Daily drives Kipps back across the causeway to the village. On route Daily tells Kipps
about Alice’s sister Jennet Humfrye, whose child it was that died on the marshes.
Daily also informs him that whenever The Woman in Black is sighted in the village a

child dies in dreadful circumstances.
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Shortly after this, Kipps falls ill with a fever and is cared for by Samuel Daily and his
wife Elizabeth. During his fever bouts, The Woman in Black haunts him, appearing at
the foot of his bed.

Once Kipps has regained his strength, his fiancée Stella arrives and takes Kipps back
to London.

Kipps experiences great relief that no new reported sightings of The Woman in Black
have been made, and that no more children have died.

Kipps and Stella marry and soon after have a son who they call Joseph.

The family remain content and Joseph grows into a healthy child.

Some years later, in a nearby park, Joseph asks that he and his mother take a ride on a
pony and trap. Kipps watches them ride away and then catches sight of The Woman in
Black. She steps out in front of the pony, and the trap crashes into a tree. Both Stella
and Joseph are killed in the accident.

Here the flashback ends and Kipps finishes his story by telling the reader about his

sighting of Jennet Humfrye, claiming that she has found her revenge.
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Appendix 2.

A plot summary of The Woman in Black - Film written by Jane Goldman (2012)

1. The story begins with three girls playing with their dolls in the attic of their house in
Crythin Gifford. They appear to have become entranced by something the audience
cannot see. One of them drops a teacup which smashes on to the ground. They stand
on the heads of their porcelain dolls as they make their way to three full-length
windows. They open the windows and jump to their death.

2. Arthur Kipps is in his bedroom in London and clearly distraught. He holds a razor
blade against his throat as he stares into a mirror. His stare is broken by the sound of
his son Joseph calling him from another room.

3. Kipps is going away on business and his son has made him a picture diary of the days
he will be away. It is Tuesday, and he tells the nursemaid to bring Joseph to him in the
village of Crythin Gifford on Friday of the same week.

4. Kipps goes to his office where his employer Mr Bentley is clearly unhappy with
Kipps performance at work. He informs Kipps that his trip to Crythin Gifford to sort
out the estate of Mr Alice Drablow is his last chance to prove himself.

5. Kipps takes the train to the village and falls asleep on the journey.

6. Flashback to the birth of Joseph. Kipps is handed the child but is informed of the
death of his wife Stella during childbirth.

7. Flashback ends. Kipps believes he has missed his station but Mr Samuel Daily, who is
sitting opposite him, informs him that he has not. It is raining heavily so Daily offers
to take Kipps to the village lodgings where he will be staying. He also asks Kipps to

join him and his wife for dinner at a later date.
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. At the lodgings the publican tells Kipps that there is no room for him, but the

publican’s wife arrives and suggests that Kipps takes the attic. This is the same room
that the three girls (their daughters) took their lives.

The following day, Kipps walks through the village to meet Mr Jerome, the agent for
Alice Drablow’s estate. On route, Kipps passes a young girl by some railings. She
stares as he walks past.

Kipps meets Jerome and it is clear that Jerome wants the matter of the Drablow estate
dealt with quickly. He tries to discourage Kipps from visiting Eel Marsh.

Kipps has to pay a reluctant Mr Keckwick a pricey six shillings to take him across the
Nine Lives Causeway to Eel Marsh House. During the journey, Keckwick is silent.
They pass a cross stuck in the mud. Keckwick informs Kipps that he needs to be
ready before the tide comes in, otherwise he will be trapped at Eel Marsh House.

Eel Marsh House is cold and imposing and the gardens are overgrown. There are
gravestones and statues along the pathway and the gates are hanging off their hinges.
Inside the house, Kipps is shocked by the level of paperwork left for him to deal with.
He walks to the kitchen and turns on the tap. Brown acrid water spurts out into the
sink. In wide shot, the audience see the shadow of The Woman in Black behind him.
Kipps finds cards and letters amongst the papers, including a death certificate for
Nathaniel Drablow aged 7. These are shown as a close up shot to camera. The papers
reveal that the child’s body was never recovered. Triggered by the death of the young
boy, Kipps takes Joseph’s picture diary from his bag and examines it.

Kipps explores the house and finds an injured fledgling, having fallen from its nest in
the fireplace. He returns the bird to its nest and a crow flies up startling Kipps.

Kipps looks from the window and sees The Woman in Black in the grounds to the

house. He goes outside to investigate.
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It is foggy and he hears the cries of a young boy and a pony and trap in distress.

. Flashback. We see a woman and child in a pony and trap and they are stuck in the

mud. Kipps continues to hear their cries throughout the visual flashback. Flashback
ends. Suddenly Keckwick arrives to take Kipps back to the village.

Back at the village Kipps visits the local police station and tells them what he has
experienced. The police officer informs Kipps about Nathaniel’s death, but explains
that it took place some time ago.

Whilst the police officer leaves the room, two young boys bring in their sister telling
Kipps that she has swallowed some lime. Kipps calls for help but the girl starts to spit
out blood.

The next sequence is outside the girl’s house and she is dead, being carried outside by
her father.

Back at his lodgings the publican’s wife learns that Kipps has a son and urges him to
go home. He tells her that he cannot because he might lose his job.

Kipps visits Daily’s house for dinner. Daily tells Kipps not to tell his wife Elizabeth
about the incident with the child and the lime. Elizabeth asks that her twins be brought
in and they are two small dogs who she treats as children. Suddenly Elizabeth’s voice
changes and she starts stabbing an image into the table. The image shows a person
hanging themselves. The audience learns that the Daily’s son was on the beach with a
friend and got caught by the tide. A photo on the sideboard shows a shadowy woman
looking out as two boys wade into the sea.

The following day Daily takes Kipps back to the village to find Jerome. Jerome is not
in his home but Kipps thinks he sees a shadow move swiftly down some stairs so he

follows. He comes to a room and peers in through a peep hole. At first the room
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appears empty, then Kipps sees a dark shadow cross before him. He looks again and
this time, Jerome’s daughter is staring back at him, screaming at him to leave.
Outside there is a protest of villagers who are also asking Kipps to leave. Daily
ploughs through the crowd in his car and takes Kipps back to Eel Marsh. Kipps tells
Daily he will stay overnight and Daily leaves him his dog spider for company.

Inside Eel Mash, Kipps returns to the papers. He hears a rattle noise from upstairs and
goes to investigate. Inside a room he finds a box with Nathaniel’s name on it. He
opens it and finds birthday cards. He looks under the bed and as he looks up, he sees a
handprint on the glass of the bathroom door. He goes to investigate but finds nothing
inside.

Downstairs he returns to Alice’s papers. He finds a photo of Alice and Charles
Drablow with Nathaniel. Other papers have red writing scrawled across them, saying
‘She will haunt you to the grave.” Kipps takes a walk outside and stumbles across the
grave of Nathaniel, who died Oct 18™ 1889. The inscription says that Jennet’s sister
Alice and her husband Charles are his parents. Kipps also finds a grave for Jennet
Humfrye.

Kipps returns to the house and looks up. He sees The Woman in Black at a bedroom
window. He rushes to the room and there is no one there. He then stares out of the
window where the audience sees the image of The Woman in Black behind him.
Back downstairs Kipps finds some letters from Jennet. We learn that Nathaniel is the
biological son of Jennet Humfrye and Charles Drablow. Kipps holds up a family
photo of Charles, Alice and Nathaniel. The audience is led to believe that Alice
believed her sister to be mentally unstable and incapable of raising a child. Charles

and Alice therefore adopted Nathaniel.
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As Kipps reads Jennet’s letters, her writing becomes more and more erratic and
scribbly as her feelings about the adoption and Nathaniel’s subsequent death become
apparent. It is clear that Jennet blames Alice for Nathaniel’s death.

Kipps then finds the death certificate for Jennet and the cause of death is hanging.
Again, the viewer can see the shadow of The Woman in Black from behind Kipps
shoulder.

Kipps falls asleep and The Woman in Black slowly approaches him from behind.
The camera cuts to a toy monkey covering its mouth. Kipps awakes and again picks
up the same photo of Alice, Charles and Nathaniel. This time Charles and Alice have

their eyes scratched out.

. Kipps hears rocking noises from above. He goes to investigate. He tries to enter the

room where the noise is located, but it is locked. He fetches an axe and returns but
this time the door is open and a rocking chairs rocks fiercely before suddenly
stopping. Kipps notices a torn piece of wallpaper and starts to rip it away. There is
writing on the wall saying, ‘you could have saved him’.

Kipps looks out of the window and sees a boy covered in mud raise from the cross on
the marsh. A handprint appears on the window and the face of The Woman in Black
screams through the window pane.

Kipps goes outside to investigate. He sees the ghostly bodies of children staring at
him through the storm. Their gruesome faces are illuminated by the lightening.
Returning inside he notices muddy footprints on the floor and follows them upstairs to
the nursery. Inside Kipps witnesses a flash of Jennet Humfrys hanging herself by the
window. He turns away quickly and the muddy face of Nathaniel screams at him. The
Woman in Black is then seen at the end of a long corridor. Kipps momentarily pauses

and then hears a loud knocking at the front door. Kipps runs downstairs to answer it.
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39. It is Mr Daily who has come to take him back to the village.

40. In the village there is a fire at Jerome’s home. Jerome’s daughter Lucy is trapped
inside. Kipps enters and tries to save her but she is holding an oil lamp and
deliberately drops it setting herself alight. The Woman in Black is once again in the
room.

41. Kipps goes back to the Daily house. He meets Elizabeth at the family memorial. They
are enjoying normal conversation and then her voice suddenly changes to that of her
son. She tells him that The Woman in Black forces the children to kill themselves.

42. Here, there are multiple Flashback’s in sequence:

a. Daily’s sons’ death.
b. The death of the three sisters.

c. The death of the girl who had swallowed lime.

In all instances The Woman in Black is present. Then the flashback ends. Elizabeth
suddenly starts carving an image of a boy standing by a train, onto the memorial. Kipps
thinks it is his son and rushes to tell the nursemaid not to bring Joseph to the village.

Daily takes Kipps to the post office to send a telegram but it is closed.

43. Kipps tells Daily that they must find Nathaniel’s body and lay him and The Woman in
Black to rest.

44. Both Kipps and Daily try to retrieve Nathaniel’s body from the marshes. It is dark and
the only light is coming from the headlights of Daily’s car, which is being used to
lynch the pony and trap and Nathaniel’s body from the marsh mud.

45. Kipps brings Nathaniel’s body back to the nursery and lays him out on the bed
surrounded by his belongings.

46. Downstairs Daily waits and hears the voice of his own deceased son. He sees a

shadow which he believes to be his son and follows him to a room which locks behind
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them. Daily looks out through the window and The Woman in Black screams at him
from the other side of the glass.

47. Upstairs, along the landing the shadow of The Woman in Black lurks in the dark
recesses. Slowly the shadow approaches until it is in the room with Kipps. Suddenly it
screams as it passes through him towards Nathaniel laying on the bed.

48. Kipps and Daily, bury Nathaniel with his mother out in the grounds. They believe the
curse has ended.

49. Kipps goes to the station to meet his son Joseph with the intension of turning them
round and heading straight back to London. Kipps says goodbye to Daily and
momentarily lets’ go of Joseph’s hand. Kipps turns and sees The Woman in Black.
Kipps looks for his son and see’s Joseph walking onto the train track in front of a
train. Kipps jumps down to save him but they are both killed.

50. Daily looks through the carriages of the train as it passes and sees The Woman in
Black and the ghostly dead children from the village staring back at him.

51. Kipps then rises from the track and realises that he and his son are dead. He sees his
wife Stella approaching on the track. They are reunited at last.

52. A final shot of The Woman in Black.
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Appendix 3.

A Plot Summary of The Woman in Black - Stage Play written by Stephen Mallatratt

(1987)

Act 1.

1.

The set is a Victorian theatre. Arthur Kipps is reading an excerpt from a play which
tells his own story out loud.

A young actor, who has been employed by Kipps to help dramatize the story, appears
on stage. This actor is very critical of the way Kipps is delivering the lines. There is
also a sense that Kipps is uneasy about revisiting this story. Kipps addresses the
audience and tells them, ‘...my piece of mind was about to be disturbed and
memories awakened that I thought forever dead.’ (pg4).

An on-stage argument ensues between ‘Kipps’ and ‘The Actor’, where it is agreed that
Kipps will now take on the roles of the narrator and all the other characters in his
story, whilst ‘The Actor’ will play young Kipps. From this point the play within a play
begins. ‘Real Kipps’ becomes ‘The Actor’ and ‘The Actor’ becomes ‘Real Kipps’.

At this locus, the play switches from present day to flashback. Real Kipps takes on
the role of Mr Bentley. In this character role he tells Kipps of the death of Mrs
Drablow, an elderly recluse who lives in the village of Crythin Gifford. Kipps learns
that he is to settle her estate and sort through her papers. Kipps is told she has no
children and that she lives alone.

Kipps leaves a note for his fiancée Stella, advising her that he will be working away
for a few days.

Kipps and The Actor momentarily slip out of flashback to discuss how they will stage

the next scenes of the story. Once this has been agreed, they return to Kipps story.
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The set now represents a train carriage. Kipps meets Mr Daily a local landowner who
was known to the deceased, Mrs Drablow. They discuss the weather over the marshes
and the dangerous sea frets which might hinder Kipps visit to the Drablow house.
Daily asks if Kipps is going to the funeral. Daily informs him that he himself will be
in attendance, but that he is likely to be the only one there. Kipps then makes Daily

aware that he will only be in the village for a few days.

. Daily agrees to take Kipps to a local Inn where he will stay the night. Kipps addresses

the audience and tells them about Alice Drablow, Eel Marsh house and the eerie
marshes, moaning winds and sudden fogs. He says about Alice, ‘...any poor old
woman might be looked at askance,; once upon a time, after all, she would have been
branded as a witch...” (pg 17)

Once again, the flashback ends and there is a pause in Kipps story. The Actor and
Kipps, discuss both the acting style and performance of the previous scene and also
how they will approach the delivery of the next one. At this point the audience learn
that The Actor has a daughter aged four.

The scene returns back to Kipps story. It is now the next morning. The real Kipps
takes on the role of Mr Horatio Jerome, an agent working for Mrs Drablow. Both the
actor playing Kipps and Jerome attend the funeral of Alice Drablow together.

At the funeral, the actor playing Kipps talks about being the subject of scrutiny and
sees The Woman in Black. She appears to be suffering from a terrible wasting disease.
There is an off-stage voice-over narrated by the Priest, who is conducting the service.
It is important to note that at this stage the audience sense that, The Woman in Black
can be seen by themselves and the actor playing Kipps, but not by the real Kipps who

has now taking on the role of Jerome.
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This is then confirmed in a moment ‘out of story’ when Kipps asks Jerome if saw her
and Jerome denies it. Jerome is now visibly uneasy and appears in some hurry to
leave the stage, suggesting that Kipps goes with him. However, the actor playing
Kipps finds this situation exciting and describes it as a ‘coup de theatre’. He believes
the real Kipps has in fact organised for a female actor to play The Woman in Black to
enhance the script.

Jerome and Kipps return to retelling Kipps story. They are now in an Inn. Jerome and
Kipps return to the Inn and Jerome informs Kipps that he will be taken to Eel Marsh
House by a local man called Mr Keckwick.

Keckwick arrives shortly afterwards and takes Kipps to the house on an old pony and
trap.

Real Kipps narrates a description of Eel Marsh House. Whilst he is speaking, the
sudden harsh cry of a bird startles him.

The scene now represents the grounds of Eel Marsh house. Kipps walks through the
grounds where he encounters some gravestones. The Woman in Black appears ahead
of him. (Again, the actor playing Kipps can see her on stage but real Kipps cannot).
She stands briefly staring at him before slipping away. Kipps chases after her but she
is gone.

Kipps rushes back to the house. The front door slams behind him. Unnerved by his
experience he is keen to sorts through Mrs Drablow’s papers so he can return home.
He is shocked to see the volume of papers that need attention. Kipps takes a moment
to address the audience and tells them, ‘I did not believe in ghosts’ pg 27. He then

tries to rationalise what he has seen.
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Whilst waiting for Keckwick to collect him, Kipps notices that a thick fog has
descended on the causeway and he realises that he is becoming cut off from the
mainland.

He attempts to cross the marshes on foot but is set back by the thick fog. Unable to
see clearly, he turns and return to the house. Then he hears what appears to be a pony
and trap in difficulty. Thinking it to be Keckwick in danger, he turns around again and
heads back into the fog. He hears the cries of a child and a woman along with a pony
and trap in some distress. They appear to have sunken into the marshes. Unable to
help them and believing them all to be drowned he returns to the house in shock.
Constrained by the fog, he begins to explore the upstairs rooms. One door is locked.
He tries to open it and becomes frustrated when it will not budge.

Shortly after, Keckwick returns to the house to collect him. Kipps tells him about the
haunting noises and that he feared that Keckwick had drowned in the marshes.
Keckwick does not reply.

Kipps addresses the audience via an uneasy soliloquy. He tells them that he believes

the events that occurred in the house that day, were the happenings of the dead.

Back in the village, Kipps requests the help of Jerome and encourages him to
accompany him back to Eel Marsh House to settle the estate. Jerome is horrified at
this prospect and insists that no one from the village would be happy to accompany
him to Eel Marsh. Kipps confronts Jerome about the sighting of The Woman in Black
at the funeral, Jerome now admits that he had seen her.

This leads to the characters momentarily stepping out of the re-enactment of Kipps

story. The actor playing Kipps is visibly startled by real Kipps’ terrified state as he
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recalls this part of his story. He asks him if they should continue. Real Kipps tells him
that they must.

Returning to the story, Real Kipps becomes Mr Daily’s character. Kipps meets Mr
Daily and informs him of the events at Eel Marsh. He explains that although he has
seen The Woman in Black with the wasted face, he must return to Eel Marsh House to
settle the paperwork. Daily recognises Kipps concerns and invites Kipps to join him
and his wife for dinner. He also tells Kipps he should take his dog Spider for
company.

The following morning Kipps cycles back to Eel Marsh House. He continues to sort
through Alice’s paperwork. The work becomes tedious so he explores the grounds
and graves. He can only decipher part of the wording on the graves so returns inside.
Kipps continues to sort through Alice’s papers but is startled when a door suddenly
slams. He is shocked, but dismisses it and continues to work until late into the night
before retiring to bed.

Whilst in bed he is awoken by Spider. Kipps hears a strange knocking sound from the
locked room. He doesn’t have the courage to try the door so returns to bed.
Everything appears to settle down.

Then from the grounds outside he hears the cries of the child again. He peers through
the window but there is nothing to be seen.

He decides to try the closed door again. It is still locked so he returns to his bedroom.
The following morning Kipps cycles back to the village for provisions. Spider runs
behind him. Kipps is given a letter from his wife Stella. She tells him that she is
missing him, but is proud of his accomplishments.

Kipps then cycles back to Eel Marsh and settles again to sort out the paperwork.
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The following day, Kipps comes across a series of letters between Mrs Drablow and a
woman known as Jennet Humfrye, who is unmarried woman with a child. It appears
that Jennet has been sent away to Scotland by her family. The correspondence
indicates that family pressure forced Jennet to offer her son up for adoption. As Kipps
narrates the scene, the voice of a young woman is heard. The voice belongs to Jennet,
who we learn is Alice’s sister. Jennet’s resistance to the adoption is apparent. Pressure
is placed on Jennet and reluctantly, she gives her child to Alice Drablow and her
husband Morgan Thomas Drablow.

Kipps is startled by a sudden rhythmic thudding sound. This is accompanied by the
resonating clap of hooves, as well as the distressed neighs of a pony sinking in the
marshes. The distress of the pony is followed by the chocking screams of a child.
Kipps investigates but cannot see anyone around. He is suddenly drawn to the closed
door again which slowly opens. The room is a nursery and inside there is a rocking
chair rocking on its own volition. Kips watches it as it slows down and stops.

The toys and furniture inside the room are neat and beautifully made. There are
monkeys and musical boxes, toy soldiers and farm animals. There is nothing in the
room to suggest fear or harm.

Suddenly a wind rises and before long it is roaring around the house. The child’s cry
is heard again. The lights go out and Kipps switches on his torch. He stumbles in the
mayhem and breaks the torch.

From outside the house someone whistles for Spider. Kipps calls him back but Spider
is keen to follow the sound.

A sighting of The Woman in Black can be seen in low light smashing up the furniture

and toys in the nursery.
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Kipps runs outside to look for Spider and finds the dog drowning in the marsh mud.
Kipps manages to save Spider just before his head sinks under the mud.

Kipps lies in the mud and looks up to see The Woman in Black looking down at him.
He stares in fear then screams. The sounds of a pony and trap approaching are heard
and Kipps collapses.

Real Kipps now becomes Mr Daily. He has arrived on a pony and trap. Daily calms
him and Kipps goes inside the house to collect his things.

He is about to go downstairs when he sees the nursery door open. The room is now in
a terrible state of chaos with toys and objects strewn over the floor. An empty rocking
chair, rocks to and fro as if it has just been left.

Daily takes Kipps back to his home. Whilst there he sifts through some of the papers
which he has brought with him.

The audience learn that Nathaniel, Jennet’s son, died aged six by drowning on the
Causeway and that his nursemaid Rose Judd also drowned. From the paperwork, the
audience also learn that Jennet Eliza Humfrye (spinster) died aged thirty-six from

heart failure.

. In conversation between Daily and Kipps, Kipps learns that Jennet returned to Crythin

Gifford, unable to be parted from her child. Reluctantly, Alice Drablow gave access
for Jennet to spend time with her son, but that she must not tell him that she is his real
mother. A strong bond is made between son and mother and Jennet plans to run away
with Nathaniel.

Before this planned escape Nathaniel, his nursemaid, and his dog are taken out for a
ride in the pony and trap belonging to Keckwick’s father. A thick fog descends on the

causeway and the party became stuck in the muddy marshland. Their pony and trap
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sink into the mire and they all drown. Jennet watches this scene from her window at
Eel Marsh House.

Consumed with grief, Jennet contracts a wasting disease and dies.

Daily tells Kipps that her wasting illness meant that the children of the village were
always frightened of Jennet. It was also believed that whenever The Woman in Black
was seen, a child dies. ‘In some violent or dreadful circumstance, a child has died.’
(pg 48)

Kipps is shocked by what he has learned and becomes delirious. In his delirium he
plays through the terrifying events he has witnessed. There are momentary glimpses
of The Woman in Black.

Once he is well, Kipps returns to London and marries his fiancée Stella, before having
a son of his own.

Sometime later, Kipps Stella and Joseph their son, are relaxing in a park, The scene is
sunny and joyous and Stella and Joseph, go on a pony and trap ride at a fair.

Arthur sees The Woman in Black, step out in front of the pony and Joseph is thrown
from the trap, hitting a tree and killing him instantly.

Stella, Kipps wife, dies ten months later from the injuries she received in the accident.
Kipps and the young actor step out of role, thus ending the Flashback. They have now

come to end of their rehearsal and sit down to reflect on the story.

. The Actor wonders if his performance in the play will exorcize the spirit of The

Woman in Black.

The Actor asks about the pale young lady with the wasted face who had been playing
The Woman in Black throughout their rehearsal.

Terrified, real Kipps tells him that no one else has been present in the theatre. A look

of horror is exchanged and the theatre is placed in black-out.
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CAST LIST:

JOSEPH KYRIACOU - Greek/Irish, 29, middle-class clothing.
DETECTIVE INSPECTOR ALBERT BANNERMAN - 42, smart professional.
DR MARTHA HEWSON - 28, middle class.

DETECTIVE SERGEANT REGGIE BROWN - 30, upper working class.
HARRY GITTINS - 35 newspaper reporter.

NANCY BANNERMAN - 36, wife of Bannerman.

MATTHEW JONES - 24, ex-con.

LIZZIE - 58, madam in a brothel. Also plays the parts of
Kyriacou’s victims.



ACT I

JOSEPH:

JOSEPH:

(whistles)
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SCENE 1

Year:1898 - Home of JOSEPH KYRIACOU

Sound of heavy rain.

Set: Inside a canal barge. The set 1is
split into two sections separated by a
curtain. It is dimly 1it. Section one has
a stove, chair, cabin bed, cabin kitchen,
small table, candles, washing area with
bowl and jug and an orrery. Section two 1is
a makeshift operating theatre which
includes a mortuary table, bucket, mop, a
large jug, washing bowl, towels, a
hairbrush, pots of coloured paint, a small
paintbrush. The body of an UNCLOTHED WOMAN
lays on the table. Hanging from a rail
above the body is a large saw, chisel,
hammer, mallet and butchers’ cleaver.

JOSEPH (identity hidden) and the UNCLOTHED
WOMAN are in shadow.

Ring o’ ring o’ roses.

JOSEPH exchanges his smart coat for a
brown over jacket. He pours water from a
jug into a bowl and washes and dries his
hands methodically. He brushes the hair of
the cadaver.

(continues to whistle) Ring o’ ring o’ roses.

JOSEPH takes a cloth from the table, dips
it into the water bowl and wipes the face
neck, arms, legs, and feet of the body. He
paints an image on the forehead of the
cadaver, a 1 on the head, 2 on the torso,
3 on the left arm, 4 on the right arm, 5
on the pelvis, six on the left leg, and 7
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on the right leg. He selects a large
cleaver from the hanging rail and places
it on the neck of the body before 1ifting
it aloft.

Lights Down.
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SCENE 2.

A decapitated head is covered by a blood-
stained sheet.

DETECTIVE INSPECTOR BANNERMAN and DR
MARTHA HEWSON are standing over it.
BANNERMAN 1is smoking a pipe.

Enter DETECTIVE SERGEANT REGGIE BROWN.

Bannerman 1lifts the sheet (the audience
cannot see what 1s underneath).

Jesus Holy Christ!
Where have you been?

Only just got the message. Have they found the rest
of her?

Bannerman replaces the sheet and takes a
pencil and notebook from his pocket. He
appears to be taking notes.

Left arm and hand near The Globe in Bradley,
buttocks and pelvis by the Sanna, and right leg and
foot near Hansell’s brewery.

They’ve also recovered a torso from outside the
grocers on Mill Lane.

Tipton? All found this morning?
First one at 4:0bam.

He’s scattered her all over the bloody Black
Country.

We’ re not sure the body parts are from the same
woman.

There’s two?

Skin colour on the head doesn’t match what the
officers found on the other limbs.

Decomposition?
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MARTHA : The decapitation is fresh. The other victim has
darker body hair.

REGGIE: What’s this on her forehead?

Bannerman kneels to look closer. He wipes
mud from the victim’s forehead.

BANNERMAN: An arrowhead?

MARTHA:: It’s a pyramid, look you can see the square base.
There’s writing along the hairline. It’s difficult
to make out but it looks like Alice or Ali.

REGGIE: Her name?
MARTHA : No. The head belongs to Irene Grinsell.
REGGIE: How do you know?

BANNERMAN: She’s one of Lizzie’s girls.

REGGIE: From the brothel?

MARTHA: I make regular visits there to check on the women's
health.

REGGIE: Has Lizzie been told?

MARTHA: Not yet. There’s something else. Look here (l1ifts

the sheet again) the marks around her neck are
clean. I’'d say our attacker had a practiced hand.
He knew what he was doing.

REGGIE: We’re looking for a surgeon?

MARTHA: Possibly. More likely a skilled butcher or knacker.

REGGIE: And there was nothing else? How about on the other
limbs?

Reggie crouches down. A hip flask drops
from his pocket. BANNERMAN picks it up,
holds it aloft, stares at REGGIE and puts
it in his own pocket.

MARTHA: They’re all numbered.
REGGIE: Numbered?
MARTHA : Look here on her neck. The number one. The other

limbs were also numbered 2, 4, 5, not all in black
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ink. The torso and pelvic area were written in red
paint.

There’s also a branded symbol on the sole of the
foot. Bobbies from Tipton said it smelt like it had
been seared on with a hot iron.

What kind of symbol?

We’ re not sure. They’re sending over photos.

I can’t have that bastard loose ‘round ‘ere.
Reggie, I want a list of all the surgeons,
butchers, knackers and any other bugger who knows
how to use a knife. Get the lads to speak to all
the blacksmiths from Bradley to Dudley, wider if
you can. I want the other stations involved.

Shall I head over to the brothel, see if they’ve
had any suspicious punters recently?

Could you do that Dr Hewson?

Of course.

MARTHA wraps the head in the sheet and
hands it to REGGIE.

What the..
Can you get this over to the infirmary, please?

REGGIE holds the head at arm’s length.

Exit MARTHA.

What’s she doing here?

I asked her to take a look at the remains.
You going to be leading the investigation?
Where were you?

Sorry, I had a bit of a late night.

Doing what?

Nothing to bother you about.
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BANNERMAN: How do you think it looks, turning up late again
and this? (Takes the hip flask out of his pocket).

REGGIE: (thrusts the decapitated head towards Bannerman)
We’re doing this now?

BANNERMAN: I told you, she’s starting to get suspicious.
REGGIE: Then tell her.
BANNERMAN: You know that’s not an option.

REGGIE: I'm not going to hang about in this shit hole
forever you know.

BANNERMAN: Is that a threat? You’d be out on your arse if it
wasn’t for me. You only have this job because..

REGGIE: Go on...

BANNERMAN: You’re becoming a loose cannon, Reggie. Just
remember who’s in charge here.
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SCENE 3

Split scene: Brothel/BANNERMAN’s office.

Brothel: chaise longue, chair, desk, a
bottle of whiskey and two glasses, a box
of cigarettes.

BANNERMAN’S office: blackboard, large
desk, phone, paper, ink pen and well,
trays of documents, low table, leather
sofa and chair.

Lights up on Brothel.

LIZZIE is sitting at her desk smoking.

Enter MARTHA.

You don’t have to tell me, I heard.
I'm so sorry Lizzie.

Who’d do this?

The police are making inquiries.
Don’t want ‘em ‘round ‘ere!

That’s why I’ve come. Drink? (Martha fills two
glasses with whiskey) How have the others taken it?

Sent a tremor through the place.
Any idea where Irene was going?

Girls reckon she popped out to see someone. A
friend she knew from way back. I still can’t
believe it.

A male friend?

Wench called Anya. They were at the workhouse
together when they were nippers. (takes a drink)
What must she have gone through? Poor bugger.

This friend local?
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Think so.
And you didn’t notice Irene hadn’t returned?

We were busy last night. Payday at the Steel Works.
I could kick myself. Should have realised she was
missing. She never lets me down.

(tries to console Lizzie by embracing her)

(pulls back and moves away from Martha) Do you
think she suffered?

(looks down)

What am I saying? Of course she bloody suffered!
Evil bastard! How can anyone do such a thing?

Can you think of anyone who would want to harm her?
Not Irene. Customers loved her. We all did.
Any unsavoury characters?

You know how it is, mostly regulars apart from a
few passing through the works.

I'11l need to speak to the girls.
They don’t know any more than me.

Still.

LIZZIE opens a cigarette box on the table.

MARTHA takes one.

She was planning on packing it all in. Been putting
money aside. Wanted to get a place of her own. Find
a job in a shop. Talked of starting a family one
day. I can’t bear it.

(takes a swig of whiskey) He’s done this before
Lizzie. The body parts they found, they weren’t all
Irene’s.

Lord preserve us. How many do you think?

It’s hard to say, but there’s a really good chance
he will do this again. You need to keep them safe
Lizzie. Until he’s caught.

Always have up until now.

And you’ll tell the girls to keep their wits about
them?
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If I catch the bastard I’'1l1 cut off his balls and
feed them to the dogs.

Let’s hope he’s in custody before you get the
chance (MARTHA lights a cigarette and hands it to
Lizzie then lights one for herself).

Why you so involved in this anyway?

(takes a long drag) Inspector Bannerman asked me to
join him. They haven’t replaced their pathologist
yet. I'm the only doctor locally who’s had this
kind of experience.

Not a job for a lady really, is it?

Changing times Lizzie.

Lights down on brothel.

Lights up on BANNERMAN’S office.

BANNERMAN AND REGGIE are standing by a
blackboard showing details of the crime:
photos, names, times, and locations. A
large map of the area is pinned on another
board.

We’ve been working through the list of butchers and
knacker yards. Nothing as yet.

(BANNERMAN leans in to smell REGGIE’s breath)
Drinking again??

For fuck’s sake, give it a rest will you!

What’s going on Reggie? Boozing, gambling, looking
like shit. You’re supposed to be professional.

Yeah, well we’re not always what we seem.
Keep your voice down.
Why’s that then hey?

Because you’re on a path of self-destruction and
I’'m not going down there with you.

Have you any idea what this is like?

We both knew what we signing up for.
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That’s the thing, we’re not signed up for anything.
Nothing is keeping me here.

What do you want me to say?

Phone rings.

Yes? Five minutes? Send her in when she gets here.
Who?

I shouldn’t have started this in here. It isn’t the

place.
Come on you’ve obviously got something to say.

I said not here. We need to focus on the case.
(puts tobacco in his pipe) The head. It belongs to
nineteen-year-old Irene Grinsell. Local girl. Born
in Moxley. Both parents are dead. Mother had
consumption and father fell through the roof at the
glassworks. Killed outright. She’s been working in
the brothel ever since.

Lizzie told you this?

Dr Hewson managed to prize it from her.

Co-operation from Lizzie? Christ she must be
spooked.

Course she is.
mortuary.

One of her girls is in bits in the

When was Irene last seen?

2 pm Friday.

Surely she’d be missed?

Said she had some errands to run.

And the tarts were off their tits on opium. Too
busy looking at the ceiling with their legs in the
air.

Knock at the door.
Enter MARTHA.

(annoyed) Dr Hewson?
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I thought Martha’s connection to the brothel could
be useful.

I think we can manage Sir.

That may be so Sergeant Brown but you’ve spent the
past four years trying to close Lizzie’s
establishment and they’re far more likely to talk
to me than any member of your force. (beat) Lizzie
believes Irene was meeting a friend, Anya. Irene
was helping her get back on her feet. She was
hoping Lizzie would take her in.

Another prossie?

(annoyed, shakes head) Lizzie was supposed to meet
with them later in The Globe public house.

That’s where one of the body parts was found. Does
Anya have any family?

I’m sure the workhouse will keep records.
Get yourself down there Reggie.

I'm going with him. I have some calls to make at
the workhouse infirmary. I’'ve compiled a list of
surgeons and doctors in the region. I’ve handed it
to Elsie for your officers to follow up. Good day,
Inspector.

As MARTHA and REGGIE are exiting NANCY
BANNERMAN enters.

Mrs Bannerman.

That’s very formal Reggie. I’ve told you, call me
Nancy.

(air-kisses MARTHA) Is he in a good mood?
There’s been a murder.
Good heavens. Where?

Not entirely sure where it happened. The body has
been moved.

Do you have a suspect?
Early days.

Well, I’'d better not keep you. Good day to you
both.
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Exit REGGIE.

(grabs MARTHA’S arm) Are you free later?

I'1ll be at the infirmary but yes. (concerned) Is

everything alright?

(looks down)

Exit MARTHA.

Nancy, what are you doing here?

NANCY takes off her hat and gloves and kisses
BANNERMAN’S head.

I'm allowed to visit my husband, aren’t I?

Shall I organise some tea?

That won’t be necessary, this is a fleeting visit.
I called in on Margaret to finalise the details for
the charity auction. I didn’t stay. She had a

gentleman caller. 0dd fellow. You know, I’m not
sure that sergeant of yours likes me. At best I get

a cursory nod (picks up a paperweight from desk).
I wouldn’t worry, he’s like it with everyone.

Remind me again why you brought him with you from
London?

(takes paperweight off Nancy) He’s a good police
officer.

He’s rude and arrogant.
He gets the job done.

(picks up a file from the desk and flicks through
it) Martha says there’s been a murder.

One of Lizzie’s girls.

How dreadful. Poor woman. (beat) Look I’'ve come to
remind you about dinner at Mother’s tonight. Eight
for eight-thirty. Susan and Harrold will be there
and Auntie Edith is up from Hampshire.

(takes file from Nancy) I don’t think -
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- Don’t do this to me. I’'ve given you ample notice.
It’'s been arranged for weeks.

And I had every intention of coming, but now we
have a murder.

Dinner is at eight o’clock, surely you will be
finished for the evening by then?

I’11 do my best.
Please don’t humiliate me again Albert.
I said I'11l try. Look, I need to get on.

I’ve taken your best suit to be pressed. Mother
wants to make an event of it (kisses BANNERMAN on
his head, puts on hat and gloves).
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ACT I SCENE 4

Split scene: workhouse office and street
outside workhouse.

Lights up on workhouse office.

REGGIE and MARTHA are looking through a
large book of workhouse inmates.

MARTHA:: The matron says Anya’s surname was Lee. (turns the
page) Lake, Lane, Laughton, Laten, Lebonowski, Lee.
Here she is. It says she’s from a gypsy family.
That’s strange, travellers usually look after their
own.

REGGIE: The Lee family are well known ‘round ‘ere. Thieving
bastards most of them. Looks like she’s been in and
out of here for the best part of her life.

MARTHA: Imagine spending your early years, any years for
that matter, in a place like this.

REGGIE: Most of ‘em end up on the streets one way or
another.

MARTHA : The system is broken.

REGGIE: What’s the alternative? At least they get fed. Look

I need to get back to the station.

Lights down on the workhouse office.

Lights up on the street outside the
workhouse.

REGGIE exits the workhouse and enters the
Street.

Enter MATTHEW JONES.

MATTHEW sees REGGIE and turns to exit.
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REGGIE: Oi Jones is that you?

MATTHEW walks away.

REGGIE runs to catch him up.

REGGIE: I'm talking to you.

MATTHEW : I ain't got nothing to say to you.

REGGIE: When did you get out?

MATTHEW: None of your fucking business.

REGGIE: (grabs MATTHEW’S jacket) You’re a scumbag Jones and
that makes you my business.

MATTHEW : Six months ago.

REGGIE: What, you only did two years?

MATTHEW: Two years four months thanks to you.

REGGIE: You’re a pervert Jones. They should have put you

away for good.

MATTHEW: Piss off (makes a run for it).

REGGIE follows him.
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SCENE 5

BANNERMAN’S office. A large clock shows
6.30. On his desk, there is a jug of
water, files, cups, whiskey and a towel.

ENTER REGGIE.

Guess who I’'ve just seen?

Who?

That Welsh bastard Jones.

Matthew?

Slippery bugger ran off towards the canal.
What’s he doing back here?

Didn’t get a chance to ask. How come you’re still
working?

Reading through the statements about Irene.

Thought you had that dinner thing with the Mrs’s
family?

Just finishing off.

Don’t you think you should tell her?
That’s an option, is it?

Better than living a lie.

And get banged up inside?

Makes me sick to my stomach thinking about you two.

I told you that’s never been a part of our
marriage.

Still.

She’s a good woman. Kind. Loving. I wouldn’t want
to do anything to hurt her.

REGGIE pours whiskey.

Steady.
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I need a drink alright? (knocks back his drink and
then drinks BANNERMAN’S) .

(continues to look through the paperwork)
Did you find anything?

Nothing.

Reckon he’s a local bloke?

(shrugs) We’ve got officers from all over the Black
Country doing house-to-house.

And?
Nothing as yet.

Surely a bloke like him would be known to us.
There’s a whole range of nutters ‘round ‘ere. The
Stanelli family, Campbells, Goldbournes, Jones.

No one capable of this kind of thing.
Not even Matthew?

This is next-level stuff. He hasn’t got the brains.
He’s twenty-four now. Maybe he’s upped his game.

Doubtful.

He’s got previous, nicking laudanum from his dad’s
pharmacy, stuffing it in bloke’s drinks and taffin’
their wallets, feeling up barmaids.

Yeah but
mutilate

Jones hasn’t got the stomach to kill and
anyone.

Wouldn’t hurt to pay him a call.
we moved from London for a quieter life.
the buggers have followed us up here.

(beat) I thought
Feels like

Let’s hope that’s not the case.

This feels more sinister though don’t you think?
Close community like this? It’s much harder to
hide.

But they do don’t they? And it’s always the ones
you least expect. You remember that doctor? The
Lambeth poisoner?

Thomas Neil Cream?

That’s him. Held down a respectable job and yet
killed four prostitutes with Strychnine. They
didn’t see that coming. Walked amongst his
neighbours and saw his regular patients.
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(pours another two drinks) And he swung for it.
(beat) Dr Hewson suggested this murderer could have
some medical knowledge.

Maybe. One thing’s for sure, we shouldn’t be fooled
by a shirt and tie.

Isn’t that the truth? (beat) What time is this
dinner tonight?

Eight.
Time to come back to mine?
I can’t.

You sure about that?
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SCENE 6

The Infirmary.

MARTHA drinks tea at her desk. NANCY looks
out of the window.

I don’'t know what to do anymore. He shows no
interest in me or the family.

Was he like this in London?
(joins MARTHA at the table) It’s complicated.

Everyone has rough patches or so I am told. I can
hardly speak from experience.

I fear this is much more than a rough patch.

Being a detective is an extremely demanding career,
especially here in the Black Country. That would
put a strain on any relationship.

(nods)

(Martha pours more tea) I1’d really like to help.
You know you have my confidence.

Did I ever tell you how we met?

Only that it was back in Whitechapel (MARTHA adds
milk to the cup).

I was volunteering at a soup kitchen. It was a
freezing day and more than the usual number of
people were queueing up outside. There was a
skirmish of some kind outside on the street so I
went out to investigate. As I opened the outside
door I was knocked to my feet by one of the
brawling men.

(hands NANCY the cup)

Thank you. Albert just happened to be passing and
grabbed the man by the scruff of the neck and
removed him from the premises.

Goodness'!

I managed to get to my feet just as Albert
returned. He had seen off the man and came back to
check on my well-being.
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Bannerman the hero.

I was glad of his presence. I thanked him for his
kindness and offered him some soup. He became a
regular at the kitchen over the next few weeks.

Biscuit?

(shakes head) I became very fond of him but it took
rather a lot of visits before he plucked up the
courage to ask me out for tea.

I can’t imagine Bannerman being nervous.

He became very attentive, even though he told me he
was heavily involved in a huge case.

That must have been a difficult time.

It was but Albert always found time for me. Sent me
flowers, took me to the theatre.

You do seem content in each other’s company.

Content. What an interesting description of our
relationship.

I'm sorry.. I meant.. you always appear happy
together.. a good fit.

I thought so too.

You hear of people changing after marriage. Was
this the case with Bannerman?

The ground had begun to shift long before that.
And yet you still married?

We had an agreement.

Agreement?

This is not easy to speak of.

I'm sorry, I don’t mean to pry.

(stands and walks towards the window) Our agreement
was a personal one. Medical.

I see. Related to your heart condition?

Partly. As you know I had scarlet fever as a child.
Our doctor back in Whitechapel advised against
children.

Of course, the physical pressure of childbirth.

Albert knew about my situation before we married.
He was very accommodating. He said it was difficult
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to maintain a family life in his profession. We had
an understanding.

There is love though?

We are both very fond of each other. I provide the
stable family setting befitting a respectable
police inspector and I can walk with my head held
high in society.

And is that enough?

I thought it was, but Albert became more distant
just before we left London. The case became very
demanding. He spent long hours at the station.

Is that why you moved back to the Black Country?

In part, although for some years, I had wanted to
return here to be nearer my parents.

That must offer some comfort to you.

I only wish Albert would devote more time to them.
Mother wasn’t happy with our union and his
behaviour of late does little to improve that.

These are challenging times for the police.
Inspector Bannerman and Sergeant Brown make a very
successful team.

I expect that is why Albert asked Reggie to join
him from the Met.

You should speak to him, tell him how you feel.

Maybe. Perhaps a temporary distance between us is
the answer. I'm sorry Martha. I have taken up
enough of your time. I must be making tracks. I
have errands to run before our family dinner
tonight. Mother doesn’t like it if we are late.
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SCENE 7

JOSEPH’S theatre.

JOSEPH’s identity remains in shadow. He 1is
cleaning the operating table with a
scrubbing brush. In some of JOSEPH’S
dialogue, he takes on his mother’s voice.
As he does this, he tries to physically
shake thoughts of her from his head.

16, 25, 34, 43, 52, 61.

(imitates mother’s voice) You forgot the cipher,
Joseph.

(own voice) 0 7, 1 6, 2 5, 34, 4 3, 52, 61, 7 0.
(mother’s voice) Now your tens.

(own voice) 10 60, 20 50, 30 40, 40 30, 50 20, 60
10.

(mother’s voice shouts) You did it again! What
happens when you get it wrong-?

(child’s voice) Please mummy not Hamish. I’'m sorry.

(mother’s voice) Can you see this, Mary Jane? Come
closer. See how he punishes his dog. Don’t hide
girl.beat him.BEAT HIM!

(child’s voice) Mummy, please.
(mother’s voice) Again from the beginning.

(own voice) 0 70, 10 60, 20 50, 30 40, 40 30, 50
20, 60 10, 70 O.

(mother’s voice) Say sorry to Hamish.

(child’s voice) Sorry Hamish.
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SCENE 8

Split stage: BANNERMAN’S office/street
scene

Lights up on BANNERMAN’S office.

The clock shows 8am.

BANNERMAN is working at his desk.

Phone rings.

Inspector Bannerman. Nancy. You are up early. I'm
sorry I stayed at the station all night. Of course
I was alone. And the murder takes precedence. I
don’t know, as long as it takes. (shakes head and
picks up a file) I’'m sure your sister and her
husband will understand. I’'m sorry to hear you are
not feeling well. I know this isn’t the first time.
Well, what do you want me to do? How can I? I'm not
apologising to your mother - I didn’t organise it.
Look why don’t you go and have a lie-down, you know
how you are when you get a migraine. Now you’re
being unreasonable. I can’t and that’s that. Good
idea, I'm sure your mother will be pleased to have
you stay there. Of course I care. I know family is
important Nancy but I have a serious murder to
investigate. That’s your prerogative. Nancy? Nancy?

BANNERMAN slams down the phone, walks to
the window, takes tobacco from a tin in
his pocket, puts it in his pipe, taps his
pocket for his lighter, sees it on the
table and walks over to the table, lights
his pipe, picks up a photo of his wife.

Phone rings.
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Nancy? What? Where? Firkins’ bakery on the high
street? Who found them? Do they have numbers on
them? What colour? Tell him to keep the rats away,
I’1l be down there in twenty minutes.

BANNERMAN slams down the phone, sits back
in his chair, then picks up the phone
again.

I need to get a message to Reggie. He’s over at
Elizabeth Furnace interviewing steelworkers. And
call Dr Hewson, tell her to get down to Firkins
Bakery. They’ve found some more body parts.

Lights down on BANNERMAN’S office.

Lights up on the street scene — dim light.

Enter BANNERMAN. He stands over two
separate blood-stained sacks.

Enter REGGIE.

What we got?

BANNERMAN 1ifts the sacks. (The audience
can’t see what 1is underneath)

Jesus! Are they Anya’s?

REGGIE takes his handkerchief from his
pocket and places it against his mouth.

They can’t all be.
Is there another head?

Nothing has been called in as yet. Any joy at
Elizabeth Furnace?
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Spoke to the blokes from two cross-over shifts. No
one had anything apart from some vagrant peeing up
the school wall. I’'ve got Bobbies tracking him
down. You heard from the Mrs?

I shouldn’t have bailed out on dinner.
Give it to you in the neck, did she?

It isn’t a fucking game, Reggie. She doesn’t

deserve this.

Enter MARTHA.

Who doesn’t?

You’d better come and have a look at these. They’re
not pretty. Five limbs. No more heads as yet. All
numbered. Some are written in green, some orange,
and a blue torso. Both legs have symbols seared
onto the soles of the feet. I got the police
photographer to take pictures.

The bastard’s scattered them all along the high
street.

The torso was in old Jack Dawson’s outdoor privy.
Pelvis and buttocks were lying at the entrance to
Molly Vernon’s garden. Sammy Firkin opened the
bakery this morning and found a leg on the window
sill. The window was broken. All wrapped in brown
paper, Jjust like the others.

He’s playing with us.

You’re right. What do these numbers mean? And
what’s with the colours? Some are ink, some are
paint. Is that significant?

How many more are there strewn over the streets and
alleys waiting to be found?

He’s positioning them where they can be easily
recovered. That means he’s taking great risks in
where and how he places them.

But how’s he doing it? I think folk ‘round ‘ere
would notice someone walking down the road with a
severed leg.

You know what it’s like when the steelworks is
belching out smoke. You can’t see bugger all.
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A horse and cart maybe? And he must be working
through the night. The streets are busy in the
daytime.

Unless he’s a tradesman. No one would think
anything if they saw a chippy or a builder carrying
a large bag.

We also need to consider the time it would take to
capture, kill, and dissect these bodies. The
initial suggestion is that most of the limbs found
have only recently been severed.

Most? Is it possible some of the bodies could be
older? Stored somehow?

I suppose. But they would have to be carefully
preserved and the likelihood of the preservation
process affecting the skin would be high.

And where would they be stored? You would need some
hefty old containers to store a pelvis and torso.
Not to mention the smell of the decomposing flesh.
You experienced it yourself. That’s pretty much
instant. If this person is operating from their
home the neighbours would be alerted surely?

Unless he lives out in the sticks? Or using a non-
domestic building. Either way, it has to be local.

Could these limbs here belong to Anya? (points to
sack 1)

Looking at the colouring I’'d say it’s probable that
at least some of these limbs belong to Anya Lee.
One of these victims has black body hair.

Get all this information put on the incident board.
I need to get the lads to check out potential
storage, old factories and bunkers, and I want
posters put on all the lampposts. Someone must have
seen something. This bugger needs to be caught
before he does this again.

Exit BANNERMAN.

Lights down on the street scene.

Lights up on BANNERMAN’S office.
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Enter REGGIE and MARTHA.

MARTHA pulls out a map and pins it to the
board, marking the spots where the body
parts were found.

Enter BANNERMAN smoking his pipe.

I’'ve marked all the sites where the body parts were
found.

Could these places hold some significance for him?

Or are they just random? We know that they are
being left either at night or early morning before
the factories and foundries change over shift.
Maybe he just dumps them where he can.

And what’s with the numbers?

Two of the left arms we found had the number two on
them, both in different colours.

Again random? (takes three sheets of paper from the
desk) These are the symbols we found on the feet.
There were two of this one here. (attaches enlarged
symbols to a string hanging by the incident board -
Greek alphabet symbols for H O U)

Another numbering system?
Maybe they’re letters.

Aztec or Greek?

Phone rings.

Bannerman. What parcel? Well, bring it in then.
Bloody hell Elsie what do I pay you for? Reggie,
can you collect a parcel from reception?

Exit REGGIE.

What I can’t fathom is the brass of him and how has
he managed to cover all this area in one evening
without being seen?

Maybe he’s not working alone.
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Enter REGGIE carrying a box.

(opens box whilst talking) Pass me that letter
knife will you? He’s taking such risks.

(hands BANNERMAN knife) He’s got to be buying his
paint and ink from somewhere.

BANNERMAN struggles to cut through the
packaging.

I’11 get one of the Bobbies to make a list of
suppliers around the area. Did the lads finish that
list of surgeons?

Almost. They’ve done background checks on all but
two - plus Dr Hewson of course.

I wouldn’t expect anything else.

Christ they’ve wrapped this up well (opens the 1id
of the box and removes a leather football).

Doing trials with the Wolves?

I haven’t ordered this.

What’s that on the side?

Looks like blood.

The stitching is coming loose.

(shakes the football) There’s something inside.

(takes scissors from the desk) Open it up.

BANNERMAN cuts some of the laces on the
football, pulls the leather aside, and
throws it back into the box.

What is it? (looks in the box) Jesus!

(looks in the box) Scissors! (cuts the laces
further whilst football is still inside the box)

It’s Anya Lee.

Are you sure?
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As I can be. Look at her hair and she has a symbol
and writing on her forehead. Pass me your
handkerchief. (dips hanky in a jug of water on
BANNERMAN’S desk and wipes the forehead of the head
inside the box)

What does it say?
It looks like the name Maia.
Is there a number?

One.. and a drawing.. looks like a domed building of
some sort.

(updates the board with ANYA LEE’s name and symbol
detail) We have our second head. Anya Lee.

Irene’s forehead had a pyramid, Anya’s a temple?
I don’t understand the link.

There has to be one. Are there any postage marks on
the box?

Nothing. So how did it get here?

(picks up phone) Elsie, this parcel, who delivered
it? On the steps? And no one saw who put it there?
(puts down the phone).

Box was left on the front steps.

The box is pretty standard. Could have picked it up
anywhere.

I need to go to the clinic so I’'11 call into Joe’s
on the High Street, see if he knows who might have
supplied the football. Can you ask one of your
officers to send Anya’s head to the morgue? I want
to take a closer look at the skin around the
decapitation area, see if it’s the same weapon used
on Irene.
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ACT I SCENE 9

JOSEPH’S theatre (remains 1in dark shadow).

JOSEPH takes a plug from the theatre table
and blood runs into a bucket underneath.
He replaces the plug. He scrubs the table
and his hands and arms with a brush before
putting on his coat and hat. He takes a
syringe and a bottle from the shelf and
puts them in his pocket before exiting the
stage.

Lights down
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SCENE 10

Split stage: BANNERMAN’S office/street
outside.

Lights up on the street scene.

Enter REGGIE stage right.

Enter MARTHA stage left.

Any luck with the knife used on Anya?

Same as Irene’s. This one was neater though.
Removed in one single blow.

Whilst she was still alive?

The lack of bruising would suggest not. I think all
the amputations were done post-mortem.

Suppose that’s something. Anything else?

Most of the body parts are a match for Anya and

Irene.

Most?

There are some I'm not sure about.

Jesus!

Lights down on the street scene.

Exit MARTHA.

Lights up on BANNERMAN’S office.

BANNERMAN is at his desk. He opens an
envelope, takes out a letter, reads 1it,
brushes his fingers through his hair,
picks up the waste paper bin and vomits
into it. He wipes his mouth with his
handkerchief.
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Enter REGGIE.
Christ, you look rough.
Look at this (hands REGGIE the letter).
Who sent it?
No idea.
But we’ve been discreet.
Have we?
What evidence could they have?
Does it matter? If this gets out..
Stop panicking. Nothing is going to get out.
We’ll have to pay it.
Where we going to find that kind of money?
Christ knows.
Throw it on the fire.
What if they check back in London?

Who? You’re worrying over nothing. Bin it and
forget about it.

BANNERMAN slumps down into his chair

I saw Dr Hewson on my way in. Possibly

a third victim.

Same weapon.

What? (pours himself a whiskey) Great! I’ve already
had Mayor Turner breathing down my neck about Anya
and Irene and now there’s more? Turner’s being
badgered by some reporter called Gittins from the
Wolverhampton Post. You know him?

Harry Gittins? New bloke. Fucking ruthless so I’ve
heard. So much for trying to contain this.

Turner wants one of us to go over and help him get
his story straight before he’s grilled by the
press. They’re trying to make comparisons with the
Canonical Five.

Why would they do that?

Mutilated bodies, multiple sites.
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What do you think?

Clutching at straws. We both know it couldn’t
possibly be the same person.

Yes, but what if he’s -

- He’s what?

Started up again.

There’s too much at stake.

For him?

For all of them. Anyway, the Canonical murderer
didn’t number his victim’s limbs and there were no
drawings on the bodies.

But he did mutilate them.
It’s not Jack!
We should keep an open mind.

As I see it, the only similarity is both sets of
murders were committed by psychopaths. (has another
swig of whiskey) Did you check out the other two
surgeons?

Yes. Nothing. Might it be worth speaking to medical
students?

Good idea. Can you get the lads on to it?

Phone rings

I bet that’s Turner again. You’d better get
yourself over to the town hall and no pictures. We
don’t need our faces on the front of the local rag.
(picks up phone) Bannerman? Another one? Bloody
hell I'm on my way. Reggie! Forget that, they’ve
found another head.



201

ACT I SCENE 11

Street scene. Blood-stained tarpaulin
covers a sultcase.

Enter REGGIE.

BANNERMAN O/S: You go ahead Reggie, I just want to speak to

Bert.
HARRY GITTINS (reporter) lurks in the
background writing on a pad.
Enter BANNERMAN. He 1lifts the tarpaulin.
REGGIE: Christ what’s happened to it?

BANNERMAN: (makes notes in notebook) Bert Harris’ dog tried to
rip the suitcase apart.

REGGIE: There’s a drawing on the head like the other two. A
grave maybe or a tomb? There’s writing too.
Asterope?

BANNERMAN: A pyramid, a temple, and a tomb, and what'’s

Asterope?
REGGIE: And what about the legs? Three?
HARRY : (steps forward) He’s displaying his artwork.

BANNERMAN: Who are you?

HARRY: Harry Gittins. Wolverhampton Post. (offers
BANNERMAN his hand).

BANNERMAN: (refuses to shake hands) This is a crime scene.

HARRY : The public need to know what’s going on around
here. Three victims. You have a serial killer on
the loose Inspector Bannerman and I have a
responsibility to keep the public informed about
your progress in finding him.

BANNERMAN: I don’t want you anywhere near these bodies.

HARRY : (l1ifts his hands defensively and steps back)
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(takes out his handkerchief and wipes the two
remaining feet) Look at the sole. Just like the
others.

Enter MARTHA.

Every one of these symbols is different and this
must have been done recently. You can still smell
the burnt flesh.

This indicates the feet were branded whilst the
victims were still alive. Another head?

Yes.
Auburn hair?
How did you know?

Lizzie has lost another girl. I received a note
this morning calling me to the brothel. Her name’s
Rebecca Price. She’s twenty-two.

HARRY writes her name down 1in a notebook.

Lizzie said Miss Price received a message that her
brother had been taken ill. She rushed off to see

him. When she didn’t return Lizzie sent one of the
other girls to his house. He was sat up eating his
dinner. He hadn’t sent any message.

When was this?

2.15 pm yesterday.

MARTHA kneels to look at the victim’s
feet.

Broad daylight?

Where did her brother live?
Deepfields. One of the old navvie cottages.
On the canal towpath?

Yes. (beat) I’'ve seen this symbol on one of the
other victims.
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Someone must have seen something.
The weather was foul yesterday.
Still.

His modus operandi appears to be vulnerable women.
Girls least likely to be missed.
Lizzie keeps a close eye on her girls.
The murderer might not know that.

Get the photographer down here. I want photos of
all these symbols. When they’re ready have them
brought to the library.
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SCENE 12

JOSEPH wheels 1in the unconscious body of
NANCY BANNERMAN. He 1ifts her from the
chair and places her on his operating
table, securing her arms and legs with
rope. She is clothed and gagged. He
removes his jacket and puts on his over-
jacket. He washes his hands methodically
and sprays a perfume. He positions himself
behind her head. He brushes her hair,
removing pins and ribbons. Her hair falls
to the side of the table.

(NANCY stirs, struggles and groans)
Please, you will harm yourself.
(continues to struggle)

(dips a cloth into the water and wipes NANCY’s
face)

(resists)
The rope, it will burn your skin.
(breathing is first heavy and short, then calm)

That’s better. If you stay calm, I will remove the
scarf. (mother’s voice) Don’t take it off Joseph,
she will scream. (own voice) She’s smart mother,
she knows her chance will be lost. You understand,
don’t you? (lowers his face nearer to Nancy)

(flinches)

(removes the scarf) There that’s better. We meet
again Mrs Bannerman.

What.. what’s this about? Why.. why are you doing
this to me?

(Mother’s voice) Don’t tell her Joseph. (own voice)
But mother I want her to know.

(tries to look around) Who are you talking to?

JOSEPH 1ifts his hand and thrusts the palm
towards NANCY’S face, holding it inches
away. He laughs and pulls it back then
strokes her face.
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SO many reasons.
(struggles)
Now now.

You do realise who my husband is? When he realises
I'm missing he’ll come looking for me.

I'm banking on it (tidying up his shelves and
desk) .

What is this place?
Of little consequence.

Are you going to kill me? Please, if it’s money you
want my parents have -

- Don’t insult me, please.

I don’t understand.

You will (takes a knife and cleans it).
No, please. (screams)

(puts his hands to his ears and grabs the scarf)
Stop or this goes back on.

Nancy calms down. Joseph continues to
clean the knife.

This place belonged to my father. He used it to
entertain a series of unsavoury people. It had lain
empty for years.

Joseph replaces the knife and then washes
and scrubs his hands.

Your hands, you’re making them bleed.

Cleanliness Mrs Bannerman. The man who fathered me
ensured this place was hidden.

He still lives here?
NO! Lured away by lust and greed.
And your mother?

So many questions. (beat) Mother? Poor Mother. I
was at university studying medicine.
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NANCY : You are a doctor?

JOSEPH: I chose a different path.
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SCENE 13

BANNERMAN’S office.

Right, we have incident sites here, here, here, and
here. They are all pretty evenly spaced and follow
a line from the Sanna to the post office at
Sedgley. We have multiple limbs, all numbered, all
colour specific and it’s likely that they originate
from four different bodies. (points to photos of
heads) There are three clear identifications, Irene
Grinsell, blonde, nineteen, Anya Lee, black hair,
eighteen, Rebecca Price, twenty-two, auburn curls.
All the heads have the number one painted on them.
I think it therefore follows that each of the limbs
is numbered accordingly, two for the left arm,
three for the right, four for the torso, five for
the pelvis and buttocks, and six and seven for the
right and left legs. All of the feet recovered have
a symbol seared into them and there is a name and
an image painted or drawn onto the foreheads of the
women. (takes a book from the desk) This book has
the ancient Greek alphabet in it. It’s not
straightforward but I think we have an H S J I two
O’s and a U.

Enter MARTHA

Have you seen this? (hands a newspaper to
BANNERMAN)

That’s all we need! (flings newspaper onto the
desk)

(picks up the newspaper) ‘And then there were
three’. Has the Ripper returned? Found: bodies of
three women brutally mutilated. The streets of the
Black Country are on high alert following the third
of a spate of brutal murders. The latest victim,
Rebecca Price, aged twenty-two from the Stowlawn
area, was found decapitated. Her remains scattered
around the local streets. There are fears that the
Ripper, who we all know has remained elusive to the
police, has changed his location and commenced a
new killing spree. Similarities have been drawn
between the horrendous mutilations of Whitechapel
and Spittle fields in London. (looks up) Is he for
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real? (returns to the newspaper article) Ripper’s
Canonical Five, which included the murder of Mary
Jane Kelly, were all murdered within days of each
other in close locations, Jjust as in the recent
killings around the Black Country area. Has the
Ripper switched his locale? Or could he in fact
have originated from this very area? It has not
gone without notice that one of the Ripper’s
Canonical victims, Kate Eddows, was born in nearby
Wolverhampton. (throws down the newspaper) I’'m not
reading this shit!

What else does it say?

(Martha picks up the newspaper) It is believed that
both Inspector Albert Bannerman and his Sergeant
Reginald Brown, were involved in the investigation
team for the original Canonical murders back in
Whitechapel. Are these officers capable of finding
the person responsible for these horrific attacks
on our streets, or must this monster remain elusive
to the constabulary? Mayor Turner is placing
increased pressure on Bannerman and his team to
capture this man before he strikes again as fears
rise that the people of this closely-knit community
will take matters into their own hands.

That’s all we need, public panic!

How did he know about our involvement in London?
He’s a reporter. It’s his job to know.

We need to keep Harry Gittins in check.

At least the women in this area have been alerted
to be more vigilant.

And mobs of vigilantes will terrorise every Tom
Dick or Harry who they have grievances with for
matters completely unrelated.

Do they not realise this extra pressure will have
no bearing on how quickly we carry out the
investigation? We’re already stretched to the
limit.

That will be of no consequence to the local people.
My colleagues are alerting the brothels, shelters,
and missions in their areas. If we are right about
him targeting the vulnerable, they need to be
watchful. I imagine Nancy is unnerved by all of
this.
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She’s staying at her parents for a few weeks. Do we
have any more information on the body parts found?

There are areas of the skin that have legions which
may be the result of frost or water damage.

Storing victims in a refrigerated space?
Possibly.
There can’t be many of those around here.

I’1l draw up a list.

Exit REGGIE

I have a friend who works at The Post, should I

have a word with them?

What difference would it make? It’s a sensational
story. Why would they keep quiet about it?

In my experience if you give them the facts you
want them to know they are less likely to speculate
and make up their own.

I just don’t want mad panic. We all saw what
happened in Whitechapel. Hysteria interferes with
the case. Brings out all the attention seekers from
under their stones.

I imagine the Whitechapel murders were difficult to
witness.

No more than these.

One of my professors worked on the pathology. He
said they were some of the worst mutilations he had
seen.

None of it is pretty is it? What you do, innards
spread over slabs, open skulls, surely that’s
worse. Especially with you being a..

Woman? Pathology is a fascinating area of medicine
currently going through a period of great change.
New and innovative ways of identifying patterns in
the decomposition of limbs, a better understanding
of the bruising and markings of the cadaver.

I thought people studied medicine because they
wanted to heal the sick. By the time they reach
you, there’s nothing to be done.
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That’s where you are wrong Inspector. Yes, our
investigation begins post-mortem, but like
yourself, we seek evidence to prove or disprove the
nature of a person’s death.

Thankfully my job doesn’t involve plunging my hands
into the internal workings of a cadaver.

I've always been fascinated with the mechanics of
the body, right back to when I stumbled across a
book on Chinese medicine in my father’s library. A
beautifully bound book written in the 12t century
by Sin Tzu. It is thought to be the first text
which explores the causes of death by examining
internal organs. I recall a case that involved the
examination of water collected in the lungs of a
drowned person. The research was used to highlight
key differences between natural drowning and that
inflicted on a person.

How so?

They identified the damage the victim had
encountered to his neck cartilage and were able to
say that the drowning was deliberate. The book was
called ‘The Washing Away of the Wrong’.

We don’t have that problem. We know how our victims
died. There are pieces of them scattered about the
Streets.

Actually, we still don’t know how they died. What
we do know is what he did to the bodies after they
were dead. The way he killed them remains a mystery
and could be crucial in helping us find this man.
As technology changes and improvements are made to
the equipment we use in this field of science, the
opportunities for us to identify the unique traits
of each human are boundless.

So why is this not helping us with the case?

Because apart from the type of blade used to
decapitate and mutilate the bodies, there is little
evidence left for us to find. He has covered his
tracks and left nothing behind to incriminate
himself. If he’d shot them, there would be a
bullet. If the bodies had not been naked, I could
have tested for the killer’s blood on the victim's
clothing.

How would that have helped?

At this stage, it could only really be used to
confirm the killer once he’s been arrested. In the
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future, we will be able to keep the records of all
criminal’s blood types.
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ACT I SCENE 14

NANCY is tied to a chair in the ‘home’
section of the barge. She is unconscious
and her head is slumped forward. On the
table is a plate of bread and cheese, a
sheet of paper and a pen. There is a chair
covered with a blanket. On a shelf is an

Orrery.
NANCY : (rouses) What have you done to me?
JOSEPH: Mild sedation.
NANCY : Why have I been moved?
JOSEPH: I need access to my theatre.
NANCY : Theatre?
JOSEPH: I have work to do.
NANCY : I'm cold.

JOSEPH covers NANCY with the blanket. He
makes a sandwich and takes a bite.

JOSEPH: Would you care for a sandwich?
NANCY : I'm not hungry.
JOSEPH: No matter.

JOSEPH sits at his desk, takes some paper
and a pen and begins to write.

JOSEPH: 0 700, 100 600, 200 500, 300 400, 400 300, 500 200,
600 100, 700 0 -

NANCY : - Why did you call your room a theatre?

JOSEPH: 0 0.7 -

NANCY : - You practice medicine, even though you are not
qualified?

JOSEPH: (glares) 0.1, 0.6 -

NANCY : - I will have a sandwich.
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You should not interrupt me, Mrs Bannerman.

I'm hungry.

JOSEPH puts down the pen and makes another
sandwich.

Will you untie me?

JOSEPH ignores her, picks up the sandwich,
and feeds NANCY.

Why did you leave medical school?
It’s complicated.

(her eyes show fear, her voice is calm) Indulge me.

JOSEPH gives Nancy another bite. He takes
two deep breathes.

Mathematics and astronomy hold greater interest for
me. I’ve always been fascinated with links between
spirituality and the infinite wonders of space.
Particularly the luminaries or classical planets.

JOSEPH tries to feed NANCY another bite
but she refuses.

Seven moving astronomical objects each visible to
the naked eye.

JOSEPH becomes excitable and reaches for
an Orrery.

Do you know what this is? It’s an Orrery. A
mechanical model of our solar system. Look it
illustrates the positions and movements of the
moons and planets. Mercury, Venus, the moon, the
sun, Mars, Jupiter and Saturn. Did you know that it
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was the Greeks, my ancestors, who first designed a
machine to demonstrate the patterns of movement of
our luminaries? This modern version is a replica of
the one presented to Charles Boyle, the 4th Earl of
Orrery in 1704. Isn’t it beautiful? Look at the
carving and the precision of the mechanical parts.
So intricate don’t you agree?

JOSEPH puts the orrery back on the shelf.

What knowledge have you of the planets Mrs
Bannerman?

I have read a little about them.

Are you not fascinated by the world out there that
we will never have the opportunity to explore?
Another world where life may exist? Where there may
be another version of you and I living our lives
not knowing of the other's existence? All rotating
in equilibrium. Seven orbs of infinite exploration.

Your fascination with the number seven appears to
run quite deep.

Everything we do is centred around it. It is the
golden thread that binds us all together.

Is that why you chant integers that add up to a
pattern of seven?

We are all part of that seven. You, me, Inspector
Bannerman.

I don’t understand.

You will.
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SCENE FIFTEEN

Split scene: BANNERMAN’S office/street
scene with railings

Lights up on BANNERMAN’S office

BANNERMAN and REGGIE are asleep on chairs.
Both are dishevelled. There is an empty
bottle of whiskey at REGGIE’S feet.
BANNERMAN has the photo of NANCY resting
on his chest.

Phone rings

Both BANNERMAN and REGGIE wake with a
start.

REGGIE kicks over the bottle.

The clock reads 7:15

Shit! Shit! (struggles to put on his jacket and
shoes) .

The phone continues to ring.

Ok, Ok I'm coming. Tidy yourself up. Have you seen
the time? Shit is Elsie here yet?

(looks into the wings) Not yet.

(picks up phone) Bannerman. What? You sure? Two
more? Bloody Hell! (puts down the phone) Come on,
tidy up in here. (picks up the phone again) Hello
operator? Yes, can you connect me to the Hewson
Residence, Bilston er.. er.. 974. Thank you. (beat)
Dr Hewson? Yes, I know it’s early. They’ve found
two more heads, on the railings at the back of the
town hall. Reggie’s with me. We’re on our way.
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Lights down on BANNERMAN’s office.

Lights up on the street scene. MARTHA
BANNERMAN and REGGIE are at the scene.

Two heads are impaled on the spikes of the
railings covered by tarpaulin. Another
bloodied tarpaulin lays on the ground.

MARTHA 1ifts the tarpaulin on the
railings.

This level of barbarity is inconceivable.

Enter HARRY who lurks in the background.

I don’t get it. He leaves little or no evidence on
the bodies but places them in such prominent
places.

Do we have any idea who they may be?

(steps forward) Jack Beddows found them. Said the
one on the right is a local girl called Elizabeth
Owen. She’s thirty-two, much older than the others.
She has eight children. Husband works down the
mine. They live over near the old cholera monument.
You again. And you know this how?
I'm a reporter. It’s my job.

Not like the other girls then?

Jack says she worked the streets before she was
married.

The other woman?
We could help each other here Inspector.
I think not (sketches in notebook).

It would have taken you hours to find out the
identity of Elizabeth Owen.

Really?

The people around here have reason to feel the
police do little to protect them. This is one of
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the worst slum areas in the country. Folk think
they have been forgotten by politicians, police, or
any kind of authority.

Surely they want this killer found just as much as
we do?

And maybe they believe their methods of finding him
might be more productive. I have a sound
relationship with these residents. They believe our
paper is their voice.

What harm could it do Inspector?

All hands on deck.
to solve this. You
resources and time

That’s the only way we are going
said yourself, you have limited
is running out.

It can only help.

Yes, but how can we be sure we can trust him?

Think of
show the
this man.

it this way, reporting your progress will
locals that you are invested in finding

I don’t know.
We need to find this killer Inspector.

Show the people of the Black Country that you want
to make a difference.

Before he kills again.

(stands face to face with Harry) You report
everything to me first, before anything goes to
press?

Of course. All I ask is that we meet regularly to
discuss your progress.

Unless it hinders our investigation.
I suppose that will suffice for now.
How do we identify the other victim?

There is a philanthropic mission recently set up by
the canal vyard.

That’s right. They offer assistance to women who
have little means to look after themselves.

I have a contact there. Maybe someone can identify
her from her description?

I'"11 send one of my lads over.
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Please let me do this. I feel there will be more
co-operation.

Could we ask a police artist to sketch her
portrait? Show how she would have looked before he
brutalised her. (returns to the covered head)
Elizabeth has the name Taygete drawn on her
forehead and there is a very intricate drawing of a
statue. I’'ve seen this before. Greek. It’s the god
Zeus from Olympia. The original was sculptured by
Phidias who also sculpted the Parthenon.

Greek again? What symbol is on the forehead of the
other victim?

It’s a lighthouse and she has the name Celaeno
written underneath.

Five names: Maia, Asterope, Celaeno, Taygete and
Ali.

It’s Alcyone. She was one of the seven sisters of
Pleiades.

Go on.

All of the names on the foreheads of the victims
are daughters of the Titan Atlas and the sea nymph
Pleione. The sisters were nursemaids and teachers
of the infant Dionysus. There are two missing,
Electra and Merope.

Seven?

It’s a theme, isn’t it? I'm correct in thinking
that none of the limbs recovered have been numbered
over seven. He’s dissected the bodies into seven
body parts, each victim has one of the names of the
seven sisters on their forehead. Your killer is
obsessed with this number. At a guess, I would
suggest it is the pattern that drives every aspect
of his life. An obsession that will not, cannot, be
broken. A compulsive disorder that both leads and
restricts all aspects of his life.

I came across a similar condition during my
training. A mental disorder called Arithmomania, in
which patients express compulsive behaviour
relating to specific numbers and number patterns.
Some have a strong need to count their actions or
the objects in their surroundings, others have to
follow particular number sequences to get through
their daily lives.

Sounds like complete nonsense to me.
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MARTHA : It is a sickness, Sergeant Brown. One which
torments and controls the minds of its sufferers.
The brain is a complex organ and we are only Jjust
realising the complexity of its functions. There is
some thinking that conditions such as Arithmomania
demonstrate a confusion between the brain’s
response to feelings of reward and how they store
memories of the behavioural sequences that they

follow.

HARRY: Do you think your killer demonstrates such
confusion?

MARTHA : There is a clear pattern to how he sequences

objects into the number seven.
REGGIE: Is he not just a loony looking for attention?

MARTHA: You may want to consider that the inability to
demonstrate empathy and compassion are also
features of a psychopathic mind Sergeant Brown.

BANNERMAN: (examines the tarpaulin on the ground) Dr Hewson,
could you take a closer look at this? There’s
something under the nails on this finger.

MARTHA joins BANNERMAN

HARRY approaches REGGIE

HARRY: We’ve met before haven’t we Sergeant Brown?
REGGIE: Don’t think so.
HARRY: You came here from London with Inspector Bannerman.

Unusual for a junior rank to follow his mentor to
another part of the country.

REGGIE: Not really.

HARRY: Giving up a job in the MET? More career
opportunities and a better salary? Twenty-eight
shillings a week and a coal and clothing allowance.
Not to mention the free medical care. You gave all
that up for the pittance you earn here?

REGGIE: I fancied a change.
HARRY : Really?

REGGIE: Bannerman and I work well together.
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HARRY: That may be so but your level of loyalty to the
Inspector 1is excessive don’t you think?

REGGIE: It’s a professional relationship. Is there
something else?

HARRY: I rarely forget a face, Sergeant Brown.

BANNERMAN and NANCY return

BANNERMAN: Dr Hewson and I are heading over to the morgue.
Reggie, I need you to visit Elizabeth’s husband and
break the news and see if you can establish her
last movements.
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SCENE 16

JOSEPH’S lounge area.

(sitting at a desk) Dear Inspector Bannerman, I
trust you received my previous letter. The few days
I gave you to contemplate my offer have passed and
the details of the arrangement now need to be
finalised. I have arranged for a small wooden box
to be secreted at Canal Lock Three, near the
Springfield junction. There is a hawthorn bush
against the railings. The box will be secreted
behind there. You will arrange the payment I
requested to be deposited in this box on Wednesday
evening.

JOSEPH stands and puts on his shoes.

I can almost hear your brain setting into motion
plans for my arrest. I will not collect the payment
myself. You could of course follow the person I
have selected but you won’t. There are instructions
in place to deliver a letter to both Staffordshire
constabulary and the relevant news publication
companies, should you attempt anything reckless.

JOSEPH puts on his coat and hat.

0O/S JOSEPH:The letter details both pictorial and written

evidence about your relationship with Sergeant
Brown. (beat) I do not doubt that you are keen to
meet the author of this letter, but please be
patient Inspector Bannerman. Our paths will cross
very soon.

Exit JOSEPH. Lights down.
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SCENE 17

Split scene: BANNERMAN’S office/streets.

Lights up on BANNERMAN’S office.

The clock on the wall reads 10 o’clock.

BANNERMAN 1is drinking tea. He picks up
NANCY’S photo and then places it face
down. He opens a letter, reads it, and
drops it onto the desk. He places his head
in hands.

Lights down on BANNERMAN’S office.

Lights up on the street scene.

0/S SOUNDS of a busy pub. Smoke blowing in
from the wings.

Hey Reggie, you’re not going are you?

I need to get back.

Lightweight.

Enter REGGIE. Drunk and staggering. He
stops and lights a cigarette, fumbling
around with matches. Pulls jacket lapels
up so that the match can be lit. Leans
against a railing to steady himself. As he
turns to walk away a cloaked JOSEPH
approaches him. The audience cannot see
his face.

Got a light old chap?
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REGGIE strikes another match and leans 1in
unsteadily.

JOSEPH injects REGGIE’S neck with a
syringe. Their eyes meet as REGGIE drops
his cigarette and falls to the ground.

Lights down on the street scene.

Lights up on BANNERMAN’S office.

BANNERMAN grabs his coat and exits.

Lights down.
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SCENE 18

Three split scenes: BANNERMAN’S
office/bench outside police
station/JOSEPH’S barge.

the bench.

Lights up on

BANNERMAN 1is
his face.

sitting with his hands over

ENTER MARTHA

Morning Inspector. Oh dear, are you unwell?

Sorry, I needed a moment.

No Sergeant Brown?
Should be along shortly.

I was just on my way to the infirmary but I wanted
to speak to you about a substance found under a
fingernail on Elizabeth’s hand. In all the other
cases their hands had been meticulously cleaned but
tests on Owens revealed a white waxy substance we
believe to be phosphorus.

Phosphorus?

A highly reactive chemical, sometimes used as a
fertilizer. It’s expensive so rarely used but there
are several recorded cases around the world where
it has been used as a poison.

Is it possible he used this on all his victims?

The other victim’s bodies are too clean to tell.
There can’t be too many suppliers of phosphorus

around here. Maybe we can identify who purchased
it

Matthew Jones!
Sorry?

The lad Reggie saw. Just come out of prison for a
drug-related offense.

Could he have something to do with this?
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BANNERMAN: (stands)
MARTHA : You going to find him now?
BANNERMAN: Yes I just have some urgent business in town first.

MARTHA : I'11l walk with you.

Lights down on the bench

Lights up on JOSEPH’S lounge area.

JOSEPH is sitting at his desk writing. He
folds the paper and inserts it into an
envelope. He walks over to NANCY who 1is
asleep and tied to a chair. He pulls his
chair closer. Her head is slumped to one
side and her hair has fallen over the side
of the chair. He 1ifts it onto his lap and
gently brushes 1it.

Lights down on JOSEPH’S lounge.

Lights up on BANNERMAN’S office.

Enter BANNERMAN carrying four letters. He
throws three of them onto his desk but
holds onto the fourth. He opens the
letter.

O/S JOSEPH:Dear Inspector Bannerman, thank you for the
payment. How very sensible of you to follow my
orders. I knew you would see sense. I fear I wasn’t
completely honest with you in my previous
correspondence and therefore need to atone. My
recent actions are giving you and your officers
some grounds for concern.

BANNERMAN paces around. He is agitated.
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I must confess to feelings of frustration. I am
perplexed that a man who has experienced cases of
multiple executions appears so inept at recognising
that the culprit you seek both for the monetary
demands and the recent happenings on your street
are the same. What is more perplexing, is your
failure to follow the very real clues I provide to
assist you in my capture. I expected better.

Knock at the door

I'm busy!

Still, I have more work to complete. There is much
to do to clean up the streets of their vermin. I
can imagine as you digest the narrative I lay
before you that you might question why I seek to be
found. That is simple. My goal for life has never
been a wish to live forever.

Knocks again

I said I'm busy!

Why would I want to live in such a judgemental and
hypocritical world? One which stifles ambition and
shatters dreams. No. My ambition is to create a
legacy. One which will last forever. And I will be
remembered. After all, that which is in print may
be archived, but it lies hidden 1like a virus to
titillate and feed the hunger of those who will
marvel at the psychology of my mind. Yes, everyone
will remember me, but I suggest that you Inspector
Bannerman, will remember me most of all.

Knocks again

WHO IS IT?

The door opens, enter HARRY GITTINS.

Is Sergeant Brown around?
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On what business?

I"11l come to that. (sits down uninvited) First I

need to talk to you about the Canonical murders.
For God’s sake, what 1s this?

You cannot deny that the similarities are striking
Inspector.

(pours himself a drink) The man responsible for the
recent bout of murders is most definitely not the
same person involved in the Canonical murders.

How can you be so sure?

I am.

Would you lay your reputation on this statement?
If T have to.

You were a sergeant on that investigation. What can
you tell me about the Metropolitan police’s reason
for abandoning the search for the killer?

That was a decision way beyond my rank.

But why did it end so suddenly?

The murders ceased and all our leads had dried up.
I really can’t believe that.

I don’'t really care what you believe. The decision
to set the case aside was made at the very top of
the chain of command.

And you were happy with that?

I'm employed to investigate current live crimes.
Once a case 1is put to one side, it is no longer my
concern.

But the killer might still be out there. He could
start his murdering spree again. (beat) Brown was
on that case too, wasn’t he?

Barely, he was a new constable,
joined the department.

only recently

It took me a while you know, but I knew I had seen
him somewhere before. You are aware of his past, I
assume?

What do you mean?
Come now Inspector, you are a detective.

What are you trying to say?
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Part of my role at The Herald was to frequent the
Molly houses and less desirable establishments of
the capital. In the shadows of Newgate Prison and
the areas around the theatres of Drury Lane. My
job? To sift out the men in positions of power who
enjoyed liaisons with the gangs of sodomites that
frequented this area.

And what does this have to do with Sergeant Brown?

He was seen there on many occasions. The years have
altered his face but there is no doubt it is he.

You are mistaken.
I only wish I were.
Perhaps he had been sent there on a case?

One which you were not party to? Doubtful. Besides
his dedication to his duty could not be mistaken.
His guard had most definitely been lowered.

This is a slanderous accusation and one I hope you
can back up with evidence.

Oh, I can.

Brown has been working here successfully for the
past three years demonstrating impeccable character
and professionalism.

Our readers will not see it as such. Sodomy,
however it may be viewed by the likes of you and I,
is a crime in this country and I’'m sure the people
of the Black Country will be concerned to hear that
the investigations into the mass killings of women
on our streets are being carried out by a criminal.
You will destroy his career.

I will.

Yes, (beat) If I choose to publish.

What do you mean,
messing with me?

if you choose to publish? Are you

We both know there are occasions where the
information revealed to the public can be doctored
to suit the palette of the occasion.

I don’t follow.

At this moment in time, the desire for improved
information about the killer on our streets is more
important than the lifestyle choices of a police
sergeant. You said you would give me access to more
information about the murderer. Where is it? I need
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something from you Bannerman. Something which will
convince me to lose the story I have about Sergeant
Brown.

BANNERMAN: (paces office) Phosphorus. Dr Hewson has found
phosphorus under the nails of Elizabeth Owen. We
are trying to source suppliers.

HARRY: Your man’s a chemist?

BANNERMAN: We don’t know yet. There’s a good possibility he
has dealt with chemicals of this kind before.

HARRY: How fares the 1list of medical students? I
understand you were making checks.

BANNERMAN: We’re working through it.

HARRY: I have a friend who studied medicine at Corpus
Christi.

BANNERMAN: Good for you. Maybe you could add him to our list.

Phone rings.

BANNERMAN: Bannerman? Reggie? Where is he? The infirmary? I’'m
on my way. (beat) Sergeant Brown has been attacked.
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SCENE 19

Split scene: infirmary/pharmacy.

Lights up on the infirmary.

REGGIE is lying in bed, and MARTHA is at
his side.

Enter BANNERMAN and HARRY.

How 1s he?

He was found in one of the backstreets near the
Blue Ball public house. There are no residential
properties nearby so it is likely he had been there
for some time.

What happened?

We weren’t sure at first. There are no signs of
bruising or obvious trauma, but then I spotted this
(points to REGGIE’S neck). A small red mark on his
neck.

What is it?
It’s the point at which a needle enters the skin.
An injection?

I don’t think we would have spotted it ourselves
but as fortune would have it a visiting scientist
from Germany, a Peter Hellman Stillmark, has
recently lectured here on the increased use of
fatal poisons. Injecting the skin leaves limited
traces or evidence. Stillman advised us what we
should look for and I spotted it immediately. I was
then able to test Sergeant Brown’s blood.

You tested his blood?

We found specific toxins in the blood system.
Sergeant Brown has been injected with a relatively
new and potentially lethal poison called Ricin.

I’ve never heard of it.
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It’s a lectin or highly potent toxin produced in
castor beans or the seeds of the castor oil plant.
The specific effects of Ricin poisoning depend on
whether it is inhaled, swallowed, touched, or
injected.

He’1ll pull through though?

Ricin attacks the cells in a person’s body by
preventing them from making the proteins they need
to survive.

Will Sergeant Brown survive?

An injection of a lethal amount of Ricin will
initially cause the lymph nodes and muscles near
the injection site here to fail. This will
ultimately lead to the vital organs, the liver,
kidneys, and spleen stopping working which will
cause a massive bleeding from the stomach and
intestines.

And?

This will result in death from multiple organ
failure. Inspector Bannerman, I am SO sSorry.

BANNERMAN turns away.

Did anyone see anything?

There was a note attached to his jacket. (hands

BANNERMAN the note).
Is this your doing?
Of course it isn’t.

This is a very delicate matter but the public house
mentioned, the Blue Ball, is notorious for -

- What?

Could it be that Sergeant Brown is a homosexual?
No'!

The note appears to suggest otherwise.

This is preposterous nonsense!

There have been several men in and around that
public house who have been the victims of physical
abuse. Sergeant Brown would be aware of this.
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Which is why he must have been following a lead.
What about the note?

Left by the attacker perhaps to smear Reggie’s
reputation? Look we have two chemicals used now,
Ricin and Phosphorus. I need to speak to that
bastard Jones.

Perhaps once you’ve spent some time with Reggie
alone? Although unconscious, he may still be able
to hear you.

Exit MARTHA and HARRY.

Who did this to you Reggie and what were you doing
in the Blue Ball? You know that place is under
constant scrutiny. Anyone could have seen you.
Turner and the press would have a field day. A
police officer in a place like that? I think you
may have been right about Jones. You have to hang
on in there. I'm going to get who did this Reggie
and I'm going to nail him to the fucking wall.



ACT I

JOSEPH:

NANCY :

JOSEPH:

NANCY :

JOSEPH:

NANCY :

NANCY :

JOSEPH:

NANCY :

JOSEPH:

NANCY :

JOSEPH:

NANCY :

JOSEPH:

233

SCENE 20

JOSEPH’S lounge area.

NANCY is still tied to the chair.

Enter JOSEPH carrying a tray of food.

(kneels and removes a scarf from NANCY’S mouth)
I’ve brought dinner.

I'm not hungry.

You must eat.

I don’t want it. What have you done to my hair?
I wanted to brush it.

How dare you touch me!

JOSEPH busies himself, looking at books
and writing at his desk.

How long are you planning to keep me here?
Until your husband arrives.

Albert’s coming here? I don’t understand. Why do
you want him here? You do realise what he will do
to you when he catches you?

We have unfinished business.
Meaning?

I had hoped he would have deciphered my clues by
now but it seems just like in Whitechapel the
pressure to seek the obvious results in him missing
what is right under his nose.

You knew my husband in London?

I was familiar with his work as an underling to
Inspector Reid. What was it the newspapers said
about him? Man of charisma and charm? Destined to
sail through the ranks? Just what the people needed
to hear to detract them from the atrocities
happening on the streets. How wrong could they be?
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They were not wrong. My husband is a brilliant man.

How sweet! Did he and the shower in Whitechapel not
fail to capture the perpetrator of those heinous
crimes?

You are so wrong about him. He knew exactly who had
committed those murders. He said as much to
Inspector Reid. He had witness statements and clear
evidence linking a suspect to the murders.

And yet Jack was never caught.
But he was caught.
You are mistaken.

I'm not mistaken. The murderer was caught and
questioned by my husband and Inspector Reid. He was
the man they called Jack the Ripper and they knew
it.

So why was he not charged?
Because of who he was.
Who was he?

There was political intervention and the case
against him was dropped. I don’t know the exact
identity, Albert wouldn’t divulge that. The whole
hierarchy of crown and government was in Jjeopardy
and so it ceased. The murders stopped and the case
was put to one side. My husband almost left the
force because of it but then he was offered
promotion and his own station in the Black Country
so he took it.

Bribery. Interesting!

Albert has devoted his life to the police force
sometimes as a detriment to his family life. He is
a great man and a wonderful detective and he will
track you down and when he does -

- Do I detect resentment there Mrs Bannerman? A
widow to the force?

My husband is a respectable man. I knew what his
job entailed when I met him.

Can you ever truly know someone?

We have no secrets. We have a marriage built on
trust.

On the surface maybe.
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What are you saying?

That we can never really trust anyone except
ourselves.

That is a very cynical way to view the world.

Have you ever heard of Samuel Stevens? In 1720 he
worked as an undercover agent for the Reformation
of Manners, a religious organisation that sought to
put a stop to sodomy and sex work. Just like myself
he wanted to clean the streets of such debauchery
and purify our towns and cities of this vile
behaviour.

Why are you telling me this?

Stevens wrote a paper about a conspiracy of men who
he stumbled across during his investigations. Men
fiddling and dancing and singing bawdy songs in
establishments around London. Kissing and using
their hands in a very unseeingly manner. Dressed as
milkmaids and wet nurses, harlots and gqueens with
their painted faces and finery.

‘Tis strange that in a country where,

Our ladies are so kind and fair,

So gay and lovely to the sight,

So full of beauty and delight,

That men should on each other dote,

And quit the charming petticoat.?d

Men like your husband and Sergeant Brown.
I don’t understand.

Oh come now. Men who favour the company of men
rather than women.

My husband and Sergeant Brown are colleagues. They
have worked together for many years.

I'm afraid Mrs Bannerman, their relationship has
evolved somewhat further than the station.

How dare you speak of my husband in that way.

I simply reveal the facts. Whether you choose to
acknowledge them is your concern.

45 Poem author unknown.
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SCENE 21

BANNERMAN’s office.

MATTHEW JONES 1is handcuffed and sitting 1in
a chair.

BANNERMAN enters.

What is this? What am I supposed to have done?
I ask the questions.
This is fucking madness!

I"11 tell you what’s fucking madness, having my
sergeant laying in a hospital bed fighting for his
life.

Brown?
You know full well who.

Ain’t nothing to do with me.

BANNERMAN pulls his chair around so he’s
sitting close to MATTHEW.

Is that right?

You think I put him there?

Talk me through your last five days.
You serious? I told you, I'm keeping my nose clean.
Last five days.

I don’'t believe this!
(grabs MATTHEW’S hair) You better start talking.

I..I.was 1in the potteries..helping on the
barges..fetching pots and the like..I’ve been working

at the canal yard since I got out the nick.
On your own? (tightens grip on MATTHEW’S hair)

No with Tommy Hinton.
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When did you get back?
‘Bout three hours ago.
You’re lying. Sergeant Brown saw you.

We stopped for an hour because the locks were busy.
Then went through to Brumidgum.

You can prove this?

Tommy Hinton’ll tell you.
Tommy fucking Hinton?

There were two other barges. They’1ll vouch for me.
You’d better hope they do.

What happened to him then?

None of your fucking business.

Got his comeuppance?

(lifts MATTHEW, marches him across the stage and
pushes him out to the wings) Get him out of my
sight.

Exit MATTHEW.

Enter MARTHA.

Did he know anything?

We need to check his alibi but it’s not him.
Reggie?

Still with us but he grows weaker.

I’ve ordered a search of the area around the boat
yard and along the stretch of the Bradley Arm
canal. Other stations are looking in and around the
towpaths right along the Birmingham Navigation
system.

And the town hall?

There are only two roads leading to the town hall
and we’ve searched the length and breadth of both
of them. The only other path is the one leading to
the canal itself. That wraps around from the steel
works past Deep fields to the old brickworks at
Daisy Bank.
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Another boatman maybe?

I’"11 speak to the men on Jones’ barge before they
head off to Stoke.

Mr Gittins said there were two other sisters of
Pleiades missing from the foreheads of the victims.
Do you think there are more dead women out there?

If there aren’t already, I don’t think it will be
long before he strikes again.

Might the serial murders and the attack on Sergeant
Brown be connected?

Possible, but Reggie and I have put a fair few
people away during our time on the force. Some of
those criminals will have served their sentences
and be free men again.

You think this might be a personal grudge?
We can’t rule anything out at this stage.

The Ricin used on Sergeant Brown is a new and
extremely difficult poison to get your hands on.
The person who sourced it must know the current
science of chemistry and have access to the
elements needed to create this. It has to be
significant that the perpetrator of both the serial
murders and Reggie’s attack have extensive
knowledge of medicine and science. (beat) Look I
need to call in on Lizzie and then return to the
infirmary. Will you be joining me?

I'"11l be there shortly.

I almost forgot, Elsie handed me this on the way in
(hands BANNERMAN a letter). Don’t leave it too long
Inspector.

Exit MARTHA.

BANNERMAN examines the writing on the
front of the letter.

Inspector Bannerman. How does the saying go? You
cannot see your reflection in boiling water? As
Mark Twain famously told us, anger is an acid that
can do more harm to the vessel in which it is
stored than to anything on which it is poured, and
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yet, here I sit, in a raging temper brought about
by your inadequacies. I need to use every sinew of
my being to maintain a level head. To keep the
waters still so that I may accomplish my goal. You
are causing uncomfortable ripples in my mind
Inspector and you are running out of time. (beat) I
understand that Detective Brown has been found.
Drunk and tainted by the den of iniquity he
frequented. When I pierced his skin -

- What?

Our eyes met momentarily as the realisation of what
I had done registered on his face. I think I sensed
atonement in his eyes. I may have even heard him
ask for forgiveness. It matters not. Had I not
intervened you would have faced the embarrassment
of watching your colleague taken away in chains,
disgracing your constabulary just as you have. You
are too weak Inspector. I believe Brown played on
that. (beat) I'm sure you have realised that he
will not live. At this moment fluid will be
building up in his lungs creating a pulmonary
edema. Poor helpless Reggie, slowly choking to
death in his sleep. (beat) It concerns me also that
those buffoons in the press are suggesting that my
recent achievements are the work of the uncaptured
perpetrator of the Canonical butchery. How dare
they make comparisons between my careful
extermination of vermin and the amateur slaughter
of the Canonical butcher. I intend to kill again
Inspector. Very soon. Come and find me.

Lights down on BANNERMAN’S office.

Lights up on Infirmary.

REGGIE is lying in bed.

MARTHA is by his side.

Thank goodness, I don’t think we have much time.

(chokes)

The poison, it’s designed to make him suffer isn’t
it?
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It certainly appears that way.

BANNERMAN circles the bed.

I’'ve been getting letters.

From whom?

The man we’ve been looking for.

For Reggie?

For both.

Why haven’t you mentioned this before?

There was no mention of the bodies at first. I
thought it was another fantasist who had followed
the case back in Whitechapel.

What makes you think it’s him?

In the last letter he confessed to attacking
Reggie.

You believe him?

He knew about the injection.
Heavens'!

He said the poison would be aggressive and painful.

He’s right about that. Reggie has put up a brave

fight but all of his major organs are starting to
shut down. It won’t be long now. (beat) I'1ll give
you a minute.

Exit MARTHA.

Reggie, this is my fault isn’t it? You wouldn’t
have gone to that place if I'd just been honest. I
know you were only there to punish me. I deserve
that. The pretending.. I can’t do it anymore. I
should have told Nancy. It’s the words,
Reggie..finding the right words.. It’s crippling me..
right here in my chest.. I can’t breathe.. and the
fear.. I don’t even know what it is I’'m frightened
of but the anxiety crushes me.. knots up my insides
so much I don’t know how to feel.. not properly.
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MARTHA returns (BANNERMAN isn’t aware she
is there).

The only time I can properly draw air is when we
are together.. just the two of us. I'm so sorry
Reggie. I’ve spent too long hiding my emotions..
snatching moments and hiding in the shadows. When
Nancy returns from her parents, I'm going to ask
for a divorce. I can’t tell her about us, but I owe
it to myself and her to be a better man. Forgive me
Reggie.

MARTHA slips out.

(chokes)

BANNERMAN holds REGGIE as he passes away.

Lights out.

End of ACT I.
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SCENE 1

JOSEPH’ s theatre.

A FEMALE BODY with blonde curls 1ies on
the table.

There is a branding iron on the bench.

(traces his finger along the body) Number six, what
a sad specimen you are. No matter, your life takes
on a new meaning now. You have been elevated in
death. I shall call you Electra, wife of Corythus,
whore seduced by Zeus, mother to Dardanus, the
founder of Troy (takes a cloth, dampens it, and
cleanses the arms of the body). Inspector Bannerman
will marvel at the nature in which I intend to
display you (wipes the body’s legs). This dirt is
stubborn. You must forgive me, I need to scrub
harder. You cannot join me if you are unclean and
soiled.

JOSEPH throws the cloth to the ground. He
takes a scrubbing brush from the drawer
and a bottle with a green/yellow solution
from the shelf. He sniffs - the smell 1is
offensive.

Sodium Hypochlorite.

He pours the liquid onto the brush and
scrubs the legs of the cadavar.

Lights down on JOSEPH’S theatre.
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SCENE 2

BANNERMAN’S office.

BANNERMAN enters opening a letter, a lock
of hair falls out - he picks it up and
holds it to his nose.

So Brown has finally passed. One more evil to face
God’ s punishment. You and I passed in the street
yesterday. Our fingers brushed, albeit momentarily.
You adopt such a purposeful walk. I suspect, 1if you
had given yourself a breath you would have smelt
her upon my person. The fresh aroma of mountain
flowers, entwined with the scent of fear.

(drops the letter onto the table and picks up the
phone) I need to make a call to Stourbridge Rolling
Mills. (beat) Yes hello. May I speak to Mr
Nathaniel Coulson? It’s his son-in-law, Inspector
Bannerman. Bilston police station. Yes, but please
be guick. Nathaniel is that you? It’s Albert. Look
is Nancy with you? No four days ago. She said she
was going to be staying at yours for a while. No
nothing like that I’'m in the middle of the murder
inquiry. Are you sure? Can you think of anywhere
else she would go? No of course, sorry, I must have
misheard her intentions, she’s probably staying
with a friend. Yes, of course I will. (puts down
the phone, picks up the lock of hair and the
letter)

She is very angry with you you know. No woman wants
to be a widow to a man’s career. Such beautiful
skin, pale with only the hint of colour in her
cheeks and breasts. I have chosen to call her
Merope, the seventh of the sisters. The seventh
slave to serve me in the afterlife. You have failed
her Inspector, in so many ways. (beat) I expect you
want to see her face one more time before I take
her. I believe I can allow this. It would be good
for us to share that moment. The moment she looks
into the eyes of the man who betrayed her. Yes. She
is aware of the relationship you had with Sergeant
Brown. It will be the last thing she remembers
about you.
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Enter MARTHA.

Inspector?
He has her.
Who?

The killer, he has Nancy.

But you said she was at her parents.
I just spoke to her father, she never arrived.
Could there be another explanation?

I received this (shows Martha the lock of hair).
It’s Nancy’s.

Can you be sure?

It’s her perfume. He says he is going to call her
Merope, one of the two remaining sisters. He called
her his seventh. He’s planning to kill her.

(takes letter) Look it says here she’s still alive.
If he touches a hair on her -

- We’ll find her Inspector.
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SCENE 3

NANCY is 1lying on the table. Her head is
wedged with a brace so that it cannot
move. Her arms and legs are tied.

JOSEPH is looking through a large book.

(writhing and unsettled).

The final sister Merope. The only one to marry a
mortal. Sisyphus. It is believed that this star
nymph was so ashamed of her husband that she hid
her face in heaven, causing the seventh star of the
Pleiades to gradually fade from sight. You have
much in common.

I am not ashamed of my husband.

This will be a very intricate drawing. You will
need to stay still.

Why am I back here?

I am going to draw a statue on your forehead. The
Colossus of Rhodes, a bronze statue of the sun god
Helios. The original stood over one hundred feet
high by the harbour of the city two hundred and
eighty years before Christ was even born. It marked
one of the most important trading ports in the
ancient Mediterranean and is my final
representation of the Seven Wonders of the Ancient
World. (carries paints over to NANCY) Keep your
head still!

What are you doing?
You mustn’t move.
Please don’t do this.

I want to reveal every muscle and sinew of Helios’
body. Capture the casual way he leans to the side
as he holds his torch in one hand pointing it to
the sky, whilst leaning his other on his spear.
(continues to paint on NANCY’S forehead) You must
be still!

Leave me alone.

(puts down the paint and brush and takes a bottle
and cloth from the shelf) There was no need for
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this. (pours the liquid on a cloth and places it on
NANCY’S mouth)
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SCENE 4

Split scene: a field on a foggy
morning/JOSEPH’S theatre.

Lights up on the field.

Seven blood-stained sheets are spread
across the stage in the shape of a splayed
body.

Enter BANNERMAN (he has a satchel with a
large book on Ancient Greece inside).

BANNERMAN 1ifts one of the sheets and then
another before collapsing to the ground.

Enter MARTHA.

Is it Nancy?
(shakes head).

(lifts one of the covers) I know her. It’s Billy
Smith’s daughter, Maggie (checks under the other
sheets) .

Surely she doesn’t work the streets?

The numbers are all the same colour and numbered
one to seven. This is one complete body. (points)
The head. The torso here. The pelvic area and
buttocks and all the legs and arms. The skin looks
puffy, like it may have been stored in water for a
while. The soles have the same branded symbols
found on the others. This symbol here we have seen
on one of the other recovered limbs.

The image on her head?
Very intricate.. flowers.. a garden maybe?

Hang on.
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BANNERMAN takes the book from the satchel
and starts looking through it.

BANNERMAN: I’ve got it.. look.. a lighthouse.. a pyramid.. a
garden. These are the Seven Wonders of the Ancient
World.. Zeus.. the Mausoleum of Halicarnassus.. the
Temple of Artemis. These gardens are the Hanging
Gardens of Babylon. Nancy will be the seventh.

MARTHA : There’s something in her ear. It looks like
pennywort.

BANNERMAN: From a canal? (he examines the pennywort) And what
about the name?

MARTHA : Electra. One moment. What is this tangled in her
hair? (retrieves a rolled-up paper) It has your
name on it. (hands the note to BANNERMAN) What does
it say?

BANNERMAN: It says I’m running out of time.

Lights down on the field.

Lights up on JOSEPH’s theatre.

JOSEPH: Steady now Mrs Bannerman, Ether can render the
brain heavy and disorientated. (removes the brace
from NANCY’S neck) I am told you are a brilliant
woman. Like myself a scholar of Pythagoras.

NANCY : (looks away) .

JOSEPH: Come now, we have a shared knowledge and I seldom
get to converse matters regarding Pythagorean
mathematics. Especially as the root of all the
clues I have given your husband are so clearly
linked to it.

NANCY : Why are you doing this to me?

JOSEPH: Simply filling our time until your husband arrives
(picks up a hairbrush and drags it along NANCY’S
leqg).

NANCY : What are you doing?

JOSEPH: (traces the brush along her torso to her hair then

starts brushing it) Mary Jane used to let me brush
her hair in the evenings.

NANCY : Who’s Mary Jane?
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She had such beautiful hair, not like mother’s
tangled and brittle. Father said mother was jealous
of it. Said Mary Jane’s red hair would get her into
mischief. He was right about that. Father was
always right about women (continues to brush hair).
It was mother who fired my fascination with
numbers. She had a passion for the number three.
It’s a very spiritual number. You have beautiful
waves in your hair Mrs Bannerman. The number three
signifies creation and manifestation, the desire to
reach your goals. I’'ve reached my goals.

(mother’s voice) Don’t pull too hard Joseph it
hurts!

(own voice) Mother used to say it was a number that
enhanced spiritual abundance and the appreciation
of life in all its fullness. Have you had a full
life Nancy?

(mother’s voice) That’s better Joseph, nice and
gentle.

(own voice) She was a fool of course. It’s not
possible to appreciate all of life because it is so
heavily flawed. One can only appreciate that which
is pure and untainted. (puts brush down and places
hands on NANCY’S head) The number three symbolises
the mind (brushes hands down to the neck and
shoulders) the body (brushes hands down to her
chest) and the soul.

Please don’t hurt me.

Only when it is fused with the number four does it
become powerful. Think of it. The number seven has
symbolic associations with religion, superstition
and mythology. It holds such great importance to me
and should be the same for everyone (traces his
hands along the rest of NANCY’s body). The Bible
tells us of its importance. The earth was created
in seven days, God commands that we labour for six
days and rest for our seventh, the Sabbath. It is
symbolic in all of the Genesis narrative. It is the
premise by which God wants us to think. The seven
levels of division of the heavens, the seven sages
of Ancient Greece, the Seven Sisters of Pleiades,
the Seven Wonders of the Ancient World, and seven
female slaves to serve me in the afterlife.

Female slaves?

What other use could you have?
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The woman you killed, is she to be one of your
slaves?
Woman? Oh my dear, I have rescued six, each one

specially chosen so that they may redeem themselves
and live an improved, more respectable existence in

the afterlife.

And I'm to be your seventh?
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ACT II SCENE 5
BANNERMAN’S office.
BANNERMAN is at his desk.
Enter MARTHA.

MARTHA: Any news?

BANNERMAN: Nothing!

MARTHA: Have you seen Mr Gittins?

BANNERMAN: No, why?

MARTHA : He called into the morgue looking for you. He
thinks he might have a potential suspect. Said he’d
spoken to his friend who’d studied at Corpus
Christi. There was a student at his university
who’d completed the first two terms but then got
kicked out for inappropriate behaviour.

BANNERMAN: What kind of inappropriate behaviour?

MARTHA:: Anaesthetised a young woman and cut her leg open.
There’s something else. I’ve been looking at the
alphabet (crosses the stage to the free-standing
line, takes paper copies of the images from her bag
and hangs them up with those already hanging) Look,
there are two of these, they represent the letter o
and this one is a k.

BANNERMAN: What about this one? (points to the symbol for 7j)

MARTHA : (consults chart) That’s a J and this is an A.

BANNERMAN: What else do we have?

MARTHA : E, R, S, H, K, Y.

BANNERMAN: Let me see. I think it’s an ‘I’ and this final
letter is a ‘U’.

MARTHA : Twelve letters. Could they spell out another
spiritual seven?

BANNERMAN: Or a place or name-?

MARTHA : What common names are there? Jack, Ben, John,

David, Samuel, Albert.
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There’s no C B D or L.
Joe?
(separates j o e from the others) What’s left?

We could still have two letters missing. The other
victim?

Enter HARRY.

Joseph! Joseph Kyriakou! (rearranges letters) It’s
him. Disfigured a woman in a bodged operation that
he wasn’t qualified to conduct. Claimed she had
signed a disclaimer to permit him to anaesthetise
her.

I’11 contact the other offices. See if anyone has
heard of him. Dr Hewson, can you go to the
infirmary and look through the medical records?
There can’t be many Kyriakou’s around here, and
Harry, find out what else your friend knows.

Lights down.
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SCENE 6

Split scene: JOSEPH’S lounge/ BANNERMAN’S
office.

Lights up on JOSEPH’S lounge - dim shadow.

Enter JOSEPH carrying a 1lit candle.

He removes his jacket, shirt and tie. He
pulls the belt from his trousers, kneels,
and places the candle on the floor before
flagellating himself with his belt.

JOSEPH: (Screams).

HARRY:

BANNERMAN :

HARRY:

Lights down on JOSEPH’S lounge.

Lights up on BANNERMAN’S office.

BANNERMAN is on the phone.

Enter HARRY.

Margaret Layton, the woman he disfigured. He should
have faced charges but she disappeared. There
wasn’t enough evidence to charge him so he was
released. One of the other chaps on the course
heard he’d boarded a ship for Europe, claiming he
was going to study mathematics and astronomy at the
University of Athens.

Do we know if he actually boarded that ship?

I'm sure there will be passenger lists for vessels
leaving around that time.

Lights down.
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ACT II SCENE 7

JOSEPH (uncomfortable from the
flagellation) is sitting at his desk
writing. His shirt is off.

NANCY remains tied to the table.

JOSEPH: o7, 16, 25, 34, 43, 52, 61, 70.

(mother’s voice) Louder Joseph, louder.

(own voice) 0 7, 1 6, 25, 34, 4 3, 52, 61, 7 0.

NANCY : (nervously) Joseph, is that your real name?

JOSEPH: Don’t interrupt me! 0 7, 1 6, 2 5, 3 4.

NANCY : (nervously) It is a kind name.

JOSEPH: Shut up! 4 3, 5 2, 6 1, 7 0.

NANCY : (nervously) My father used to make me chant my
times tables every morning over breakfast.

JOSEPH: 07, L o6, 25, 3 4.

NANCY : (nervously) 1 became very quick at answering

multiplication sums. Wasn’t it the Ancient
Babylonians who were the first culture to create
multiplication tables over four thousand years ago?

JOSEPH: They used a base of sixty.
NANCY : That’s right.
JOSEPH: It was the Chinese who first used the base of ten.

They’ve found multiplication tables on strips of
bamboo dating back to 305 BC.

NANCY : (nervously) Numbers are fascinating, aren’t they?
JOSEPH: Some of them. 0 7, 1 6, 2 5, 3 4.

NANCY : Why medicine?

JOSEPH: WHAT!

NANCY : Why did you choose medicine as your first study?
JOSEPH: So now you want to talk?

NANCY : (takes a deep breath) You know so much about me and

my life and yet I know so little about you.

JOSEPH: Maybe now isn’t convenient.
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Please indulge me (takes two deep breaths).

I held a little bird in my hand once. His heart
beat quickly like yours. I could feel it against my
palm.

(walks in front of NANCY and puts on shirt).
Your back!

The heat under its wings warmed my fingers. Have
you seen a bird skeleton? The bones are so
delicate. Much easier to cut through.

(nervously) Why medicine when you clearly have an
interest in mathematics?

It’s what mother wanted.
Why change your mind?
I told you, a difference of opinion.

But medicine is such a rewarding career. I don’t
understand why anyone would choose to give it up
like that.

Narrowmindedness. Besides, my face was never going
to fit in. No private education for me.. and my
skin.. I had to work hard, teach myself, find my own
way. I didn’t have the pockets of a rich father or
an aristocratic birthright.

The rejection must have been difficult.

(places his face next to NANCY’s)I wasn’t rejected!
They wanted me out from the start. They were just
looking for an excuse.

An excuse?

A misunderstanding.

With whom?

With a girl who offered herself to me.
Tell me.

All these qguestions.

Please.

She received good money to be my soma. She simply
had to lay still and let me explore the muscles and
sinews of her leg. Just a small tear in the skin so
that I may trace the lines of the ligaments on her
calf.



256

NANCY : You cut her leg open?

JOSEPH: She fought the anaesthetic. I hadn’t finished.

NANCY : She woke up during surgery?

JOSEPH: I told them not to come in. The theatre was clean.
They weren’t.

NANCY : She must have been in agony.

JOSEPH: It was her own doing. She fooled me. I told them

she had given her consent. I showed them the paper
but she lied. Said I’d coerced her. A woman like
that would have taken months to earn the money I
gave her.

NANCY : You had to leave?

JOSEPH: My career ended in a blink of an eye, all because
of that low-life whore!

NANCY : So now you seek revenge?

JOSEPH: For her? No! (removes NANCY’S shoes)
NANCY : What are you doing?

JOSEPH: Preparing you.

NANCY : Preparing me for what?

JOSEPH takes a bottle of Ether from the
shelf and a cloth from the drawer.

NANCY : But we were talking. Please. Stop. Don’t do this.
JOSEPH: It’s for the best.
NANCY : Please no!

JOSEPH pours Ether onto the cloth and
covers NANCY’S mouth.

NANCY becomes unconscious.

JOSEPH returns the bottle to the shelf and
removes NANCY’S stockings.

Lights down.
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SCENE 8

Split scene: BANNERMAN’S office/JOSEPH’s
theatre.

Lights up on BANNERMAN’S office.

(picks up phone and dials number) Is that Athens
University? Yes, this is Inspector Bannerman from
Staffordshire police in England. I understand you
are expecting my call. Thank you. I was told you
may be able to help me regarding one of your former
students, a Joseph Kyriakou. We are investigating a
series of murders and Kyriakou is a person of
interest. What can you tell me about him?
Withdrawn? Antagonistic? I see. Yes, he is our
chief suspect at present. No, I didn’t know that. A
spate of murders in your region and when would that
be? And was he questioned? Yes. Athens police? They
called you directly? How would I get hold of that
number? Yes of course I can wait (writes down
number) Thank you so much. Good day to you. (puts
the phone down then redials) Hello, yes this is
Inspector Bannerman. I’'m calling from a police
station in..I'm sorry I don’t understand..look does
anyone speak English..England yes..I'm sorry this is
a terrible line..can you..no, I can’t call
back..hello..hello? Ah, who is this? Inspector
Cilato. You speak English? Excellent. Look I need
to speak to someone who had dealings with a British
national, Joseph Kyriakou regarding a series of
murders in your region seven years ago. You were?
What good fortune. I understand Kyriacou was a
suspect in your investigation. Is that so? So why
was he released? Well, I can tell you that, he
returned to the UK. You have a warrant? Really?
Thank you. Yes, of course, as soon as we have
apprehended him (puts the phone down).

Enter MARTHA.

It seems this isn’t the first time our man has been
under suspicion for murder. Athens police said they
interviewed Kyriakou for a spate of prostitute

murders in the period whilst he was studying at the
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University. They didn’t have enough evidence to
charge him at the time but then a witness came
forward and said she’d been attacked by Kyriacou
but managed to escape.

MARTHA : Why didn’t she report it straight away?
BANNERMAN: Word of a prostitute over an English gentleman?
MARTHA:: But he was a person of interest.

BANNERMAN: She didn’t know that, not at first. There’s a
warrant out for his arrest. What have you got
there?

MARTHA : I found the name Kyriakou in the hospital records.
It wasn’t Joseph, it was a woman called Rachel,
aged sixty-six. She had been admitted with
consumption. There’s more. She has a psychological
profile from St James’, where she spent long
periods due to mental breakdown and child neglect.
Her notes said she was Irish but that her husband
was from Crete. He left when her child was young.

BANNERMAN: Joseph?

MARTHA: She had only one child. He is her son. The sister
from her psychiatric ward said he lived abroad.
They thought he might be the source of her
consumption. They sent someone ‘round to the
address she had given but it was abandoned. They
couldn’t see how anyone could have been living
there as it was in a real state.

BANNERMAN: Where was she released to?
MARTHA : Nowhere. She died.
BANNERMAN: We can check the census records.

MARTHA:: Harry is on his way there as we speak.

Lights down on BANNERMAN’S office.

Lights up on JOSEPH’S theatre.

JOSEPH washes and brushes NANCY’S hair.
She 1is still unconscious.

Lights down on JOSEPH’S theatre.
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Lights up on BANNERMAN’S office.

MARTHA and BANNERMAN are looking at a map.

Enter HARRY.

HARRY : I found him. Joseph Kyriacou, thirty-five. He is
living on a barge just down from the Fiery Holes
field. (marks the spot on the map)

BANNERMAN: (draws lines along all the murder sites) Look, the
murder sites. They all converge here on the canal.
It’s him. Call for the carriage.

Lights down on BANNERMAN’S office.

Lights up on JOSEPH’S theatre.

JOSEPH takes a pot of paint from the shelf
and paints numbers on NANCY’S body.

NANCY begins to stir.

JOSEPH puts down the paint and gives her
more Ether before painting again.

JOSEPH: One, two, three, four, five, six, seven.

Lights dim on JOSEPH’S theatre.

Lights up on the towpath outside of
JOSEPH’S canal barge.

HARRY: It says it’s just along here.
BANNERMAN: Are you sure, I can’t see anything-?

MARTHA : There are lights over there.
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Lights down on towpath.

Lights up on the theatre.

(opens the door of the coal stove and places a
branding iron inside) Just two letters to complete
my name (sears NANCY’S foot).

(screams) .

Lights up on both towpath and theatre.

What was that?

(sears NANCY’S other foot).
(screams) .

That’s Nancy! Wait here Dr Hewson.

(takes the butcher’s cleaver from the rail) He'’s
too late Mrs Bannerman.

Please stop!

(places cleaver on NANCY’S neck).

BANNERMAN and HARRY kick open the door to
the barge. BANNERMAN has a gun.

One step closer and I’"11 cut her throat.
(disorientated) Albert!

Inspector, I was beginning to think you’d let me
down.

You bastard!

Mr Gittins, how lovely of you to join us.
(edges forward)

One more inch and she’s dead.

Joseph.. please.. put the knife down.
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I must say this took much longer than I
anticipated.

What is this all about?

Your wife has been pleasant company Inspector. She

will make an interesting companion in the
afterlife.

Albert, please.
(moves towards NANCY)
One..more..step!

Please let her go.
want.

I'm clearly the one that you

Bargaining, how very English. I fear you are in no
position to ask anything of me.

What is this?

You don’t remember me?
Have we met before?

We have. Thirteenth of November 1887.
(no recollection)

Come now, Inspector

Thirteenth November? Bloody Sunday?
Mr Gittins bravo.

I don’t understand.

Why would you? I was Jjust another of the
downtrodden, congregating under the statue of
Nelson on the axis of London’s rich and poor.

You were at the march?

Roused by the socialists and reformers whose
rallying cries gave us hope of change.

A marauding mob armed with lead pipes and hammers.

A peaceful protest of people passionate about
change.

I don’t understand, what does this have to do with

me”?

She was there you know, Mary Jane Kelly. Walking
amongst the crowds soaking it all in. A patriotic
Irish woman believing that the words of Willliam
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Morris and Eleanor Marx could 1lift her from the
slums.

Are you talking about the Ripper’s Mary Jane Kelly?
One of the Canonical Five?

How could she have guessed standing shoulder to
shoulder with the masses that her life would end so
tragically just twelve months later at the hands of
that monster?

You knew her?

Our mothers were both born in County Limerick under
the shadow of the Garrison church.

Kelly’s family were Irish peasants.

The Kelly’s spent some time in our service before
my parents moved to London. Mother arranged for
them to look after me when she.. went away.

Whilst she was institutionalised you mean?
She had her struggles.
And Mary?

We became reacquainted when she moved to Spittle
Fields.

At Miller’s Court?

Amongst other places. We had been good friends
once.

She was a prostitute!

Everyone disappoints you in the end.
Is that all you were, friends?
(strokes NANCY’S hair)

(flinches)

I don’'t get it. What does this have to do with
Bannerman?

Mary was aware of my fondness for her. We talked
about it as children. She made me believe she felt
the same.

She must have been what, six or seven years older
than you?

That didn’t matter to me. During my stay with her
family, she showed me kindness. Mother’s illness
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was common knowledge but Mary didn’t tease me. Not
like the others.

You were in love with her?

I asked her to be my wife. I had money and good
prospects. I wanted to repay her kindness by taking
her from the gutter and offering her
respectability. It didn’t matter that I was only
eighteen. There was my mother’s family money. More
than enough to support her comfortably. (beat) I
didn’t see him at first, but when he heard my
proposal, he slipped out of the bedroom, stinking
of alcohol and sneering at me.

Who did?

My father. Costas Kyriakou. His hands were all over
her. Standing there mocking me, calling me a stupid
child. (beat) It was the last time he laughed at
me. The last time he laughed at anyone. I didn’t
see her again. Not until that day in Trafalgar
Square. Parading about with her painted face.
Bottle of gin in one hand and the other searching
back pockets for wallets and loose change. I
followed her - trying to break through the bodies.
The Queen’s Life Guards and hundreds of police
aggressively thrusting truncheons, attempting to
break up the assemblage. People were falling over
each other and there she was, still in view,
laughing and pushing forward. I needed to stop her.
I was getting pushed from one side to the next and
I could see her getting away. And that is when you
stopped me. A single blow to the side of my temple
that knocked me off my feet.

We were ordered to break up the crowds, I was doing
my Jjob.

I don’t know how I wasn’t crushed to death. Mary
got away. By the time I had found my feet, she was
gone and I didn’t see her again. Not until her face
appeared in the newspaper as the fifth of the
Ripper’s victims, along with yours Bannerman,
yours, and Inspector Reid’s.

I wasn’t responsible for her death.

(shouts) But I should have been! It should have
been these hands that took her last breath not his.
You took that away from me.

You’ve killed and mutilated all those women because
you couldn’t get to her?
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He wanted revenge. Mary chose a life of
prostitution over becoming his wife. Chose his
father over him.

Women like Mary need to be removed from society,
liars, temptresses, and sirens of the devil.

What a sad story you weave Mr Kyriacou. Unrequited
love. Abandonment.

Sad? What an intriguing adjective to use. I wasn’t
abandoned, Mr Gittins. I was provided for very
handsomely whilst my mother was in hospital.

Sent to live in a slum with your mother’s servants?
They cared about me.

More than your mother it seems. It must have been a
relief when she died. Escaping the obsessive
behaviour. Breaking free from the power she held
over you.

Power is such an unusual weapon to hold in your
arsenal. It offers you moments of extreme pleasure
but also comes with its own burdens of
responsibility, don’t you think?

It seems the transition of power from mother to son
may have been too much of a responsibility for your
young hands. Never allowed to question her
excessive control over your mind. Once she’d gone,
it must have been difficult for you to let anyone
exercise power over your life and decisions again.
Is that what happened with the girl in Oxford? She
reported you, forcing others to make decisions
about your future by having you kicked off the
course.

I left of my own free will.
Encouraged to move on we heard.
You try to rile me, Mr Gittins.

I simply speak the truth. A promising career ended
in a moment. Unable to understand the boundaries
that separate investigations and ethics.

She gave her permission.

No one gives their permission to be mutilated. You
exploited a situation for your own ends.

I was carrying out research that would help us to
understand the human body more effectively.



BANNERMAN :

JOSEPH:

HARRY:

JOSEPH:

BANNERMAN :

JOSEPH:

NANCY :
BANNERMAN :

HARRY:

JOSEPH:

BANNERMAN?
JOSEPH:
BANNERMAN :

JOSEPH:
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You took pleasure in butchering a woman, just as
you have the poor victims of your latest killings.

I have not killed anyone. I have given them a
chance to redeem themselves in the afterlife.

You are deranged.

And yet I am the one who so skilfully managed to
remain elusive to you.

You are not going to escape from this Kyriacou.

Escape? I have no desire to escape. My place has
been set. My slaves have been selected. I will
transfer at a time of my choosing and I will be rid
of the shackles of this life and thrive in the
opportunities of the next (lowers the cleaver onto
NANCY’ S neck) .

Albert!
Stop!

When did punishing other people become so important
to you? You look for the wrongs in others so that
you may feel better about yourself. It doesn’t work
though, does it? You are an intelligent man. You
know that what you have done to these women is
wrong. You are simply trying to justify it to
yourself, and yet it sits heavily on your
conscience. The need to block it from your mind
overwhelms you and that drives you to commit other
atrocities. Each time hoping the memory of the
previous one will pass.

A pathetic attempt at amateur psychology Mr
Gittins. I do not need to rid my mind of my
actions. Everything I do is planned, determined,
and executed as I intend. There is good purpose to
my work and I will be rewarded for it.

By whom?
By a power much higher than yours.

How misguided. You will burn in the fires of hell
for what you have done to these poor women. Do not
fool yourself that you are doing the work of a
higher being. You gain sadistic pleasure from
causing harm to others. You are evil.

And you Inspector Bannerman are a sodomite. In a
relationship with your sergeant. A respectable
marriage shattered by the sodomy of a member of His
Majesty’s police force. Poor Nancy’s face when I
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told her. Such a difficult pill to swallow. I could
have killed you many times but I chose to bring you
here to watch this unfold. To give you a chance to
contemplate how much you have let down your poor
devoted wife as she draws her final breath.

JOSEPH 1lifts the cleaver once again.

BANNERMAN thrusts himself forward.

JOSEPH swings the cleaver and catches
BANNERMAN in the face. He drops the gun.

HARRY tries to grab JOSEPH from the side.

JOSEPH and HARRY tussle.

BANNERMAN manages to reach the gun. He
staggers to his feet but can’t find an
opportunity to shoot for fear of hitting
Harry.

HARRY : The gun!

BANNERMAN slides the gun to Harry.

During the tussle two gunshots are fired.

JOSEPH falls on top of HARRY, BOTH lay
still.

BANNERMAN: Harry?

HARRY: (pushes a dead JOSEPH off him and rolls over)
BANNERMAN: I thought you were..

HARRY: Nancy?

NANCY : (falls forward onto BANNERMAN)



BANNERMAN :

MARTHA:

BANNERMAN :

NANCY :

BANNERMAN :

NANCY :

BANNERMAN :

MARTHA:

NANCY :

NANCY :

267

Nancy No! (lays NANCY back down) She’s been shot.
(shouts) Dr Hewson!

Enter MARTHA.

I heard gunshots. Nancy? Get me something to stop
the bleeding.

HARRY takes a cloth from the bench.

Nancy, hold on.

You and Reggie, why didn’t you tell me?
I tried I really did.

(groans)

I thought I could make myself feel differently.
That marrying you would make it all better but all
I was doing was hurting you. Can you ever forgive
me?

Put pressure on the wound. She’s losing a lot of
blood.

I love you, Albert.

(closes her eyes. Her hand falls limply into
BANNERMAN’S) .

Lights down.

CURTAIN DOWN.
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Dolofonus
A Psychological Murder Mystery
Screenplay
by

Julie Garvey-Welch




EXT. CANAL TOW PATH - NIGHT

Moonlight reflects on the canal. Bushes, shrubs and a fallen
tree hang over a disused section of tow path into the canal.
Shadows of overgrown reeds disguise the water’s edge. Broken
neglected barges sit half sunken amongst the reeds and water.
WE HEAR the hoot of an owl.

WE MOVE SLOWLY behind the fallen tree. There is a large
working barge. On the side of the barge reflects the outline
of ornate paintings and gold writing.

WE MOVE along the deck of the barge passing painted buckets
and unlit cast iron lamps. A thick rope hangs over the side
into the canal. At the window the curtains are closed.
Flickering candlelight seeps through the linen.

INT. MAKESHIFT OPERATING THEATRE INSIDE CANAL BARGE - NIGHT

WE MOVE along the length of the barge. We see a wooden cabin
bed neatly made, a small cabin kitchen with a cast iron stove
and kettle, a ceramic bowl and jug, a hand-brush with bent
bristles and a bar of soap in a dish, a single plate, cup and
saucer and a small tea pot.

On a side table there is a neatly folded newspaper dated 10th
October 1898 and a hairbrush.

There is a curtain drawn across the width of the barge
separating the living space. WE MOVE through the curtain to
shelves storing paint brushes, pots of paint, lint, neatly
folded towels and bottles of chemicals (phosphorus, ricin,
arsenic).

WE HEAR the sharpening of a knife.

WE MOVE SLOWLY from the shelves across to a metal operating
table where the feet and legs of a WOMAN are revealed.

INT. BANNERMAN'S BEDROOM - NIGHT

The bedroom is well furnished with a carved wooden bed and
two side tables. Near the window is a dressing table on which
there is a ceramic washing bowl and jug, decorative brush and
hand mirror.

NANCY BANNERMAN (36) is lying awake facing away from the
door. She looks sad and thoughtful.
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D.I. ALBERT BANNERMAN (42) walks in from the landing, looks
over to Nancy, sits on the bed, removes his jacket, tie and
shoes and loosens his shirt. He washes his hands and face.

Nancy remains awake but doesn’t speak. Bannerman pauses,

looks at Nancy again then turns to look out onto the Black
Country streets below.

EXT. BLACK COUNTRY STREETS - NIGHT
MONTAGE - WE MOVE along:

A row of large Victorian houses - their brick darkened by
soot.

Past the Cholera Monument.
Past Firkins bakers.
Past St Martin’s church and graveyard.

Past The Globe public house - a narrow building situated at
the end of a uneven gravelled drive.

Past the butchers.

Past rows of run down back-to-back houses with shadowy
entries.

Past a stone bridge by the canal tow path.

INT. MAKESHIFT OPERATING THEATRE ON BARGE - NIGHT

WE MOVE along the legs of a naked female, across her hips and
torso, up towards her neck and face. The body belongs to
IRENE GRINSELL (19, blonde). WE MOVE above her head to an
overhanging cooking rail with a large saw, chisel, hammer,
mallet and butcher’s cleaver.

JOSEPH
(Whistles)
Ring ‘o’ Ring of Roses.

A SHADOWED FIGURE (identity hidden) removes his tweed jacket
and replaces it with a brown canvas over-jacket. He pours
water from the jug into a bowl and washes and dries his hands
methodically, scrubbing them with a hand-brush.

The shadowed figure brushes Irene’s hair, dips a cloth in the
bowl and methodically wipes her face and body.
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He paints loose brushstrokes on the forehead of the cadaver.
He paints a 1 on the neck, 2 on the torso, 3 on the left arm,
4 on the right arm, 5 on the pelvis, 6 on the left leg and 7
on the right.

He takes the butcher’s cleaver from the hanging rail and
lowers it onto the neck of the cadaver.

EXT. ON A STEP OUTSIDE THE GLOBE PUBLIC HOUSE - DAY
It is early morning. The street is empty. There is a frosty
mist in the air. CROWS CAW from the roof of The Globe pub.

On the step is an amputated left arm/hand laying on brown
paper.

EXT. SANNA POOL - DAY
A FOX drags the amputated buttocks and pelvis of a female

body. The fox is startled by a BLAST from the brickworks and
runs away.

EXT. MILL LANE GROCERS - DAY
The door opens to the shop. The BELL above the door rings.

0/S MALE VOICE
Fucking hell!

The torso of a woman is leaning against the wall.

EXT. BILSTON HIGH STREET - DAY

Bloodied blonde hair pokes out from a blood stained sheet.
Next to it is another larger blood-stained sheet.

Bannerman and DR MARTHA HEWSON (28) are standing over it next
to a stack of wooden crates. Bannerman is smoking a pipe. He
has a rolled up map under his arm.

Detective Sergeant REGGIE BROWN (30)joins them.

Bannerman lifts the sheet revealing the head of Irene
Grinsell.

REGGIE
Jesus Holy Christ!



BANNERMAN
Where have you been?

REGGIE
Do we know who it is?

MARTHA
Irene Grinsell. She’s one of
Lizzie’'s girls.

REGGIE
From the brothel?

MARTHA
I make regular visits there to
check on their health.

Bannerman opens out an area map on the stack of crates. He
takes a pencil from his pocket.

BANNERMAN
Left arm and hand near The Globe.

(circles the pub on the map)

Buttocks and pelvis by the Sanna
Pool.

(circles the Sanna Pool)

Right leg and foot near Hansell'’s
brewery.

(circles the brewery)

They'’ve also recovered a torso from
outside the grocers on Mill Lane.

(circles Mill Lane)

Reggie flicks a cigarette butt onto the floor.

REGGIE
She’s all over the bloody Black
Country.

MARTHA

We'’'re not sure the body parts are
from the same woman. Skin colour on
the face and hair doesn’t match
that which officers found on the
other limbs.



Martha lifts the sheet off Irene’s head again. She kneels
down and brushes Irene’s hair from her face.

MARTHA (CONT'D)
What’s this?

A pyramid is painted on Irene’s forehead. Along the hairline
are the letters ALI followed by smudged marks.

MARTHA (CONT'D)
Ali or Alice?

Reggie kneels beside Martha and a hip flask falls from his

pocket. Bannerman picks it up, stares at Reggie and puts it
in his own pocket. Reggie and Bannerman exchange a knowing

stare. Martha appears not to have noticed.

MARTHA (CONT'D)
Decapitation is fresh. Clean. I
need to look at the other limbs but
I'd say our attacker had a
practiced hand. He knew what he was
doing.

BANNERMAN
A surgeon?

MARTHA
Possibly. More likely a skilled
butcher or knacker.

REGGIE
And there was nothing else?

Martha points to Irene’s neck which has a number 1 painted on
it. She walks over to the other bloodied sheet and uncovers a
leg marked 7 and an arm marked 2.

MARTHA
The limbs from the other sites are
also numbered, 2, 4, 5 and not all
in black ink. The officers said the
torso and pelvis area were written
in red paint and there’s an
unidentified branded symbol on the
feet.

BANNERMAN
I want a list of all the surgeons,
butchers, knackers and any other
bugger who knows how to use a
knife. Get the lads to speak to all
the blacksmiths from Bradley to
Dudley, wider if you can.

(MORE)



BANNERMAN (CONT'D)
I want the other local stations
involved. Dr Hewson, can you go and
speak to Lizzie?

Martha wraps the head in the sheet.

MARTHA
Sergeant Brown, can you deliver
this to the infirmary?

Martha picks up her bag and leaves.

REGGIE
(gestures towards the head)
Seriously? What’s she doing here

anyway?

BANNERMAN
I asked her to look at the remains.

Where were you?

REGGIE
Nothing to bother yourself about.

Bannerman checks to see if anyone is listening.

BANNERMAN
How do you think it looks, you
turning up late again? And this?

Bannerman takes Reggie’s hip flask from his pocket and tries
to hand it to Reggie. Reggie thrusts Irene’s head forward.

REGGIE
Are we doing this now?

BANNERMAN
I couldn’t get away. I told you.
She’s starting to get suspicious.

REGGIE
Then tell her.

BANNERMAN
Not an option.

REGGIE
I'm not going to hang about in this
shit hole for ever.



BANNERMAN
Is that a threat? You’d be out on
your arse if it wasn’'t for me. You
only have this job because -

REGGIE
- Go on.

BANNERMAN
You're becoming a loose canon
Reggie. Just remember who'’s in
charge here.

INT. ‘THE POST’' NEWSPAPER OFFICES - DAY

The newspaper office has a large wooden desk with a Remington
Standard typewriter on it dated 1873, a leather chair, filing
cabinets and a coat stand.

HARRY GITTINS (30’'s) is wearing a suit, tie and waistcoat. He
is sitting at his desk looking through a file called, ‘The
Canonical Five’.

He turns the pages revealing ink sketches of the mutilated
bodies of Jack the Ripper’s Canonical Five victims: Mary Ann
‘Polly’ Nichols, Annie Chapman, Elizabeth Stride, Catherine
Eddowes and Mary Jane Kelly.

He turns another page. WE SEE a newspaper article. There is a
printed sketch of three suited men. The article identifies
them as Inspector Reid, Detective Sergeant Bannerman and
Detective Constable Brown.The newspaper is dated: December
1888. Headline: ‘Ripper Still at Large’.

Harry turns a further page. There is a note. WE SEE it is
dated 9th September 1897. It reads, 'Sergeant REGGIE BROWN
seen kissing an unidentified man in 0ld Castle Street
11.25pm. Witness willing to testify.

INT. BROTHEL - DAY

The brothel decorations and furnishings are gaudy and
tasteless. Martha walks through to LIZZIE's office passing
partially clothed WOMEN draped over suited MEN.

Other MEN and WOMEN are standing, watching, looking uneasy.

Lizzie (late 50’'s) is well dressed but with excessive frills
and make-up. She is sitting at her desk smoking.



Another girl, REBECCA (22) with auburn curls, is sitting
opposite her, also smoking. She is wearing underwear and a
silk dressing gown.

LIZZIE
You don’t have to tell me, I heard.

Lizzie opens a cigarette box. Offers one to Martha. She
refuses.

LIZZTE (CONT'D)
Don’'t want the police round ‘ere.

REBECCA takes a drag on her cigarette.

REBECCA
Who’d do this?

MARTHA
(shakes head and gestures that she
doesn’t know)
Do you know where Irene was going?

REBECCA
Girls reckon she’d popped out to
see someone. A friend from way
back. I still can’t believe it.

MARTHA
Male?

Lizzie takes a drag of her cigarette then stubs it out.

LIZZTE
Wench called Anya. They were at the
workhouse together when they were
nippers. What must she have gone
through, poor bugger.

MARTHA
This Anya local?
REBECCA
Think so.
MARTHA
And you didn’'t notice Irene hadn’t
returned?
REBECCA

We were busy last night. Pay day at
the steel works.



LIZZIE
She suffer?

Martha looks down.

LIZZTE (CONT'D)
What am I saying? Course she bloody
suffered. Evil bastard!

MARTHA
Can you think of anyone who would
want to harm her?

LIZZIE
Customers loved her, we all did.

MARTHA
Any unsavoury characters?

LIZZTE
You know how it is. Mostly regulars
apart from a few passing through
the works.

MARTHA
I'll need to speak to the other
girls.

Martha picks up her doctor’s bag ready to leave.

LIZZTE
You think you could take a look at
Rebecca before you go?

REBECCA
It’'s flared up again.

Rebecca lies on the coach and opens her dressing gown, her

cigarette resting between her lips.

MARTHA
You been using the mercury I gave
you?

REBECCA

I've run out. Costing me a fortune.

MARTHA
Show me.

Rebecca has an inflamed dark patch on her left breast.

MARTHA (CONT'D)
It’s spread to my leg.
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Rebecca shows Martha another red patch on her inner thigh.

LIZZTIE
I'm going to have to let her go if
it gets any worse.

Rebecca fastens her dressing gown. Martha hands Rebecca a
vial of mercury.

MARTHA
Take this.

REBECCA
I haven’t got enough -

MARTHA
- You need to stop Rebecca.

REBECCA
What else am I gonna do?

Lizzie signals to Rebecca to leave.

MARTHA
Syphilis.

LIZZIE
She’s careful. It’s all she knows.
Been here since she was fifteen.

Lizzie lights another cigarette.

LIZZIE (CONT'D)
You know Irene was planning on
packing it all in. Been putting
money aside. Wanted a place of her
own.

Martha washes her hands.

MARTHA
Not all the body parts were
Irene’s. You need to keep them safe
Lizzie, until he'’s caught.

LIZZIE
If I catch the bastard that did
this, I’1l1l cut his balls off and
feed them to the dogs.

Martha picks up her bag and is about to leave.
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LIZZTE (CONT'D)
How come you’re so involved in this

anyway?

MARTHA
I've got experience. Bannerman
asked me to help until they find a
replacement pathologist.

LIZZTIE
Not a job for a lady really is it?

MARTHA
Changing times, Lizzie.

INT. BANNERMAN'S OFFICE - DAY

A blackboard displays details of the crime: sketches of the
body parts, names and times of where the body parts were
found, sketches of the symbols found on the soles of the
victims feet. They are the Ancient Greek symbols for the
letters H and S.

A map of the Black Country area is pinned to another board.
It shows the circled crime locations. Bannerman is staring at
it.

Reggie walks in. He hands Bannerman a list. WE SEE a list
titled ‘knackers’ and ‘butchers’. It has names on it with
pencil lines drawn through them.

REGGIE
Nothing!

Bannerman leans in to Reggie and smells Reggie’s breath.

BANNERMAN
Drinking again?

REGGIE
For fucks sake give it a rest will
you.

BANNERMAN

What’s going on Reggie? Boozing,
gambling, looking like shit. You're
supposed to be a professional.

REGGIE
Yeah well we’'re not always what we
seem.
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Bannerman looks around nervously.

BANNERMAN
Keep your voice down.

REGGIE
Why'’s that then, hey?

BANNERMAN
Because you’'re on a path of self
destruction and I'm not going down
there with you.

REGGIE
Have you any idea what this is
like?

BANNERMAN
We both knew what we were signing
up for.

REGGIE

That’s the thing. We’'re not signed
up for anything. There’s nothing
keeping me here.

BANNERMAN
What do you want me to say?

Reggie lights up a cigarette.

BANNERMAN (CONT'D)
She’'s my wife.

Reggie focuses on the working evidence board showing a sketch
of Irene’s head.

BANNERMAN (CONT'D)
I shouldn’'t have started this here.
It isn’'t the place.

REGGIE
No, go on, you’ve obviously got
something to say.

BANNERMAN
Not here. We need to focus.

Reggie pushes a chair away scrapping the feet along the
floor.

BANNERMAN (CONT'D)
Come on.
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Reggie glares at Bannerman. Bannerman turns to face the

board.

BANNERMAN (CONT'D)
What else do we know about her?

REGGIE
She’s nineteen.

As Reggie speaks, Bannerman writes the facts on the black

board.

BANNERMAN
And?

REGGIE
Born in Moxley. Both parents are
dead. Mother had consumption.
Father fell through the roof at the
glassworks.

BANNERMAN
What about recently?

REGGIE
Spent three years in the Bilston
Workhouse and then at sixteen was
taken in by Lizzie Morris. She'’s
been at the brothel ever since.

BANNERMAN
She was last seen at two P.M.
Friday afternoon.

There is a KNOCK at the door. It opens. Martha walks through
the door and over to Bannerman. Reggie looks pissed off with
her arrival. He lights a cigarette.

BANNERMAN (CONT'D)
Martha’s connection to the brothel
will be useful.

Reggie takes a long drag of his cigarette and shakes his head
disapprovingly. Martha sees him.

MARTHA
You’ve spent the past four years
trying to close Lizzie's
establishment Sergeant Brown.
They’'re far more likely to talk to
me than you or any of this force.

Martha (her back to Reggie and Bannerman) writes ‘Anya’ on
the blackboard with a connecting line to Irene’s sketch.
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MARTHA (CONT'D)
She was supposed to be meeting a
friend. Anya. Irene was helping her
get back on her feet. She was
hoping Lizzie would take her in.

REGGIE
Another prossie?

Martha breaks the chalk in her hand and it falls to the
floor.

MARTHA
They’d made plans to meet in The
Globe.

BANNERMAN
Where one of the body parts was
found?

Bannerman takes the chalk from Martha and draws a line on the
blackboard from Anya to a pencil sketch of The Globe public
house.

BANNERMAN (CONT'D)
Does Anya have family?

MARTHA
The workhouse will keep records.

BANNERMAN
Get yourself down there Reggie.

Martha takes a sheet of paper from her doctors bag and hands
it to Bannerman.

MARTHA
I'm going with him. I have some
calls to make there. I’'ve compiled
a list of surgeons and doctors in
the region.

As Reggie and Martha are about to leave, NANCY BANNERMAN
meets them in the doorway.

REGGIE
Mrs Bannerman.

NANCY

That’s very formal, Reggie. I've
told you to call me Nancy.

Reggie nods and walks away.
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Nancy shakes her head in exasperation.
Martha rolls her eyes then air kisses Nancy.

NANCY (CONT'D)
Is he in a good mood?

MARTHA
There’s been a murder.

NANCY
Good Lord.

MARTHA

Sorry, I need to...

NANCY
Are you free later?

MARTHA
I should be back at the infirmary
by lunchtime.

NANCY.
May I call in on you?

MARTHA
Of course. Is everything ok?

NANCY.
I'll see you at one.

Nancy joins Bannerman in his office.

BANNERMAN
Nancy? What you doing here?

Nancy removes her hat and gloves and kisses Bannerman on the
head.

NANCY
I'm allowed to visit my husband,
aren’'t I?

BANNERMAN
Shall I organise some tea?

NANCY
That won’t be necessary. This is a
fleeting visit.

Nancy circles Bannerman’s desk then picks up a paperweight.

Bannerman sifts through a file.
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NANCY.
You know, I’'m not sure that
Sergeant of yours likes me. At best
I get a cursory nod.

BANNERMAN
I wouldn’t worry. He’s like that
with everyone.

Bannerman takes the paperweight from his wife and places it
back on the desk.

Nancy paces the room.
NANCY

Remind me again why you bought him
from London?

BANNERMAN

He’'s a good police officer.
NANCY

He’'s rude and arrogant.
BANNERMAN

(continues to work with his head

down)
He gets the job done.

NANCY
(picks up a sheet of paper from
Bannerman’s desk) I hear there’s
been a murder?

BANNERMAN
One of Lizzie's girls.

NANCY
How dreadful. Poor woman.

Bannerman takes the sheet of paper from Nancy and places it
back on the table.

NANCY (CONT'D)

I came to remind you about dinner
at mother’s. Susan and Harrold will
be there and Auntie Edith will be
over from Hampshire.

BANNERMAN
I don’t think -

Nancy places both hands on the desk and leans in to
Bannerman.



17.

NANCY
- Don’'t do this to me again. I’'ve
given you ample notice. It’'s been
arranged for weeks.

Bannerman stands, moves over to a filing cabinet and takes
out a random file.

BANNERMAN
I'll do my best but we have a
murder investigation.

NANCY
Dinner will be at eight-thirty.
Surely you will be finished for the
evening by then.

BANNERMAN
Of course.
NANCY
Please don’t humiliate me again,

Albert.

Bannerman takes the file back to his desk.

BANNERMAN
I said I'd try. Look, I need to get
on.

NANCY

I've taken your other suit to be
pressed. Mother wants to make an
event of it.

Bannerman nods dismissively.

Nancy kisses Bannerman on the head and puts on her hat and
gloves.

Bannerman stares at the door as she leaves.

INT. WORKHOUSE OFFICES - DAY.

The workhouse office is a wood panelled room with a large
desk and shelves of documents. Martha is looking through a
large book detailing names, ages, circumstances and next of
kin of workhouse inmates.

Reggie is reading a poster on the wall. The poster lists the
daily routine for the day.
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Hour of Rising - 5:30am, Supervised Washroom Time 5:45am-6am,
Cleaning chores 6:00am-7.30am, Breakfast 7:30am-8am, Morning
chores 8am-12pm, Lunch 12pm-12:30pm, Afternoon chores 12:30pm-
7pm, Dinner 7pm-7:30pm. Free time 7:30pm-8pm, Bedtime 8pm
sharp.

MARTHA
The matron said we’re looking for a
girl called Anya Lee.

Martha turns the pages of the book until she lands on
surnames with the letter L.

There are a list of names in alphabetical order. Lake, Lane,
Laughton, Laten, Lebonowski, Lee.

Martha traces her finger along Anya Lee’s details: 18, fair,
black hair. The next of kin column says ‘traveller family’.
Additional information column reads ‘fifth internment’.

REGGIE
The Lee family are well known
‘round here. Thieving bastards most
of them.

MARTHA
Looks like she’s been in and out of
here for the best part of her life.
Imagine spending your early years,
any years for that matter in a
place like this.

REGGIE
Most of them end up on the street,
one way or another.

MARTHA
The system is broken.

REGGIE
What’s the alternative? At least
they get fed.

INT. INFIRMARY - LATER

A simple office with a desk and shelves of books. Martha is
writing in a file. Nancy stares out of the window.

NANCY
I don’t know what to do any more.
He shows no interest in me or the
family.
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Martha puts the file to one side.

MARTHA
Was he like this in London?

NANCY
It’'s complicated.

MARTHA
Sherry?

Martha fills two sherry glasses and hands one to Nancy.

MARTHA (CONT'D)
Medicinal.

Nancy smiles and takes a sip of her sherry whilst staring out
of the window.

NANCY
We had an agreement, Albert and I,
before we were married.

MARTHA
Agreement?

NANCY
A personal one. Medical.

MARTHA
Related to your heart condition?

NANCY
Scarlet fever as a child left me
with a weakened heart. Doctors in
Whitechapel advised us not to
consider children. Albert was very
understanding. Said it was
difficult to maintain a family life
in his profession.

MARTHA
There is love though?

NANCY
(Nancy takes another sip of sherry)
We are both very fond of each
other. On the surface we have the
family setting befitting a
respectable police inspector.

Nancy takes a handkerchief from her handbag and holds it
against her nose. Martha looks concerned about her friend.
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NANCY (CONT'D)
Did I ever tell you how we met? I
was volunteering in a soup kitchen
in Whitechapel. There was an
impatient crowd waiting outside and
tempers became flared. A brawl
broke out. When I opened the doors
to let everyone in, a man fell over
the threshold and knocked me off my
feet.

MARTHA
Were you hurt?

NANCY
Just my pride. Albert pushed
through the crowds and grabbed the
man by the collar and dragged him
off. I didn’t expect to see Albert
again but he returned later in the
afternoon. He said he wanted to
check on my wellbeing. He was very
dashing back then.

MARTHA
How romantic.

NANCY
He came by regqularly after that,
eventually plucking up the courage
to ask me to tea.

Nancy walks over to the desk and sits down. Martha follows.

MARTHA
I can’'t imagine Bannerman being
nervous.

NANCY

He proposed just a few months
later. He was very different to the
man you see today. The case in
Whitechapel changed him.

MARTHA
You seem very content in each
other'’s company.

NANCY
Content? What an interesting
description of our relationship.
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MARTHA
I'm sorry, I mean you always appear
happy together, a good partnership.

NANCY
Albert began spending more and more
time at the station. The
Whitechapel case was very

demanding.

MARTHA
Is that why you moved to the Black
Country?

NANCY

In part. I had for some years
wanted to be nearer my family.

MARTHA
That must offer some comfort to
you?

NANCY

I only wish Albert would devote
more time to them. They weren't
happy with our union and his
behaviour of late does nothing to
improve that.

Nancy finishes her sherry, picks up her handbag and reaches
for her gloves and hat.

MARTHA
These are challenging times Nancy,
especially for the police.
Inspector Bannerman and Sergeant
Brown are a very successful team.

NANCY
I expect that is why Albert asked
for Reggie to join him from the
Met.

MARTHA
You should speak to him. Tell him
how you feel.

NANCY
Maybe. Or maybe a temporary
distance between us is the answer.
I'm sorry Martha, I have taken up
enough of your time. I need to make
tracks. I have many errands to run
before the family dinner later.

(MORE)
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NANCY (CONT'D)
Mother doesn’t like it if we are
late.

EXT. POLICE STATION - DUSK

Reggie walks towards the police station. MATTHEW JONES (24,
Welsh) approaches him along the path. Matthew recognises
Reggie and crosses the road. Reggie sees him.

REGGIE
0i, Jones!

Matthew carries on walking. Reggie runs after him.

REGGIE (CONT'D)
I'm talking to you.

MATTHEW
I ain’t got nothing to say to you.

REGGIE
When did you get out?

MATTHEW
None of your fucking business.

Reggie pins Matthew against the wall.
REGGIE

You're a scumbag, Jones and that
makes you my business.

MATTHEW
Six months ago.
REGGIE
What, you only did two years?
MATTHEW
Two years four months thanks to
you.
REGGIE

You're a pervert, Jones they should
have thrown you away for good.

MATTHEW
Piss off.

Matthew breaks free and runs off.
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INT. BANNERMAN'S OFFICE - DUSK

Bannerman is completing paperwork at his desk. Reggie strolls
in.

REGGIE
You still here?

Bannerman looks up from his paperwork.

BANNERMAN

Reading through these statements.
REGGIE

You’ll never guess who I just saw?
BANNERMAN

Go on.
REGGIE

Matthew Jones. He'’s out.
BANNERMAN

Already?
REGGIE

Did less than three years. Bastard!

BANNERMAN
No point banging them up if they're
gonna let them out before they’ve
served their time. Ridiculous!

Reggie walks over to the blackboard/pinboard and examines the
evidence. He has his back to Bannerman.

REGGIE
Thought you had that dinner thing
with the misses’ family?

BANNERMAN
I have, I'm just finishing off
here.

REGGIE

(turns to face Bannerman)
Don’'t you think you should tell
her?

BANNERMAN
That’s an option, is it?

REGGIE
Better than lying to her.
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BANNERMAN
And get banged up inside?

Reggie walks over to a cabinet. He takes out two tin cups and

a half bottle of whiskey. He pours himself a drink and knocks
it back.

REGGIE
Makes me sick to my stomach to
think of you two.

BANNERMAN
I told you before, that’s never
been part of our marriage.

Reggie fills both glasses and walks over to the window

clutching the whiskey bottle. He stares out onto the streets
below.

BANNERMAN (CONT'D)
She’s a good woman, Reggie, kind,
loving. I wouldn’t want to do
anything to hurt her.

Reggie knocks back his drink and pours himself another.

BANNERMAN (CONT'D)
Steady.

REGGIE
I need a drink, alright?

BANNERMAN
Reggie, please.

Reggie returns to the pinboard still drinking.

REGGIE
What d’ya think then? Local bloke?

Bannerman walks over to join Reggie.

BANNERMAN
God knows! We’ve got nothing.
There’s officers from all the local
stations doing house to house.

REGGIE
Surely a bloke like him would be
known to us. You don’'t do something
like this without having previous.

BANNERMAN
Maybe he has.
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Bannerman puts his hand on Reggie’s shoulder. They exchange a
smile.
REGGIE
Thought we’d moved here to get away

from all that crap. Feels like the
buggers have followed us up here.

BANNERMAN
Lets hope that’s not the case.

WE SEE the sketch of Irene’s head and the other amputated
limbs.

REGGIE
This feels more sinister, don’t you
think? Close community like this.
Much harder to hide.
Reggie puts the whiskey and cup on Bannerman’s table.

Bannerman follows him.

What time is this dinner thing
tonight?

BANNERMAN
Eight-thirty.

REGGIE
Time to come back to mine?

BANNERMAN
I can't.

REGGIE
You sure about that?

EXT. JOSEPH’'S BARGE - NIGHT

A shadowed figure locks the door of the barge and pulls his
coat tightly around his chest.

WE FOLLOW him under the split fallen tree and along the canal
tow path.

HE PASSES through a large open field.
PAST the old brick works.

PAST Daisy Bank school.
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An OLD LADY drops her shopping basket. Apples roll off in
every direction. One stops at Joseph’s feet.

JOSEPH
Please, allow me.

The shadowed figure carefully scoops up the apples and
returns them to the basket. The old lady smiles at him and
offers him an apple. He takes it and continues on his way.

WE FOLLOW him past the bridge over the canal. He glances
behind and throws the apple into the canal before wiping his
hand on his coat.

HE CONTINUES along the High Street towards St Martin’s Church
and graveyard - which is opposite the Globe Public House.

The shadowed figure stands behind a large tree in the
graveyard.

EXT. REGGIE’'S HOUSE - NIGHT

Bannerman and Reggie walk along the road to Reggie’s house.
Bannerman is smoking his pipe. He looks uncomfortable. Reggie
takes his keys from his pocket and opens the door. Bannerman
looks behind him before following Reggie into the house.

WE MOVE along the road to the track that leads to The Globe
public house.

INT. GLOBE PUBLIC HOUSE - NIGHT

MAN 1 is groping TILLY FLETCHER (blonde, 20) at a table. She
lifts up a tankard of beer and drinks it down in one.

TILLY
That’s me done.

MAN 1
Come on now, it’s early. Besides,
you owe me something for that pint.

TILLY
Out my way. I need to get home.
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EXT. GLOBE PUBLIC HOUSE - NIGHT

TILLY staggers out of the pub door. MAN 2 makes a grab for
her.

MAN 2
Steady yourself, darlin. Think you
might have overdone it, don’t you?

TILLY
Get your hands off me.

MAN 2
Wouldn’t touch you with a barge
pole, love. Don’'t know where you've
been.

TILLY
Fuck off.

SHOUTS of the PUB CROWD fade as the pub door closes.

The shadowed figure pulls up the collar of his coat and slips
his hand into his pocket.

Tilly staggers along the road, through the High Street
heading towards the bridge. Her FOOTSTEPS echo on the
cobbles. She twists her ankle and realises that her heel has
broken on her shoe.

TILLY (CONT'D)
Bugger!

Tilly tries to walk with her broken heel then takes off her
shoe and carries it.

The shadowed figure follows her at a safe distance, staying
in the shadows.

Tilly senses someone following her. She turns. The shadowed
figure hides. She walks along the tow path, glancing behind
her.

The shadowed figure follows.

INT. MAKESHIFT OPERATING THEATRE - LATER

The shadowed figure is vigorously scrubbing down the theatre
table.
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JOSEPH
16, 25, 34, 43,52, 61
(imitates high-pitched female
voice)
You forgot the cipher Joseph.
(normal voice)
07,16, 25, 34, 43,52, 61,
7 0.
(high-pitched female voice)
Now your tens.
(normal voice)
10 60, 20 50, 30 40, 40 30, 50 20,
60 10.
(high-pitched female voice)
YOU DID IT AGAIN! Can you see this,
Mary Jane? Come closer. See how he
punishes his dog. Don’t hide
girl..beat him.BEAT HIM!
(child’s voice)
Please mummy, not Hamish. I'm
sorry.
(high-pitched female voice)
Now, start again.
(normal voice)
0 70, 10 60, 20 50, 30 40, 40 30,
50 20, 60 10, 70 O.
(high-pitched female voice)
Say sorry to Hamish.
(child’s voice)
Sorry Hamish.

EXT. TOMMY FIRKIN’'S HOUSE - DAWN
It is foggy. The street lights are 1lit and dawn is breaking.

TOMMY FIRKINS (early 50’S) pushes a bike through a covered
entry at the side of his back to back terraced house. He
mounts the bike and cycles along the roads leading to the
bakery.

He passes a shadowed figure on the canal bridge.

TOMMY FIRKIN
Alright? Pea-souper this morning.

The shadowed figure in the fog lifts his hand in
acknowledgement.

A HORSE and CART passes him on the other side of the road,
barely visible through the fog. The HOOVES ECHO on the
cobbles.
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INT. OLD JACK DAWSON'S HOUSE - DAWN

WE SEE a dimly lit bedroom with minimal furniture. There is a
bed, wooden trunk, candle on a saucer. A pair of trousers, a

shirt, braces and a jacket are thrown over a chair. There is

an old pair of leather boots next to the chair.

JACK DAWSON gets out of bed and puts on his trousers and
shirt. He secures his braces over his shoulders and slips on
his boots.

WE FOLLOW him down stairs and into the back yard of his back-
to-back terraced house.

EXT. MOLLY VERNON’'S GARDEN - DAWN

MOLLY VERNON (60’s) leaves the house via the back door with
her dog. As she walks along the side of the house, her
STAFFORDSHIRE BULL TERRIER pulls her towards a shadowy object
by the fence. As she nears, the dog tugs at the object.

MOLLY VERNON
What ya got there, lad?

Molly leans down to investigate and sees the pelvis and
buttocks of a body. Molly screams.

EXT. OLD JACK DAWSON'S PRIVY - DAWN

Dawson lights a cigarette. He grabs a newspaper and walks
towards his outdoor privy at the bottom of the yard. He opens
the door to the privy and there is a naked female headless
torso perched on the toilet.

EXT. FIRKINS BAKERY - DAWN

As Tommy Firkins nears the bakery he slows down on his bike.
He dismounts and pushes the bike along the footpath until he
reaches a gate.

He takes the bike through a gate towards the back entry of
the bakery. He parks the bike in a shed and takes out his
keys. As he is about to open the door, he notices that a
window at the side of the door has been broken.
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TOMMY FIRKIN
Bloody hell!

TOMMY walks into the bakery and lights a gas lamp. There is
an object on the window sill by the broken window. It is
covered with brown paper. Tommy pulls off the brown paper and
finds a severed leg with the Ancient Greek Symbol for J on
the sole of the foot.

INT BANNERMAN'S OFFICE - DAY

Bannerman is working at his desk. Nancy enters. She throws
her small handbag on to his desk.

NANCY
Where were you?

BANNERMAN
Here.

NANCY
All night?

BANNERMAN
Yes.

NANCY
Alone?

BANNERMAN
Yes.

NANCY
It was humiliating.

BANNERMAN
I'm sorry.

NANCY

I'm sick of apologising for your
absence. You didn’t even have the
decency to send a message.

BANNERMAN
I didn’'t mean for you to -

NANCY
- For me to what? What’s happening
Arthur?
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BANNERMAN
I'm in the middle of a murder
enquiry.

NANCY

I mean to us?

BANNERMAN
Nothing. The investigation has to
take precedence.

Nancy turns and walks towards the window.

NANCY
We can’'t go on like this.

BANNERMAN
I said I was sorry.

Nancy walks back toward Bannerman and picks up her hand bag.

NANCY

I'm going to stay at mothers.
BANNERMAN

What?
NANCY

It’s for the best.

BANNERMAN
For how long?

NANCY
I don’t know. A week? Two? Longer
perhaps? I've arranged a carriage.

BANNERMAN
But -

NANCY
- Goodbye Arthur.

Nancy exits.

Bannerman takes tobacco from a tin in his pocket and fills
his pipe. He taps his pocket searching for his lighter. He
sees it on the desk and walks over to retrieve it. There is a
knock at the door. A POLICE CONSTABLE enters hold a note. He
passes it to Bannerman.

BANNERMAN
Where?
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POLICE CONSTABLE
Firkin’'s bakery.

BANNERMAN
I need you to get hold of Reggie.
He’s over at Elizabeth furnace. And
find Dr Hewson. I need her there.

EXT. YARD OUTSIDE FIRKINS BAKERS - DAY

Reggie and Bannerman are in the yard. They both have their
coats pulled tightly around them. It is raining heavily.

REGGIE
Anya’'s?
BANNERMAN
They can’t all be.
REGGIE
Have they found the head?
BANNERMAN
Not yet. Anyone see anything at the
furnace?
REGGIE

I've got a vagrant pissing up the
school wall that’s it.

Martha joins Bannerman in the bakery yard.

MARTHA
What do we have?

BANNERMAN
Torso in old Jack Dawson’s privy,
pelvis and buttocks in Molly
Vernon’s garden. Leg and arms
inside there.

Martha enters the bakery. Martha lifts the arms and leg, both
are numbered. The sole of the foot has the Ancient Greek
Letter J on it.

MARTHA
He'’'s playing with us. Taking risks
in how and where he places them.
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REGGIE
How'’s he doing it? Folk around here
would notice if they saw someone
carrying a severed leg.

MARTHA
Not in this weather they wouldn't.

BANNERMAN
He has to be working through the
night.

REGGIE
Unless he’s a tradesman. No one
would question a chippy or builder
carrying a sack or similar.

BANNERMAN
This is a bloody nightmare.

MARTHA
Can I see the other limbs?

Martha, Reggie and Bannerman walk to Molly Vernon'’s garden,
talking on route.

MARTHA (CONT'D)

We need to consider the time it
would take to capture, kill and
dissect these bodies. Initial
suggestions are the limbs have only
recently been removed.

BANNERMAN
Unless they’ve been preserved.

MARTHA
In the other bodies there’s some
swelling of the skin akin to water
damage.

BANNERMAN
Drowned?

As they pass through the high street light seeps through the
curtains of the houses.

MARTHA
Or submerged in water post mortem.
There is no suggestion from the
previous lungs found that the water
entered the body before death.
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BANNERMAN
Could he have kept them in large
containers?

MARTHA
You'’'d need some hefty containers to
store a full body - even a pelvis
and torso would be a challenge and
then there’s the smell of
decomposing flesh.

A MAN pushes his bike out of a covered entry. They all stop
as 1t passes.

MARTHA (CONT'D)

You smelled it yourself. That'’s
pretty much instant. If this person
is operating from their home, the
neighbours would be alerted surely?

REGGIE
He could live out in the sticks.

BANNERMAN
Or using a non-domestic building.

REGGIE
Either way, he has to be local.

Martha, Reggie and Bannerman arrive at Molly Vernon’s garden.
Bannerman pulls back the sheet covering the pelvis and
buttocks.

BANNERMAN
Could these belong to Anya?

Martha examines the buttocks and pelvis. There is evidence of
black body hair.

Bannerman and Reggie look uncomfortable.

MARTHA
Looking at the colouring I’'d say
that it’s probable that at least
some of these body parts belong to
her. Take this.

Martha leans the buttocks/pelvis against Bannerman. She opens
up her doctor’s bag and pulls out some brown paper. She and
Bannerman wrap up the buttocks/pelvis.

MARTHA (CONT'D)
Send all the other parts to the
Infirmary, will you.
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BANNERMAN
(wipes his hands on his jacket)
We'’'ll be back at the station. I
want to check out potential
buildings, old factories, bunkers.
He’'s got to be storing these bodies
somewhere before he dissects them.

Bannerman walks away. Reggie catches him up.

REGGIE
Hold up.

Bannerman stops and turns towards Reggie.

BANNERMAN
Last night. That can’t happen
again.

Reggie and Bannerman continue to walk at speed down the high
street.

BANNERMAN (CONT'D)
I shouldn’t have avoided dinner.

REGGIE
Give it to you in the neck did she?

BANNERMAN
This isn’t a fucking game, Reggie!

INT. JOSEPH’'S BARGE - LATER

A soiled cotton petticoat is laid out on the operating table
next to a filled sack.

A shadowed figure runs his fingers across the material before
holding it to his nose. He inhales before carefully laying
the fabric back onto the table. He straightens it out. He
pushes aside the curtain separating the makeshift theatre and
lounge area and walks towards a cupboard with a drawer. He
opens the drawer and takes out a tin. There is a framed sepia
photo underneath the tin, but the identity of the photo
cannot be seen clearly.

The shadowed figure places the tin onto the cupboard and
opens the lid. He takes out a newspaper cutting. WE SEE it is
dated 10th November 1888 and it details the murder of Mary
Jane Kelly by Jack the Ripper. He also removes a scarf. He
runs the fabric through his fingers.
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INT. MARY JANE KELLY'S HOUSE [FLASHBACK] - NIGHT
WE SEE ‘24 YEARS EARLIER’' superimposed on the screen.

MARY JANE’s MOTHER (Irish) is stirring food on a pot by the
fire. The house is of simple design - wooden chairs and table
in front of the fire. YOUNG JOSEPH (six) is sitting at a
table with MARY JANE (twelve). He is brushing her long hair.
PATRICK (Irish farmer, thirties) staggers in. He removes his
cap and throws it onto the table.

PATRICK
What’s he doing here again?

MARY'S MOTHER.
His mother’s had to go back inside.

PATRICK
Why dump him on us?

MARY'S MOTHER.
They don’'t take little un’s in
there.

PATRICK
Mad house you mean?

MARY'S MOTHER.
She was good to me...given me this.

Mary'’s mother shows Patrick a bag of coins.

PATRICK
I'1l1l take that.

MARY'’S MOTHER.
It’s for the lad.

Patrick puts his cap back on.

MARY'S MOTHER. (CONT'D)
Where you going?

PATRICK
Three crowns.

MARY JANE KELLY
He'’'ll drink that away, you know.

Patrick lifts his hand to Mary. Both Mary and Joseph flinch.
Patrick adjusts his cap and exits. Mary's mother watches
Patrick leave. She turns and smiles at Joseph and Mary then
continues to stir the pot.
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MARY'S MOTHER.
Mary Jane, lay the table love,
stew’s ready.

MARY JANE KELLY
Joseph hasn’t finished my hair.

MARY'’'S MOTHER.
There’ll be plenty of time for that
after we’ve eaten.

INT. JOSEPH’'S BARGE [END OF FLASHBACK] - LATER

The shadowed figure allows the scarf to slide through his
fingers before returning it and the newspaper cutting back
into the tin. He places the tin back into the drawer and
returns to the makeshift operating theatre.

He straightens the fabric on the petticoat again then he
picks up the sack and pulls out the head of Anya Lee,
arranging the fringe so that it covers the forehead.

He dampens a cloth and wipes the face and neck of Anya’s
head, avoiding the forehead. He combs her hair and paints a
number one onto her neck.

He carefully places Anya’s head in the centre of the
petticoat and carefully wraps it around Anya’s head. Once the
fabric is in place, he begins to sew the material so that the
head is hidden.

INT. BANNERMAN'S OFFICE - DAY
RAIN lashes against the window.

Reggie places markers on a map where the newly discovered
body parts have been found. Martha stands next to him.
Bannerman looks anxious. The door to Bannerman'’s office is
ajar.

REGGIE
(mouths) You alright?

Bannerman shakes his head and looks away.
REGGIE (CONT'D)

I've copied the symbols we found on
the feet. Take this.
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Reggie hands Martha some cord. They create a makeshift
clothes line.

A POLICE CONSTABLE stands in the doorway and taps the door.

Bannerman signals for him to enter. He hands Bannerman a
note.

Reggie and Martha hang copies of the symbols onto the cord.
They reveal the Greek letters for H S I O J.

Bannerman reads the note.

BANNERMAN
WHAT? That is all they can spare?
They do know this is a regional
case? Bloody ridiculous.

REGGIE
How many?

BANNERMAN
Ten.

REGGIE

Ten extra officers?

BANNERMAN
That’s all they have. The Tipton
Irish have kicked off again.

Bannerman removes his jacket and joins Martha and Reggie.

BANNERMAN (CONT'D)
Tell me you’ve got something

MARTHA
I think these might be Greek or
Aztec maybe?

BANNERMAN
And the sites they were found?

MARTHA
Might he have had dealings with the
retailers or the houses where the
body parts were discovered?

BANNERMAN
He’'s got to know the area. He's
disposing of the bodies during the
night and in the early hours before
the factories change shifts.
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WE MOVE along the sketches of the numbered limbs.

BANNERMAN (CONT'D)
What is it about the ink and paint?

REGGIE
(gestures to the location of the
body parts)
Body deposit sites are spread over
an eight mile radius. Virtually
impossible to cover without someone
seeing.

Reggie takes a file from Bannerman’s desk.

How did the lads get on with the
list of surgeons?

BANNERMAN
They’ve done background checks on
all but three, even you, Dr Hewson.

MARTHA
I wouldn’t expect anything less.

ELSIE enters the office with a POLICE OFFICER carrying a box.
The box is heavy. The OFFICER places it on Bannerman'’s desk

BANNERMAN
What’s that?

ELSTE
It was left on the steps.

BANNERMAN
By?

ELSIE
No one saw. It’s addressed to you.

Bannerman grabs a letter knife from the table. Elsie and the
police officer exit.

MARTHA
He'’'s got to be buying the paint and
ink from somewhere.

REGGIE
I'll get one of the seconded lot to
make up a list of suppliers.

BANNERMAN
When they can be bothered to get
here.
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struggles to open the box.

BANNERMAN (CONT'D)
Christ, they didn’t want anyone to
get into this!

Bannerman manages to prize open the lid of the box. It
contains female underclothing.

BANNERMAN (CONT'D)
It’s full of clothes.

REGGIE
Clothes?

BANNERMAN
Women'’s underclothing and there’s
blood.

WE SEE a blood stain on the side of the box. Bannerman
reaches inside the box.

Bannerman

Bannerman
it.

Bannerman
The blood

Bannerman

BANNERMAN (CONT'D)
There’s something else.

tries to lift the object and clothing from the box.

BANNERMAN (CONT'D)
Christ, it’s heavy. Give us a hand.

and Reggie place the object on the desk and examine
REGGIE

Whatever it is it’s been stitched

into the material.

cuts through the fabric.

stiffened hair and flesh of Anya’s head is exposed.

steps back from the box.

MARTHA
What is it?

Martha takes the scissors from Bannerman and continues to cut
open the material.

WE SEE Anya'’s full face as it is revealed.

MARTHA (CONT'D)
Anya Lee.
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BANNERMAN
You sure?

MARTHA
As I can be. Look at her hair.

Martha pulls back Anya’s fringe.

MARTHA (CONT'D)
Your handkerchief?

Bannerman hands over his handkerchief. Martha dips it in a
jug of water on Bannerman'’s desk and wipes Anya'’s forehead.

MARTHA (CONT'D)
Maia? And there’s a building of
some sort. A temple maybe?

BANNERMAN
First a pyramid, now a temple.
Postage marks?

Reggie looks at the box and shakes his head
REGGIE

He’'s got some front, dropping it
off at the station.

Martha rolls Anya’s head to one side.

MARTHA
The decapitation is neater.

Marta runs her finger along the cut line.

BANNERMAN
Meat cleaver?

MARTHA
Or similar.

Martha looks closer at the cut line.
MARTHA (CONT'D)

Completed in one blow. That takes
precision.

BANNERMAN
And strength.
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MARTHA
Not necessarily. It’s about knowing
where to cut. I need to get this to
the Infirmary. Can you...?

Martha nods towards Reggie to help her lift the head and
place it back in the box. Reggie obliges.

BANNERMAN
I'1ll get one of my officers to
bring it over.

Martha wipes her hands, puts on her hat and coat, and leaves.

REGGIE
Jesus!

BANNERMAN
Has she gone?

Reggie goes to the door to check.

REGGIE
Why?

Bannerman takes a letter from his drawer.

BANNERMAN
I got this this morning.

REGGIE
Who'’s it from?

Bannerman hands Reggie the letter. He strokes his chin
nervously.

REGGIE (CONT'D)
Didn’t have the balls to sign it?
Bin it. We’ve been discrete.

BANNERMAN
Have we?

REGGIE
They’ve got nothing.

BANNERMAN
If this gets out.

REGGIE
That ain’t gonna happen.

Bannerman is agitated. He paces the room.
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BANNERMAN
We’ll have to pay it.

REGGIE
Bollocks will we. Anyway, where
would we find that kind of money?

BANNERMAN
What if they check back in London?

REGGIE
Who? You’re worrying over nothing.
Bin it and forget about it.

There is a knock at the door. POLICE CONSTABLE enters and
hands Bannerman a note. Bannerman reads it and throws it onto
the desk.

BANNERMAN
Mayor Turner. Jesus as if we'’re not
stretched enough, I’'ve got him on
my case now. That bloody Gittins
bloke from The Post is giving him
grief. Wants one of us to set him
straight. Gittins is making
comparisons with the Ripper’s
Canonical Five.

REGGIE
Why would he do that?

BANNERMAN
Mutilated bodies, multiple
locations.

REGGIE
What do you think?

BANNERMAN
Clutching at straws. We both know
it couldn’t possibly be the same
person.

Bannerman starts to put on his coat and hat.
REGGIE
But how are we gonna explain that
one? What if he’'s -

Bannerman turns to look at Reggie.

BANNERMAN
— What if he’s what?
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REGGIE
Started up again.
BANNERMAN
There’s too much at stake.
REGGIE
For him?
BANNERMAN

For all of them.

Reggie stares out of the window as Bannerman leaves.

EXT. BROTHEL STEPS - NIGHT
It is dark, windy and raining heavily.

REBECCA PRICE (22) stands on the steps of the brothel
clutching a note. She pulls her scarf over her auburn curls
and wraps it around her shoulders before heading along the
street.

A SHADOWED FIGURE waits under a tree next to the graveyard.
He is wearing a cloak and his head and face are sheltered
from the wind and rain.

He follows Rebecca at a safe distance as she continues along
the street.

The sound of two CATS fighting echo under a covered
passageway. The SHADOWED FIGURE is startled. He steadies
himself then continues to follow Rebecca.

Rebecca passes The Globe public house.

She passes a patch of coal slag heaps into a field of disused
coal shafts.

She is struggling to walk on the uneven ground.

A FOX pops his head out from behind a tree. He has a RAT in
his mouth.

The RAIN and WIND worsen and Rebecca struggles to move
forward and maintain her footing.

The shadowed figure is catching her up. She remains unaware
of his presence.

Rebecca drops the note she is clutching. The wind blows it
onto the shadowed figure’s boot.



45.

JOSEPH
(identity hidden) This must be
yours.

REBECCA

Jesus, you scared the living
daylights out of me.

JOSEPH
I'm afraid it’s rather muddy.

REBECCA
Giz it ‘ere.

The shadowed figure hands Rebecca the note.

As Rebecca turns away from him, he takes a syringe from his
pocket and stabs her in the neck. She falls into his arms. He
carries her to a shallow disused coal shaft, kicks off the
corrugated iron cover and drops her in before replacing the
cover.

INT. BANNERMAN'S HOUSE - NIGHT

Nancy looks melancholic. She looks at a photograph of her and
Bannerman on their wedding day. She sighs heavily and places
the photo back on the shelf.

EXT. STREET NEAR THE BRIDGE - NEXT DAY

Reggie and Bannerman stand over a closed suitcase. A few feet
away there is a blood-stained sheet. Bannerman lights his
pipe and Reggie lights a cigarette. They exchange
uncomfortable glances.

Reggie nods towards Bannerman, indicating that he should open
the suitcase. Bannerman opens it. It contains the head of
Rebecca Price. Reggie’s cigarette falls from his mouth.
Bannerman turns away.

A CROWD has formed and are being held back by a POLICE
CONSTABLE. Harry Gittins is in the crowd.

Reggie crouches down to get a closer look at the head.
There is a drawing of a tomb on Rebecca’s forehead. Reggie
lifts up Rebecca’s fringe with his pencil and reveals the

name Asterope.

BANNERMAN
What'’s Asterope?
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REGGIE
I don’'t understand the drawings.

Structures? Buildings?

WE MOVE towards the blood-stained sheet. Bannerman walks over
to it. He lifts it and reveals two amputated legs displayed
in a cross. There are collective gasps from the CROWD.

Harry, holding his notebook and pen, steps forward and is
held back by the PC.

HARRY GITTINS
(shouts)
He’'s displaying his artwork.

BANNERMAN
Who'’s that?

REGGIE
It’s that Gittins fella from the
Post.

BANNERMAN
Keep him back. This is a crime
scene.

HARRY GITTINS
The public need to know what’s
going on around here. Three
victims. You have a serial killer
on the loose Inspector Bannerman
and I have a responsibility to keep
the public informed about your
progress in finding him.

WOMAN IN CROWD
Too bloody right. It ain’t safe.

Harry tries to push forward again.

BANNERMAN
(points at Harry with his pipe)
I don’'t want you anywhere near
these bodies.

HARRY GITTINS
Bodies? You have more than one
there?

Bannerman turns away from Harry.

BANNERMAN
Get rid of him will you.
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The PC pushes Gittins back into the crowd. Harry lifts his
hands defensively and steps back but does not leave.
Bannerman spits on his handkerchief, crouches down and wipes
one of the feet, revealing the Greek symbol for U.

REGGIE
Every one of these are different.

Harry writes this down in his notebook.
Martha arrives. She crouches down next to Bannerman.

MARTHA
Burnt whilst the victims were still
alive.

Martha turns over one of the legs, revealing a dark patch of
syphilis. She looks away and holds her gaze.

MARTHA (CONT'D)
(points at the open suitcase)
Another head?

Bannerman nods.

MARTHA (CONT'D)
Auburn hair?

BANNERMAN
How did you know?

MARTHA
Lizzie’s lost another girl. Rebecca
Price, twenty-two.

Harry writes this in his book.

MARTHA (CONT'D)
Got a message to visit a sick
brother. Never returned. Brother
hadn’t sent any message.

BANNERMAN
When was this?

MARTHA
Last night. I've treated her
recently. One of these legs is
definitely hers.

BANNERMAN
Where did this brother live?
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Bannerman takes out a piece of paper from his pocket and
gestures to Reggie for a pencil.

MARTHA
Deep fields, one of the old navvy
cottages.

Bannerman sketches the route Rebecca could have taken. He
writes brothel, slag heaps, canal tow path, navvy cottages
and joins the words together. He shows Martha.

BANNERMAN
This would be her route. What time
was this?

MARTHA
Half seven, eight. The weather was
awful yesterday. There wouldn’t
have been many people around.

Martha examines the other leg/foot more closely. It shows the
Ancient Greek Symbols for O.

MARTHA (CONT'D)
I've seen this symbol before on one
of the other victims.

Harry moves around the crowd so that he can see it better. He
sketches it in his notebook.

BANNERMAN
So he’s killed her, had time to
chop up the body and brought her
here undetected? How?

Martha picks up the leg which doesn’t belong to Rebecca.

MARTHA
This one has been kept for longer.
Look at the marbling and
discolouration of the skin.

BANNERMAN
How long?
MARTHA
Hard to say. Two, three days maybe?
BANNERMAN
Did the lads finish the list of
surgeons?
REGGIE

Yes, nothing.
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MARTHA
It could be other medical
professionals. Have you considered
student doctors?

REGGIE
I'll arrange for Harris’s men to
check out the universities.

BANNERMAN
I want sketches of these symbols.

I'm going to the library. See if I
can identify any of them.

INT. BANNERMAN'S HOUSE - DAY

Nancy is staring out of her bedroom window.

EXT. OUTSIDE BANNERMAN's HOUSE - DAY

A COUPLE walk by hand in hand. They stop momentarily, kiss
before carrying on.

INT. BANNERMAN'S HOUSE - DAY

Nancy is envious of the couple’s affection. She walks away
from the window. There is an open suitcase by the bed.

Nancy opens a wardrobe - half of the wardrobe holds her
dresses - the other half Bannerman’s shirts and suits. She
takes one of his shirts and holds it against her nose before
returning it to the rail. She throws some of her dresses onto
the bed.

EXT. OUTSIDE BANNERMAN'S HOUSE - DAY

The SHADOWED FIGURE wheels a large trunk along the pavement
to Bannerman'’s house.

INT. BANNERMAN'S HOUSE - DAY

Nancy is standing by a mirror at the bottom of the stairs
next to her suitcase. She pins on her hat.
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EXT. OUTSIDE BANNERMAN'S HOUSE - DAY

The SHADOWED FIGURE walks up the few steps to Bannerman’s
door, leaving the large trunk on the pavement. He knocks the
door. Nancy opens it.

JOSEPH
Mrs Bannerman?

NANCY
(cautious)
Yes?

JOSEPH

My name is Thomas Jameson. I'm a
friend of your husband’s from the
Met.

NANCY
I'm afraid my husband isn’t here.

JOSEPH
Of course. Would you be so kind as
to direct me towards the police
station?

Nancy steps out onto the top step and points down the street.

NANCY
Just follow this road towards the
high street and turn left. If you
carry on along there you can’t miss
it.

JOSEPH
You are most kind.

NANCY
The Met you say? Are you a police
officer?

JOSEPH
Yes. I'm surprised your husband
hasn’t mention me, we were part of
the same team.

NANCY
I see.

WE MOVE behind Nancy along the hallway to a kitchen at the
far end of the house, then MOVE back to Nancy.



JOSEPH
This is a terrible imposition but I
don’t suppose I could use your
facilities before I make my way to
the station?

NANCY
(hesitant)
I suppose that would be alright.
Through the back door and out onto
the yard. First right.

JOSEPH
You are most kind. Will my trunk be
safe on the pavement?

NANCY
I'm sure it will but you are
welcome to bring it inside.

The SHADOWED FIGURE pulls the trunk up the steps. Nancy
closes the door.

JOSPEH
Are you going away?

NANCY
A short visit to my parents.

JOSPEH
Just here you say?

The SHADOWED FIGURE goes into the bathroom and takes a
syringe and a small phial from his pocket. He fills the
syringe with the phial’s liquid and tucks it inside his
sleeve before returning to the hallway.

JOSEPH
Thank you so much Mrs Bannerman. It
was lovely to meet you at last. You
have been most kind.

As Nancy heads towards the door to open it, the SHADOWED
FIGURE steps up behind her and inserts the syringe into her

neck. Nancy collapses into

large trunk and leaves the house. The streets are empty.

INT. BANNERMAN'S OFFICE - DAY
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his arms. He places Nancy in the

Bannerman is at his desk. He is holding a copy of the Greek

alphabet.
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He is trying to match the letters found on the feet of the
victims with the alphabet but the letters don’t correlate to
English ones. He’'s confused so puts the sheet down and walks
over to the evidence board.

He focuses on the sketch of Irene’s head.

EXT. [FLASHBACK TO SCENE 6] - DAY

Bannerman pulls back the blood stained sheet revealing
Irene'’s head.

INT. BANNERMAN’'S OFFICE. [OUT OF FLASHBACK] - DAY
Bannerman goes to the door and shouts out.
BANNERMAN

Elsie, can you find me someone who

can make sense of this bloody Greek

alphabet.
EXT. ON THE BARGE - DAY
The shadowed figure struggles to pull the large wheeled trunk
onto the deck of the barge. He checks around before opening

it. Nancy Bannerman lies unconscious inside.

The shadowed figure lifts Nancy out of the trunk and carries
her through into the operating theatre.

INT. MAKESHIFT OPERATING THEATRE - DAY

The shadowed figure places Nancy onto his table, secures her
arms and legs with rope and puts a scarf around her mouth.

INT. BANNERMAN'S OFFICE - DAY

Bannerman continues to looks at the map showing the locations
of the body parts. He stares at the sketch of Anya’s head.

INT. BANNERMAN'S OFFICE [FLASHBACK TO THE SCENE WHERE ANYA'S
HEAD IS DISCOVERED] - DAY

WE SEE Anya Lee’s head wrapped in her bloodied petticoat.
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INT. MAKESHIFT OPERATING THEATRE - DAY

Nancy is clothed and gagged. Her hands and feet are bound
with cord. The shadowed figure removes his jacket and puts on
his over jacket. He washes his hands methodically and dries
them on a towel, then sprays the room with perfume.

The shadowed figure stands behind Nancy’s head. He removes
pins and ribbons from her hair so that her hair flows over
the side of the table. He starts brushing it.

Nancy slowly stirs and realises that she is tied up. She
attempts to escape from the cords restraining her arms and
legs but she cannot.

NANCY
Muffled sounds

JOSEPH
Please you will hurt yourself.

Nancy continues to struggle. The shadowed figure takes a
cloth, dips it in water and wipes her face. Nancy tries to
resist. Nancy'’s wrists are red and burnt.

JOSEPH (CONT'D)
Your skin will burn.

Nancy'’s breath is heavy and short at first then she begins to
calm down.

JOSEPH (CONT'D)
That’s better. If you promise to
remain calm I will remove the scarf
from your mouth.
(imitates mother’s high-pitched
voice)
Don’'t take it off, she will scream.
(normal voice)
No one will hear her. Not here.
Besides she knows if she does
Mother, her chance will be lost.
You understand don’t you?

Nancy nods.

The shadowed figure removes the scarf from around Nancy's
mouth.

JOSEPH (CONT'D)
There that'’s better.
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The shadowed figure’'s features are slowly revealed as being
JOSEPH KYRIACOU. Nancy gasps as she realises who he is.

NANCY
What is this?

JOSEPH
(mother’s voice)
Don’'t tell her Joseph.

NANCY
Joseph? Who'’s Joseph? Who are you
talking to?

Joseph picks up his hand and pushes it forcefully towards
Nancy'’s face but doesn’t touch it. He laughs and pulls his
hand away.

JOSEPH
Thomas Jameson. I like that name. I
will use it again.

NANCY
Who are you? Why are you doing
this?

INT. BANNERMAN'S OFFICE - DAY

Bannerman is smoking his pipe. Reggie is next to him. Both
are standing next to the incident board and map. The places
where body parts have been found are clearly marked.

BANNERMAN
(points to board with his pipe).
Look how spaced out they are. They
follow a line from the Sanna to the
post office at Sedgley. All the
limbs are numbered and painted in
different colours. Dr Hewson
believes they come from at least
four different bodies.

REGGIE
We know who three of them are.

Bannerman points to the severed body parts where the numbers
are clearly shown.

BANNERMAN
Two for the left arm, three for
right, four for torso.

(MORE)



BANNERMAN (CONT'D)
All the feet we have recovered have
a symbol seared into them.
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The additional Ancient Greek letters have been added to the

washing line. They now show: H, S, J, I, O, O, U.

Martha comes through the door holding a newspaper.

REGGIE
And then there’s the drawings and
names.

MARTHA
Have you seen this?

Martha hands Bannerman the newspaper. He glances at it then

throws it onto the table, revealing the heading ‘And Then

There Were Three’.

BANNERMAN
That’s all we need.

REGGIE
What does it say?

Martha retrieves the newspaper. WE SEE the printed newspaper

article.

MARTHA
The streets of the Black Country
are on high alert following the
third of a spate of brutal murders.
The latest victim, Rebecca Price
aged twenty two, from the Stowlawn
area, was found decapitated. Her
remains scattered around the local
streets.

REGGIE
Was that written by that Gittins
fella?

MARTHA
There are fears that the Ripper,
who we all know has remained
illusive to the police, has changed
his location and commenced a new
killing spree.

Bannerman relights his pipe and puffs smoke into the room.
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MARTHA (CONT'D)
Similarities have been drawn
between the horrendous mutilations
of Whitechapel and Spittle fields.

BANNERMAN
The Ripper?

MARTHA
The Ripper'’s Canonical five, which
included the murder of Mary Ann
Nicholls, Annie Chapman, Elizabeth
Stride, Catherine Eddows...

Reggie now stands behind Bannerman. He turns his back and has
a sneaky drink from his hip flask.

MARTHA (CONT'D)
...and Mary Jane Kelly were all
murdered within weeks of each other
in close locations, just as in the
recent killings.

BANNERMAN
Go on.

MARTHA
I don’t think you need to hear the
rest.

Bannerman snatches the newspaper.

BANNERMAN
It is believed both Inspector
Albert Bannerman and his Sergeant
Reginald Brown were involved in the
investigations into the original
Canonical murders. Are these
officers capable of finding the
person responsible for these
horrific attacks or must the
monster remain illusive to our
constabulary? Mayor Turner is
placing increased pressure on
Bannerman and his team to capture
this man before he strikes again as
fears increase that the people of
this closely knit community will
take matters into their own hands.

Bannerman throws the newspaper into the bin.

REGGIE
That’s all we need, public panic.
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Bannerman leans on his desk with his head down.

BANNERMAN

How did he know about our
involvement in London?

MARTHA

He’'s a reporter. It’s his job to
know. I have a friend at the Post.
Do you want me to have a word with

them?

BANNERMAN

What difference would it make? It’s
a sensational story. Why would they
keep quiet about it?

MARTHA

In my experience, if you give them
the facts you want them to know,
they are less likely to speculate
and make up their own.

BANNERMAN

I don’'t want mad panic, you know
what happened in Whitechapel.

Mobs of vigilante’s terrorising
every Tom, Dick and Harry who they
hold some personal beef with for
matters completely unrelated.

MARTHA

My colleagues have alerted the
brothels, shelters and missions in
their area. If we are right about
him targeting the vulnerable, they
need to be vigilant. I imagine
Nancy is unnerved by all of this?

Bannerman taps his pipe out into an ashtray nervously.

BANNERMAN

She’s gone to her mother’s for a

few weeks.

INT. JOSEPH’'S BARGE - DAY

Joseph opens the curtain separating the lounge area from the
operating theatre. On top of a side table in the lounge is

some bread and cheese,

sheets of paper, envelopes and a pen.

Nancy has been moved from the table and is now tied to a
chair which doubles up as a commode.She is unconscious.
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Joseph walks towards the cupboard containing the tin. He
removes it, opens it, lifts out the newspaper cutting and
scarf and places them on the top of the cupboard. Then takes
out a stocking. He wraps it around his neck and pulls it
tight.

EXT. SPITALFIELDS MARKET - [FLASHBACK] - NIGHT

Mary Jane is dressed as a Victorian prostitute, provocative
but shabby. She leans against the wall propositioning MEN as
they pass.

MARY JANE KELLY
Shilling for a taste of this fella?

Most of the MEN who pass ignore her. One stops. Joseph
watches as Mary Jane and the MAN slip into an alley. Joseph
continues to watch from a distance. He sees Mary Jane and the
man having sex against the wall. When they have finished, the
man throws a coin onto the ground and walks off.

Mary Jane scrambles around on the ground trying to find it.
She picks it up, pulls out a purse on a long string from
under her clothing and places the coin inside.

MARY JANE KELLY (CONT'D)
Bastard!

Mary straightens her clothes and goes back to the wall.
Joseph waits a few minutes then approaches her.

MARY JANE KELLY (CONT'D)
Shilling for -

JOSEPH
- Hello Mary Jane.

Mary Jane looks him up and down.

MARY JANE KELLY
Do I know you?

JOSEPH
It’s me, Joseph.

MARY JANE KELLY
Joseph? Look at you. You're so
grown up.

JOSEPH
I thought you were going back to
Ireland?



MARY JANE KELLY
There was nothing there for me
anymore.

JOSEPH
This is better?

MARY JANE KELLY
It pays the rent. Come here let’s
have a look at you.

Mary touches Joseph’s jacket and tie.

MARY JANE KELLY (CONT'D)
Quite the gentlemen. Fancy buying
an old friend a drink?

JOSEPH
Is there not somewhere more...

MARY JANE KELLY
Come on. We’'ve got a lot to catch
up on.

INT. JOSEPH’'S BARGE [END OF FLASHBACK] - LATER
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Nancy groans as she regains consciousness. Joseph unties the
stocking from his neck and places it back in the tin along

with the newspaper cutting and scarf.

NANCY
What...?

Joseph holds up a bottle of Ether close to Nancy'’s face.

NANCY (CONT'D)
(slurred)
Why have you moved me?

JOSEPH

I need access to my theatre.
NANCY

Theatre?
JOSEPH

I have work to do.

Joseph slices himself some bread and cheese.

NANCY
I'm cold.
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Joseph fetches Nancy a blanket. He then takes a bite of his
cheese and offers it to Nancy. Nancy shakes her head.

JOSEPH
No matter.

Joseph places the cheese down and picks up the pen. WE SEE
him writing numbers on the paper. 0, 700, 100, 600, 200, 500.

NANCY
Why do you call that space a
theatre?

Joseph continues to write: 300, 400, 400, 300, 500, 200, 600,
100, 700, 0. He joins each pair making 700 with a line.

NANCY (CONT'D)
You practice medicine?

Joseph glares at Nancy. He tears off the page and starts
writing the numbers again.

NANCY (CONT'D)
What do you plan to do with me?

JOSPEH
It is not wise to interrupt me Mrs
Bannerman.

Joseph returns to his writing. Nancy looks around nervously.
She tries to move her wrists. She looks at Joseph’s plate of
food. WE SEE the partially eaten bread and cheese and the
knife resting on the plate.

NANCY
Maybe I should take some bread and
cheese.

Joseph glares sideways at Nancy. He is annoyed. He prepares
Nancy'’s bread and cheese and slides it along the table
towards her. Nancy looks at the knife, now on the cupboard,
nearer to when she is sitting.

NANCY (CONT'D)
Will you not untie me?

Joseph feeds Nancy the bread. He returns to his numbers.

NANCY (CONT'D)
Did you attend medical school?

JOSEPH
Briefly. It’s complicated.
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NANCY
Why did you leave?

Joseph ignores her and continues to write. Nancy nervously
looks around the room. WE SEE poster sized paintings of space
and planets, and hand created sheets of algebraic equations
and geometry.

NANCY (CONT'D)
Your pictures. They are very
beautiful.

JOSEPH
Mathematics, spirituality and the
infinite wonders of space.

Joseph gives Nancy another bite of bread.

NANCY
Tell me about this one.

Nancy points to a poster. WE SEE a printed painting of the
planets.

JOSEPH
Seven moving astronomical objects
in the skies above us, each visible
to the naked eye.

NANCY
What’s that?

WE SEE an Orrery. Joseph becomes excitable. He reaches it
from the shelf and shows it to Nancy.

JOSEPH
An Orrery. A mechanical model of
our solar system. Look, it
illustrates the positions and
movements of the moons and planets.
Mercury, Venus, the Moon, the Sun,
Mars, Jupiter and Saturn. The
Greeks, my ancestors, were the
first to design such a machine.
This is a replica of the one
presented to Charles Boyle, the 4th
Earl of Orrery in 1704. Beautiful,
isn’t it?

Joseph places it close to Nancy’s face. The light from the
candle reflects on the surface of the Orrery.



JOSEPH (CONT'D)
Look at the carving and the
precision of the mechanical parts.
It is so intricate don’t you agree?

NANCY
It is.

Joseph replaces the Orrery to the shelf very carefully.
Joseph gives Nancy a bite of cheese.

JOSEPH
Doesn’t it fascinate you that there
is a universe out there which we
will never be able to explore?
Another world where life may exist?
Where there may be another version
of you and I going about their
lives not knowing of the others
existence - all rotating in
equilibrium - seven orbs of
infinite exploration.

NANCY
Your fascination with the number
seven appears to run very deep.

JOSEPH
Because everything that we do is
centred around this number. It is
the golden thread that binds us all
together.

Joseph takes away the plate.

NANCY
Is that why you chant integers that
add up to patterns of seven?

JOSEPH
We are all part of that seven. You,
me, Inspector Bannerman.

Joseph positions himself behind Nancy.

NANCY
I don’'t understand.

JOSEPH
You will.
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INT. BANNERMAN'S HOME - NIGHT

Bannerman opens a wrapper containing a meat pie and pours
himself a glass of whiskey. He takes a file and a book on
Greek mythology from his bag. He sits at the table next to an
inviting fire.

WE SEE inside the file. There is the annotated sheet with the
Greek alphabet on. He sketches the symbols found on the
girl’s feet and compares them to the letters on the sheet. He
is able to identify the letters: H S I O U J.

He closes the file, takes a bite of the pie and a slug of
whiskey then leans back on his chair, staring at the ceiling.

He then opens the book called ‘Greek Mythology’ and flicks
through the pages. At first nothing registers then he spots
the names Maia and Asterope. The page identifies them as ‘The
Sisters of Pleaides’. He then spots the name Alcyone.

BANNERMAN
It wasn’'t Ali, it was Alcyone.

EXT. BARGE DECK - NIGHT
A CROW perches on the barge hand rail.

Joseph stands on the deck and pulls on a rope which is
hanging over the barge and into the canal.

The crow watches.

A large sack is pulled to the surface with a great deal of
difficulty. It lands on the deck and splashes water.
Startled, the crow flies off.

Joseph slowly unties the sack. He struggles to remove the
head of TILLY FLETCHER (blonde 20) and ELIZABETH OWEN (brown
hair, 32) placing them carefully on the deck.

He dries each head and hair with a towel and places them into
another dry sack. This sack he places in a large canvas
‘navy’ bag. Joseph locks his barge and walks down the tow
path carrying the heavy navy bag.

EXT. REAR OF THE TOWN HALL - NIGHT

Joseph stands by the railings outside the Town Hall. He
checks that no one is around and wedges the heads of the two
victims onto the railing spikes.
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INT. BANNERMANS OFFICE - DAWN

Bannerman and Reggie are asleep on chairs. Both are
dishevelled. An empty whiskey bottle sits by Reggie’s feet.
There is crashing sound outside the door. Both wake up with a
start. Reggie kicks over the bottle. Bannerman glances up at
the clock. It says 7:30.

BANNERMAN
Shit! Shit!

Bannerman struggles to put on his jacket. He slides his feet
into his shoes. Reggie remains in the chair. Bannerman
brushes the hair back from his face.

BANNERMAN (CONT'D)
(coughs)
Reggie, tidy yourself up. Shit is
Elsie here?

Reggie gets out the chair. He looks out of Bannerman’s office
to a small room with a desk, chair and filing cabinets.

REGGIE
She’s picking up files from the
floor.

Bannerman takes a deep breath and exits his office.

BANNERMAN
Here, let me.

Bannerman kneels to help pick up the files.

ELSTIE
Wait. You need to see this.

Elsie hands Bannerman a note.

WE SEE the note, it reads, ‘Two heads found on the railings
outside the town hall.’

Elsie and Bannerman exchange concerned glances.

BANNERMAN
Can you let Dr Hewson know. REGGIE!

EXT. TOWN HALL RAILINGS - DAY

Bannerman smokes his pipe. He stares at the tarpaulin
covering two severed heads on railing spikes. Reggie is
standing next to him. A small CROWD has formed.
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Hidden amongst them is Harry Gittins. Neither Bannerman or
Reggie want to lift the tarpaulin.

Martha is standing next to another piece of tarpaulin.
Fingers and an ankle poke out from underneath. Martha lifts
the tarpaulin then carefully replaces it so the exposed limbs
cannot be seen.

Martha looks across at both Bannerman and Reggie who continue
to stare at the railings. Reggie lights a cigarette.

MARTHA
I'll do it.

Martha walks towards the railings. Bannerman and Reggie
follow her. She lifts the tarpaulin. She momentarily looks
away then looks back at the heads. One has brown hair the
other blonde.

Reggie turns away. Bannerman removes his pipe and holds it in
his hand. There are gasps from the crowd.

MARTHA (CONT'D)
This level of barbarity is
unbelievable.

The PC guarding the crowd turns to look at the heads and
vomits. Harry tries to step past him and is stopped.

HARRY GITTINS
(shouts)
Jack Beddows found them.

MARTHA
Where is he?

HARRY GITTINS
(shouts)
Inside. I spoke to him. He
recognised the girl on the right.
Local. Elizabeth Owen. She was
thirty-two. Older than the others.

Bannerman is still visibly shocked.

BANNERMAN
(slowly)
Family?

HARRY GITTINS
(shouts)

Eight children.Husband works down
the mine. They live near the old
Cholera monument.
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Martha looks away thoughtfully.

MARTHA
The other woman?

Harry shakes his head. He doesn’t know who she is.

Bannerman stares at the exposed heads. WE SEE him write
Elizabeth Owen in his notebook. He is startled by the shouts
of a WOMAN from the crowd.

WOMAN IN CROWD
What are you going to do about
this? None of us are safe.

Bannerman turns to look at the woman.

WOMAN IN CROWD (CONT'D)
Well?

HARRY GITTINS
We could help each other here,
Bannerman.

Bannerman ignores Harry. He turns back to his note book and
writes 32.

HARRY GITTINS (CONT'D)
The people around here have reason
to feel the police do little to
protect them. This is one of the
worst slum areas in the country.
Folk think they have been forgotten
by politicians, police, any kind of
authority.

Bannerman continues write in his notebook. He faces away from
Harry when he shouts his reply.

BANNERMAN
They want this killer found just as
much as we do.

HARRY GITTINS
And maybe they believe their own
methods of finding that killer
might be more productive. I have a
sound relationship with the
residents. They think our paper is
their voice.

MARTHA
He'’'s right Inspector.
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HARRY GITTINS
All hands on deck. That’s the only
way we are going to solve this. You
said yourself. Resources are
limited.

Bannerman continues to write in his notebook.

BANNERMAN
How do we know you can be trusted?

HARRY GITTINS
Think of it this way. Reporting
your progress will show the locals
that you are invested in finding
this man.

Bannerman puts his pad and pencil in his pocket and moves
closer to the heads.

BANNERMAN
I don’t know.

MARTHA
We need to find him Inspector.

HARRY GITTINS
Show the people of the Black
Country that you want to make a
difference.

MARTHA
Before he kills again.

Bannerman walks over to Harry and pulls him to the edge of
the crowd. They are face to face.

BANNERMAN
You report everything to me first,
before anything goes to press?

HARRY GITTINS
All T ask is that we meet regularly
to discuss progress.

BANNERMAN
Unless it hinders our
investigation.

HARRY GITTINS
I suppose that will have to suffice
for now.

Bannerman shakes his pipe at Harry.



68.

BANNERMAN
He can stay here but get rid of
these people. Give the women some
dignity.

The PC ushers the crowd away but Harry remains. Martha goes
back over to the heads. Martha examines Elizabeth’s head. WE
SEE the name Taygete painted on the forehead. Below this is
an ink drawing of a male statue.

MARTHA
I've seen this before. It’'s Greek.
The God Zeus from Olympia.
Sculptured by Phidias. The chap who
built the Parthenon.

Bannerman and Reggie join her.

HARRY GITTINS
Greek again?

WE SEE the second head. It has a lighthouse sketched onto it
and the name Celaeno.

BANNERMAN
Two more sisters of Pleiades.

HARRY GITTINS
Daughters of the Titan Atlas and
sea nymph Pleione. Nursemaids and
teachers of the infant Dionysus.

BANNERMAN
Electra and Merope remain.

HARRY GITTINS O.S
Five dead, two potential victims
still out there. All linked by the
number seven. An obsession. An
amateur guess would suggest it is a
pattern that drives every aspect of
his life.

They all turn to look at Harry. He gestures to be allowed
forward.

BANNERMAN
Let him through.

Harry joins Bannerman and the others.

HARRY GITTINS
An obsession which will not - can
not be broken.

(MORE)
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HARRY GITTINS (CONT'D)
One that both leads and restricts
all aspects of his life.

MARTHA
Arithmomania. A mental illness
where patients express compulsive
behaviour relating to specific
numbers and number patterns.

REGGIE
(sniggers)
Great!

MARTHA
It is a sickness Sergeant Brown.
One which torments and controls the
mind of it’s sufferers. The brain
is a complex organ and we're only
just realising the complexity of
it’s functions.

REGGIE
Maybe he’s just seeking attention.

Bannerman walks over to the other piece of tarpaulin with the
limbs hidden underneath.

MARTHA
You may want to consider Sergeant
Brown that an inability to
demonstrate empathy and compassion
are also features of a psychopathic
mind!

BANNERMAN
(calls) Dr Hewson.

Martha walk over to join Bannerman. Reggie stubs out his
cigarette. Harry approaches Reggie.

HARRY GITTINS
We'’ve met before haven’t we
Sergeant Brown?

REGGIE
What?

HARRY GITTINS
You transferred here from
Whitechapel with the then Sergeant
Bannerman didn’t you? Unusual for a
PC rank to follow his mentor to
another part of the country.



REGGIE
Not really. What’s that got to do
with you?

HARRY GITTINS
Giving up a job at the Met? More
career opportunities? Better
salary? What is it, twenty-eight
shillings a week and a coal and
clothing allowance, free medical
care? You chose to give that up for
the pittance you’re earning around
here?

REGGIE
I fancied a change.

HARRY GITTINS

Really?

REGGIE
Me and Bannerman work well
together.

HARRY GITTINS
That’s quite a level of loyalty.

REGGIE
We're professionals. Is there
anything else?

HARRY GITTINS
I rarely forget a face Sergeant
Brown.

Reggie walks away. He looks worried.

INT. JOSEPH’'S BARGE - NIGHT

Joseph is sitting at the small table. There is a single
candle burning and his face is in shadow. He is composing a

letter to Bannerman.

WE SEE Joseph writing the first sentence. ‘Dear Inspector
Bannerman, I trust you received my previous letter.’ WE SEE
Joseph continue to write but now can’t see what he is

writing.
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JOSEPH O.S.
The few days I gave you to
contemplate my offer have passed
and the details of the arrangement
need to be finalised...

EXT. CANAL LOCK THREE, SPRINGFIELD JUNCTION [FLASHFORWARD] -
NIGHT

WE SEE a sign on the canal tow path. It reads, ‘CANAL LOCK 3
SPRINGFIELD JUNCTION'’. An UNIDENTIED MAN walks along the tow
path carrying a large leather bag.

JOSEPH V.O.
I have arranged for a small carved
wooden box to be secreted at Canal
Lock 3 at the Springfield Junction.

The man continues to walk along the empty canal tow path.

JOSEPH V.O. (CONT'D)
You will find an hawthorn bush
against the railings. The box will
be hidden behind there.

The man takes a wooden box from the bag and crouches down
behind the hawthorn bush. He hides the box in the bush. He
looks at his watch. It is 8pm.

JOSEPH V.O. (CONT'D)
You will place the payment I
requested in this box at 8pm on
Wednesday evening.

INT. BANNERMAN’'S OFFICE - NIGHT
Bannerman continues to read the letter.

JOSEPH V.O.
You could of course follow the
person I have selected but you
wont. There are instructions in
place to deliver a letter to both
Staffordshire Constabulary and the
relevant news publication
companies, should you attempt
anything reckless. The letter
details both written and pictorial
evidence of your relationship with
Sergeant Brown.
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Bannerman continues to read the letter aloud.

BANNERMAN
I have no doubt you are keen to
meet the author of this letter, but
please be patient Inspector
Bannerman. Our paths will cross
very soon.

EXT. BLUE BALL PUBLIC HOUSE - NIGHT

SOUNDS of a busy pub spilling out onto the road outside. An
UNIDENTIFED FIGURE lurks behind a large tree opposite the
pub.

The door to the pub opens casting light onto the damp dark
pavement outside. A cloud of heavy smoke seeps out into the
air. Reggie stumbles out but is grabbed by another MAN.

BLUE BALL MAN
Hey Reggie, you’re not going are

you?

REGGIE
I'm done. I need to be getting
back.

The doors to the pub close. Reggie pulls up the collar of his
jacket so he can light a cigarette. He casts the match onto
the pavement and staggers across the road.

The unidentified figure adjusts his jacket and follows Reggie
on the other side of the road. The figure walks quickly along
the pavement whilst Reggie staggers slowly on the other side.
The unidentified figure crosses over in front of Reggie and
waits in a dark alley, filling his pipe with tobacco. Reggie
passes him.

JOSEPH
Got a light mate?

Reggie fumbles in his pocket looking for matches. The
unidentified figure leans in as Reggie lights the man’s pipe.
The figure draws a syringe from his pocket and stabs Reggie
in the neck.

Reggie puts his hand to his neck and stares at the figure as
he walks away. Reggie drops his cigarette and falls to the
ground.
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INT. BANNERMAN'S OFFICE - DAY.

The clock CHIMES 8am. Bannerman is sitting at his desk, his
hands over his face. Martha walks in.

MARTHA
Are you well Inspector?

BANNERMAN
(rubs his eyes)
Late night. What brings you here?

MARTHA
I found traces of phosphorous under
Elizabeth Owen’s finger nails.

BANNERMAN
Phosphorous?

MARTHA
It’s a white waxy chemical which
becomes dangerous when digested in
large quantities.

BANNERMAN
Where would you get hold of that?

MARTHA
Horticulturalists and farmers use
it in fertilizers. It’s uncommon
but there have been a number of
recorded cases where it has been
used successfully as a poison.

Bannerman walks over to the blackboard and writes phosphorous
next to Elizabeth Owen.

BANNERMAN
You think our man used this on his
victims?

MARTHA

I can't find any traces on the
other women but it’s possible I
suppose. The suspect would need a
reasonable understanding of
chemicals and have access to large
quantities.

BANNERMAN
A chemist maybe? Matthew Jones'’s
father owns a pharmacy.
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MARTHA
Ben Jones?

BANNERMAN
Some years back Matthew was caught
hanging about in pubs drugging folk
with Laudanum and pinching their
wallets and purses. One girl
accused him of drugging and raping
her although that was never proved.
Still did time for the other stuff
though. Reggie saw him a few days
back.

MARTHA
You think he may have moved onto
bigger things?

BANNERMAN
Let’s hope not.

INT. JONES CHEMIST - DAY
The chemist has shelves filled with bottles of medicines and

ointments. BEN JONES (50’s) is restocking the shelves.
Bannerman walks into the shop.

BANNERMAN
Mr Jones?

BEN JONES
Yes?

BANNERMAN

Inspector Bannerman. Is your
Matthew about?

BEN JONES
What do you want him for?
BANNERMAN
Is he here?
BEN JONES

No he’s at work.

Bannerman starts looking at the bottles on the shelves,
picking them up to read the labels.

BANNERMAN
Do you stock Phosphorous?



Ben pulls
of string.

Bannerman

Bannerman

Bannerman
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BEN JONES
No.
BANNERMAN
Have you stocked it before?
BEN JONES
No.
BANNERMAN
Does Matthew have access to
chemicals?
BEN JONES

I keep the cabinets shut. I'm the
only one with a key.

the key out from his jacket. It is tied to a piece
BEN JONES (CONT'D)

Our Matthew has kept his nose clean

since he came out. He'’s got himself

an apprenticeship at the boat yard.

continues to walk around the shop.

BANNERMAN
You store any chemicals in the
back?

BEN JONES
A few.

gestures to the next room.

BEN JONES (CONT'D)
We’ve got nothing to hide.

walks through to the back room and continues to

pick up bottles and jars. He takes a final look around the

shop.

BANNERMAN
Tell Matthew to come to the station
when he returns.

BEN JONES
What’s this about?

BANNERMAN
Tell him it’s urgent.
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INT. JOSEPH’'S BARGE - DAY

Joseph is sitting at his desk writing. He folds the paper,
takes an envelope from the drawer, slots the letter inside
and places it back in the drawer

Nancy is asleep and tied to the chair/commode. He drags his
own chair towards her and sits down. Her head is slumped to
one side.

Joseph strokes Nancy'’s hair letting it tumble over the side
of the chair and onto his lap. He lifts it to his nose and
smells it then gently brushes it.

INT. BANNERMAN'S OFFICE - DAY

Bannerman walks into his office carrying four letters. He
throws three of them onto the desk but holds onto the fourth.
He returns to the door and shouts out.

BANNERMAN

Elsie? Heard anything from Reggie?
ELSTE O.S.

No.
BANNERMAN

Do you think you could get someone
to pop ‘round his?

Bannerman takes a letter opener from his desk and opens the
letter in his hand.

JOSEPH V.O.
Dear Inspector Bannerman. Thank you
for your payment. How very sensible
of you to follow my directions. I
fear however that I was less than
honest with you in my previous
correspondence and therefore need
to atone.

WE SEE the tension of Bannerman'’s face.
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JOSEPH V.O. (CONT'D)

It is my understanding that you and
your officers are encountering
frustration regarding the recent
actions of a killer hell bent on
increasing your workload.

Bannerman leans forward in his chair.

JOSEPH V.O. (CONT'D)
It perplexes me somewhat that a man
who has previous experience of
multiple executions appears so
inept in finding the culprit. Did
you learn nothing from Whitechapel?

Bannerman looks quizzical.

JOSPEH V.O.
There are clues Inspector
Bannerman. Many clues which even
the densest of sleuths could
decipher. I expected better.

WE HEAR a knock at the door. WE SEE a shadowed figure through
the glass.

BANNERMAN
I'm busy!

JOSEPH V.O.
Still. There is more work to clean
up the streets of such vermin.

WE HEAR a knock at the door again.

BANNERMAN
I said I am busy!

JOSEPH V.O.
How unusual? A suspect who seeks to
be found. A person who's ambitions
and dreams have been shattered and
yet one who is on a mission to
leave behind a legacy. One which
will last forever. This suspect
will be remembered Inspector. After
all that which is recorded in print
may be archived but it lies hidden
like a virus, waiting to titillate
and feed the hunger of those who
will marvel at the psychology of
the mind. Yes.

(MORE)



JOSEPH V.0O. (CONT'D)
Everyone will remember me, but I
suggest Inspector Bannerman that
you will remember me most of all.

WE HEAR another knock at the door.

BANNERMAN
For fuck’s sake, who is it?

The door opens. It is Harry Gittins.

HARRY GITTINS
Is Sergeant Brown around?

BANNERMAN
On what business?

HARRY GITTINS
I’'ll come to that.

Gittins sits down uninvited.

HARRY GITTINS (CONT'D)
First I need to talk to you about
the Canonical murders.

BANNERMAN
Why?

HARRY GITTINS
You cannot deny the striking
similarities Inspector.

BANNERMAN
It’s nonsense.

HARRY GITTINS
Is 1it?

BANNERMAN
I can tell you without hesitancy
that the person responsible for the
recent murders is most definitely
NOT the same person who was
involved in the Whitechapel
murders.

HARRY GITTINS
How can you be sure?

BANNERMAN
There is no more to be said on the
matter.



HARRY GITTINS
You would lay your reputation on
this?

BANNERMAN
If I had to.

HARRY GITTINS
You were just a sergeant on that
investigation but you must have
knowledge as to why the
Metropolitan police abandoned their
search for Jack.

BANNERMAN
A decision way past my pay grade.

Bannerman takes out his pipe and refills it with tobacco.

HARRY GITTINS
But why did it end so suddenly?

BANNERMAN
The murders had ceased. All the
leads had dried up.

HARRY GITTINS
All of them? I find that hard to
believe.

Bannerman lights his pipe and puffs out smoke.

BANNERMAN
I don’'t really care what you
believe.

Bannerman takes another puff of his pipe.

BANNERMAN (CONT'D)
The decision to withdraw from the
case was made at the very top.

HARRY GITTINS
And you were happy with that?

BANNERMAN
I am employed to investigate live
crimes Mr Gittins. Once a case is
set aside, it no longer concerns
me.

HARRY GITTINS
It has been archived?
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BANNERMAN
I didn’'t say that. I said set aside
pending new leads.

HARRY GITTINS
And the killer remains out there.
Free to start his murdering spree
again.

Bannerman walks over to the window.

HARRY GITTINS (CONT'D)
How involved was Brown in this?

BANNERMAN
Reggie? He was just a constable.

Harry joins him at the window.

HARRY GITTINS
It took a while you know, but I
knew I’'d seen him somewhere before.
You are aware of his past I
presume?

BANNERMAN
What do you mean?

HARRY GITTINS
Come now Inspector. You are a
detective.

BANNERMAN
Spit it out man!

HARRY GITTINS
Part of my role at the Herald was
to frequent the Molly houses and
less desirable establishments of
the capital. In the shadow of
Newgate prison and the areas around
the theatres of Drury Lane. My job?
To sift out men in positions of
power who enjoyed liaisons with the
gangs of sodomite wretches that
frequented that area.

Bannerman takes another puff of his pipe.
BANNERMAN

And what does this have to do with
Sergeant Brown?



HARRY GITTINS
He was seen there on many
occasions. The years have altered
his face but there is no doubt it
is he.

BANNERMAN
You must be mistaken.

Bannerman takes the pipe from his mouth.

HARRY GITTINS
I only wish I were.

BANNERMAN
Seconded undercover on a case
maybe?

HARRY GITTINS
One which you were not party to?
Doubtful. Besides, he very much
dedicated himself to his role. His
guard had most definitely been
lowered.

Bannerman returns to his desk.

BANNERMAN
This is a slanderous accusation and
one that I hope you can back up
with evidence.

HARRY GITTINS
Oh I can.

Harry follows Bannerman to his desk.

BANNERMAN
Brown has been working here for the
past three years, with impeccable
character and professionalism.

HARRY GITTINS
Our readers will not see it as
such. Sodomy, however it may be
viewed by the likes of you and I,
is a crime in this country and I'm
sure that the people of the Black
Country will be concerned to hear
that investigations into the mass
killings of women on our streets
are being carried out by a
criminal.



82.

Bannerman places both hands on the table and leans over to
Harry.

BANNERMAN
You will destroy his career.

HARRY GITTINS
Yes I will.

Harry takes a seat at Bannerman'’s desk.

HARRY GITTINS (CONT'D)
If I choose to publish.

BANNERMAN
Are you playing games with me?

HARRY GITTINS
We both know there are instances
where the information given to the
public can be doctored to suit the
palette of the occasion.

BANNERMAN
I don’'t follow.

HARRY GITTINS
At this moment in time, finding the
serial killer who is running amok
through our streets is of more
importance than the lifestyle
choices of a police sergeant. You
said you would give me access to
information about the murderer.
Where is it? I need something from
you Bannerman.

Bannerman paces around the office.

HARRY GITTINS (CONT'D)
Something which will convince me to
lose the story.

Bannerman looks troubled. He takes another puff of his pipe.

BANNERMAN
Phosphorous. Dr Hewson found
phosphorous under the nails of
Elizabeth Owen. We are trying to
source suppliers.

HARRY GITTINS
Your man’s a chemist?



BANNERMAN
Could be.

HARRY GITTINS
So you'’re checking the universities
for medical students and chemists?

BANNERMAN
We're working through them.

Bannerman returns to his desk and sits down.

HARRY GITTINS
I have a friend who studied
medicine at Corpus Christi.

BANNERMAN
Good for you. Maybe I should add
him to the 1list?

POLICE CONSTABLE knocks the door and then enters.

POLICE CONSTABLE
It’'s Sergeant Brown Sir. He'’s been
found unconscious.

HARRY GITTINS
I have a carriage outside.

INT. INFIRMARY - DAY

Martha is sitting by Reggie’s bed in a side room. It is a
simple room containing a bed and small bedside cabinet.
Reggie is unconscious. Bannerman and Harry arrive.

BANNERMAN
How is he?

MARTHA
He was found in one of the
backstreets near the Blue Ball
public house. There are no
residential properties in this area
so he is likely to have been there
for some time.

BANNERMAN
What happened?

83.
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MARTHA
It wasn’t clear at first but look
here.

Martha adjusts Reggie’s neck. WE SEE a small red puncture
wound.

MARTHA (CONT'D)
This is where the needle punctured
the skin.

HARRY GITTINS
Needle?

BANNERMAN
I can’t see anything.

MARTHA
(points again)
Easy to miss.

Martha’s voice can be heard in the transition from this scene
to the FLASHBACK scene below.

MARTHA V.O.
As fortune would have it, we have a
visiting scientist from Germany. A
Peter Hellman Stillmark -

INT. [FLASHBACK] INFIRMARY - EARLIER

Martha is examining Reggie in a hospital bed. She lifts his
arms, looks at his legs and chest, then grabs a magnifying
glass from the side table and examines his neck.

MARTHA V.O.
- He’'s been lecturing on the
increase of fatal poisons.

WE SEE the small red swelling around Reggie’s wound.

MARTHA V.O. (CONT'D)
Reggie wasn’'t presenting any
obvious reasons for loss of
consciousness, no bruising, no
broken bones. I investigated more
thoroughly and that’s when I
spotted it. I was then able to test
Reggie’s blood.
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Martha takes a sample of Reggie’s blood and drips a small
amount onto a slide.

MARTHA V.O. (CONT'D)
It's early days for this type of
testing but it can establish toxins
in the blood system.

Martha is sitting at a microscope. She places the slide with
Reggie’s blood under it.

MARTHA V.O. (CONT'D)
Reggie’s toxin is a relatively new
and potentially lethal poison
called Ricin.

INT. INFIRMARY [OUT OF FLASHBACK] - DAY
Return to Reggie’s hospital bed.

MARTHA
It’s a lectin produced in caster
beans or more usually the seeds of
the castor oil plant.

BANNERMAN
What will this Ricin do to him?

MARTHA
The specific effects depend on
whether it is inhaled, swallowed,
touched or injected. Injected is
the most potent.

BANNERMAN
He’ll pull through though?

MARTHA
Ricin affects proteins in the
body’s cells.

HARRY GITTINS
Sergeant Brown will survive?

MARTHA
An injection of a lethal amount of
Ricin will initially cause the
lymph nodes and muscles near the
injection site to fail.

(MORE)



Martha hands the note to Bannerman.
unknown to the audience. Bannerman turns towards Harry and
thrusts the note towards him.

MARTHA (CONT'D)
This will ultimately lead to vital
organs, the liver, kidneys and
spleen to stop working which will
cause a massive bleeding from the
stomach and intestines -

BANNERMAN
- And?

MARTHA
And this will result in death from
multiple organ failure. Inspector
Bannerman I am SO SOrry.

Bannerman turns and walks towards the door.

MARTHA (CONT'D)
There was this note attached to his
jacket.

BANNERMAN
Is this your doing?

Harry reads the note.

HARRY GITTINS
Of course it isn’'t.

MARTHA
The public house mentioned
Inspector, it’s notorious for-

Bannerman turns towards Martha.

MARTHA (CONT'D)
— We have had numerous young men
brought into the infirmary who have
been victims of physical and
sometimes sexual abuse both in and
around this public house.

BANNERMAN
I'm well aware what kind of place
it is.

Bannerman turns away. Harry and Martha exchange a glance.

BANNERMAN (CONT'D)
Look, can you give me a moment.

The contents remain

86.
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Martha taps Harry on the shoulder and they leave the room.
Bannerman sits by Reggie and takes his hand.

BANNERMAN (CONT'D)
What on earth were you doing in the
Blue Ball? You silly bugger.

INT. JOSEPH’'S BARGE - DAY

Joseph is standing next to Nancy who remains tied to the
commode/chair.

JOSEPH
Lift yourself up.

Nancy clasps her hands around the arms of the chair but
struggles to push herself up.

JOSEPH (CONT'D)
(impatiently)
Come on!

Nancy manages to raise herself up enough for Joseph to slide
out the padded seat part of the chair. Joseph holds Nancy’s
skirts. Nancy looks embarrassed as she sits down on what is
now a commode pot.

NANCY
I need some privacy.

Joseph walks behind the curtain. Nancy looks distraught as
she uses the commode.

Joseph comes back through the curtain and slides out the
commode pot. He places it on the floor and rearranges Nancy'’s
skirt. Nancy looks away in embarrassment.

Joseph takes away the commode pot. Nancy starts to cry.

NANCY (CONT'D)
Albert.

Joseph comes back in carrying a tray of soup. He kneels down
in front of Nancy.

JOSEPH
I've brought you some dinner.

NANCY
I'm not hungry.
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JOSEPH
You must eat.

NANCY
I said I don’'t want it.

Joseph strokes her hair. Nancy tries to pull her head away.
Joseph goes back behind the curtain.

Nancy looks around. WE MOVE past the posters to a shelf of
books about mathematics, astronomy, Ancient Greece. On the
shelf is a small statue of Eros.

NANCY (CONT'D)
(Whispers)
Who are you?

Joseph re- enters.

JOSEPH
Did you speak?

NANCY
How long are you planning to keep
me here?

JOSEPH
Until your husband arrives.

NANCY
I don’t understand.

JOSEPH
I don’t expect you to.

NANCY
You realise what he’ll do to you
when he finds you?

JOSEPH
We have unfinished business.

NANCY
What does that mean?

JOSEPH
I had hoped he’d have deciphered my
clues by now, but it seems that,
just like in Whitechapel, he misses
the obvious.

NANCY
You knew Albert in London?
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JOSEPH
I was familiar with his work as one
of Inspector Reid’s underlings.What
was it the papers said about him?

Joseph exits through the curtain again. Nancy listens, her
eyes focused on the curtain.

JOSEPH O.S.

(Shouts)
Officer destined to sail through

the ranks? Whitechapel’s best
chance of finding the illusive
Canonical murderer?

Joseph puts various crystals in a pestle and mortar and
starts grinding them down.

JOSEPH
(shouts) How mistaken could they
be?

NANCY
(whispers)

They were not mistaken!

JOSEPH
Sorry?

NANCY
They were not mistaken. My husband
is a brilliant man.

Joseph re-enters, still grinding the crystals.

JOSEPH
How sweet. Did he not fail to
capture the perpetrator of
Whitechapel’s heinous crimes?

NANCY
You are wrong. He knew exactly who
had committed those murders and so
did Inspector Reid. There were
witness statements and clear
evidence linking a suspect to the
murders.

JOSEPH
And yet the murderer was never

caught.
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NANCY
But he was. The murderer was caught
and questioned by my husband and
Inspector Reid. He was the man they
called Jack the Ripper. They were
certain of it.

JOSEPH
You amuse me Mrs Bannerman. You are
telling me that your husband
arrested Jack the Ripper and then
released him.

NANCY
Because of who he was.

JOSEPH
And who was he?

NANCY
Why would I tell you?

JOSEPH
As I suspected. Absolute nonsense.

NANCY
It is not nonsense.

Joseph leans right into Nancy so that he is next to her ear.

JOSEPH
Indulge me.

NANCY

There was political intervention
and the case against the suspect
was dropped. I don’t know his exact
identity. Albert wouldn’t divulge
that. The whole hierarchy of crown
and government was at jeopardy and
so the investigation ceased.

Joseph circles Nancy as he continues to grind the crystals in
the pestle and mortar.

NANCY (CONT'D)
The murders stopped and the case
was set aside. My husband almost
left the force but he was offered
this promotion in the Black Country
and he took it.

JOSEPH
Interesting.
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Albert has devoted his life to the
police force, sometimes as a
detriment to his family life. He is
a great man and an exceptional
detective. He will track you down
and when he does -

JOSEPH
— Do I detect some resentment there
Mrs Bannerman. A widow to the
force?

Nancy pulls on her restraints.

NANCY
My husband is a good man. I knew
what his job entailed when we met.

JOSEPH
Mmm. Can you ever truly know
someone?

Joseph continues to circle Nancy.

NANCY
We have no secrets. We have a
marriage built on trust.

JOSEPH
Maybe on the surface.

NANCY
What are you saying?

JOSEPH
That we can never really trust
anyone except for ourselves.

NANCY
That is a very cynical way to view
the world.

JOSEPH

Have you ever heard of Samuels
Stevens? In 1720, he worked as an
undercover agent for the
Reformation of Manners, a religious
organisation that sought to put a
stop to sodomy and sex work. Just
like myself, he wanted to clean the
streets of such debauchery and
purify our towns and cities of this
vile behaviour.
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Why are you telling me this?

JOSEPH
Stevens wrote a paper about a
conspiracy of men who he stumbled
across during his investigations.
Men fiddling and dancing and
singing bawdy songs in
establishments around London.
Kissing and using their hands in a
very unseeingly manner. Dressed as
milkmaids and wet nurses, harlots
and queens with their painted faces
and finery.

Joseph dances about in a child-like manner.

JOSEPH (CONT'D)
(sings)
Tis strange that in a country
where,
Our ladies are so kind and fair,
So gay and lovely to the sight,
So full of beauty and delight,
That men should on each other dote,
And quit the charming
petticoat. (beat)
Men like your husband and Sergeant
Brown.

NANCY
I don’t understand.

JOSEPH
Men who favour the company of men
rather than women.

NANCY
My husband and Sergeant Brown are
colleagues. They have worked
together for many years.

JOSEPH
I'm afraid Mrs Bannerman, their
relationship has evolved somewhat
further than the station.

NANCY
How dare you speak of my husband in
that way.
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JOSEPH
I simply reveal the facts. Whether
you choose to acknowledge them is
your concern.

INT. BANNERMAN'S OFFICE - LATER
Bannerman is at his desk smoking his pipe. Martha arrives.

BANNERMAN
Reggie?

MARTHA
He’'s still with us but he grows
weaker. I've left him in good
hands. Is there more information?

Bannerman guides Martha over to the map.

WE SEE that there are more letters on the makeshift line H S
J I OOTUEHZK

BANNERMAN
I've ordered a search of the area
around the canal yard here.

WE SEE Bannerman point at the map with his pipe.

BANNERMAN (CONT'D)
...and along the Bradley Arm canal.
Other stations are looking on and
around the towpaths right along the
Birmingham Navigation system.

MARTHA
And the town hall?

BANNERMAN
There are only two roads leading to
the town hall...

WE SEE Bannerman point to the two roads on the map.

BANNERMAN (CONT'D)
...and we have searched along the
length and breadth of both of them.
The only other path nearby is the
one leading to the canal itself.
That wraps around from the
steelworks past Deep Fields to the
brick works at Daisy Bank.
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MARTHA
And no one has seen anything?

BANNERMAN
There's a gang of boatmen sailing
back from the potteries. Matthew
Jones is one of them. I’'ve got
Bobbies waiting at the canal yard.

MARTHA
You’ll be lucky to get anything out
of them, they’re a tight lipped
bunch.

BANNERMAN
They won’t be when I threaten to
stop the barges entering the
boatyard. When it hurts their
pockets, they’ll start to squeal.

MARTHA
You think Matthew might be our man?

BANNERMAN
I think he has more than one reason
to take Reggie out of the picture.
Knock at the door. Enter POLICE CONSTABLE.
POLICE CONSTABLE

It’'s Jones Sir. They'’ve got him.
He’'s at the boat yard.

Bannerman grabs his coat and hat.

MARTHA
Are you passing the Infirmary?

Bannerman and Martha leave the office. Elsie hands Bannerman
a letter.

ELSIE
This came for you Sir.

Bannerman tucks the letter into his breast pocket.

INT. CARRIAGE TO THE BOAT YARD - DAY

Martha and Bannerman are travelling in a closed carriage.
Martha is looking out of the window.
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MARTHA
The names on the victim’s heads.

BANNERMAN
The Sisters of Pleiades.

MARTHA
You said there were two remaining.
More dead women?

BANNERMAN
If they aren’t dead already. I
don’t think it will be long before
he strikes again.

Martha looks out of the carriage window again.

Bannerman takes the letter from his pocket and looks at the
handwriting on the envelope. He opens it, careful that Martha
can not see the contents.

JOSEPH V.O.
Inspector Bannerman. How does the
saying go? You cannot see your
reflection in boiling water. Mark
Twain famously told us that anger
is an acid that can do more harm to
the vessel in which it is stored,
than to anything on which it is
poured.

The carriage comes to a stop at the infirmary. Bannerman
folds up the letter. He opens the carriage door for Martha.
Martha alights.

Bannerman taps the roof of the carriage and it carries on
it’s journey. He opens up the letter again.

INT. BARGE - DAY

The contents of the letter are read in Joseph’s voice as WE
SEE Nancy, alone in the chair, staring around the room.

JOSPEH V.O.
I need to use every sinew of my
being to maintain a level head...to
keep the waters still so that I may
accomplish my mission. You are
causing uncomfortable ripples in my
mind Inspector and you are running
out of time.
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INT. BANNERMAN'S OFFICE - DAY

Bannerman looks out of the carriage window and then back at
the letter.

JOSEPH V.O.
I understand Detective Sergeant
Brown has been found. Drunk and
tainted by the den of iniquity he
frequented.

EXT. [FLASHBACK] TO THE SCENE WHERE REGGIE WAS INJECTED -
NIGHT

Reggie is injected with Ricin and he falls to the ground.

JOSEPH V.O.
When I pierced his skin, our eyes
met, just momentarily as the
realisation of what I had done to
him registered on his face.I
watched the moments of atonement
pass before his eyes as he asked
for forgiveness.

INT. CARRIAGE - DAY
Bannerman stares down at the letter.

JOSEPH V.O.
Had I not intervened you would have
faced the embarrassment of watching
your colleague rot in prison,
bringing shame on your
constabulary. You are too weak
Inspector and I believe Brown
played on that. I'm sure you have
realised that he will not live.

INT. INFIRMARY - DAY

At Reggie’s bedside. Joseph’s voice over narrates the scene
as Reggie begins to choke.

JOSEPH V.O.
At this moment fluid will be
building up in his lungs creating a
pulmonary edema.
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Reggie has blood dripping from the corner of his mouth.
A NURSE wipes it away.

JOSEPH V.O. (CONT'D)
Poor helpless Reggie.

Reggie chokes. His eyes remain closed.

The nurse opens the door to the room and a DOCTOR enters. He
turns Reggie onto his side and blood seeps onto the white
bedsheets.

INT. BOATYARD - LATER

The carriage arrives at the boatyard. Bannerman continues to
read the letter.

JOSEPH V.O.
This was a professional
assassination. Not like the
bumbling fool who they try to
compare me too. How dare they make
comparisons between my careful
extermination of vermin and the
amateur slaughter of the Canonical
butcher. I intend to kill again
Inspector. Very soon. Come and find
me so that we may share our vision
for cleaning up the streets of this
festered land face to face.

Bannerman tucks the letter into his pocket. Matthew Jones is
sitting on a barrel. A POLICE CONSTABLE stands next to him.
Jones is handcuffed. Bannerman joins them.

MATTHEW
What is this?
BANNERMAN
We need to ask you some questions.
MATTHEW
About what?
BANNERMAN
Talk me through your last five
days.
MATTHEW

You serious? I told you I'm keeping
my nose clean.



BANNERMAN
Last five days.

MATTHEW
Been up to the potteries fetching
pots and the like then back through
to Birmingham.

BANNERMAN
On your own?

MATTHEW
No, with Tommy Hinton and there was
two other barges following us. What
am I supposed to have done?

BANNERMAN
Can you prove it?

MATTHEW
The factory up in Stoke will tell
you I was there three days ago. We
stocked up, then headed up to Brum.

BANNERMAN
Did you stop?

MATTHEW
For the locks aye. We work a system
Tommy and me so that we don’t have
to stop. He does a few hours whilst
I get some kip and visa versa. You
don’t get paid for sleeping. How
many more times is this going to
happen, hey? I made a stupid
mistake when I was a nipper.

Bannerman slides his chair near to Matthew and pushes his
face close to his.

BANNERMAN
Mistake?

MATTHEW
Alright, I did some bad stuff but
I'm good now. I’'ve got a job, a
wench. I'm keeping my nose clean.

BANNERMAN
You go nowhere until we'’ve checked
you’'re telling the truth.
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MATTHEW
Don’'t take too long about it. I'm
back up to Stoke come Friday.

INT. BROTHEL - NIGHT

Martha and Lizzie are sitting on comfortable chairs. There is
a pot of tea and cups on the table.

LIZZIE
Five?

MARTHA
That we know of yes. You need to
shut down...temporarily...until
he’s caught.

Lizzie leans forward and pours two cups of tea.

LIZZIE
You know I can’t do that.

MARTHA
The girls aren’t safe.

LIZZTIE
You know what they’re saying don’'t
you? Is it him? Jack the Ripper?

Lizzie adds milk and sugar to the cups.

MARTHA
No.
LIZZIE
What makes you so sure?
MARTHA
These murders are different.
LIZZIE
What about the detective that was
attacked?
MARTHA

Might not be connected.

LIZZIE
There’s none of us safe is there?
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MARTHA
Not until he’s found.
A PROSTITUTE enters and hands Martha a note.

MARTHA (CONT'D)
I need to go.

INT. INFIRMARY - NIGHT
Martha is waiting in the corridor outside Reggie’s room.
Bannerman runs down the corridor towards her.

MARTHA
I don’'t think we have much time.

Martha and Bannerman enter Reggie’s room.

Reggie is laying in bed, unconscious but choking
periodically.

Martha walks towards him and wipes blood from his mouth.

BANNERMAN
(visibly shocked)
This poison. It’s designed to make
him suffer isn’t it?

MARTHA
We don’t really know enough about
it. As I said, it’s a new chemical.
Reggie chokes again and Martha holds his hand.
Bannerman looks out of the window.
BANNERMAN
Matthew’s alibi checked out. It
takes thirty plus hours to do his
route, even if he managed to get
through the locks quickly. There’s
no way he could have got back.
Reggie chokes again.
Bannerman turns to face Reggie.

Martha wipes the blood from Reggie’s mouth.

Bannerman looks away.
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MARTHA
This must be very difficult for
you.

Martha pulls forward a chair and gestures to Bannerman to sit
down.

Bannerman shakes his head and turns away again.

BANNERMAN
I've been getting letters.

MARTHA
Letters? From whom?

BANNERMAN
I wasn’'t sure at first but I think
it’s the person we’'re looking for.

MARTHA
Why haven’t you mentioned this
before?

BANNERMAN

There was no mention of the victims
at first. I thought it was another
fantasist who’d followed the case
back in Whitechapel.

Reggie coughs again.

Martha is about to help. Bannerman takes the cloth from her
and wipes Reggie’s mouth.

MARTHA
What makes you think it’s the same
person?

BANNERMAN

In the last letter he confessed to
attacking Reggie.

MARTHA
And you believe him?

BANNERMAN
He knew about the injection.

Bannerman strokes Reggie’s hair.
BANNERMAN (CONT'D)

He said the poison would be
aggressive and painful.
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MARTHA
He's right about that.

Bannerman sits next to Reggie'’s bed.

MARTHA (CONT'D)
I'll give you some time.

Martha leaves Reggie and Bannerman alone.
Reggie looks behind him to check they are alone.

BANNERMAN
Reggie? This my fault isn’'t it? I
know you only went to that place to
punish me. I deserve that.

Bannerman squeezes Reggie’s hand.

The pretending, I can’t do it
anymore. I should have told Nancy.

Reggie coughs again and bubbles of blood roll down his lips.

BANNERMAN (CONT'D)
It’s the words Reggie...finding the
right words...it’s crippling
me...here...

Bannerman places his hands on his own chest.

BANNERMAN (CONT'D)
I can’t breathe...and the fear...I
don’t even know what it is I'm
frightened of...the anxiety crushes
me...knots up my insides so much I
don’t know how to feel...not
properly.

Martha slips back inside the room and stands by the door.
Bannerman doesn’t realise she is there.

BANNERMAN (CONT'D)
The only time I can properly draw
air is when we are together... just
the two of us. I'm so sorry Reggie.

Bannerman leans in further.

BANNERMAN (CONT'D)
I've spent too long hiding my
emotions...snatching moments and
hiding away in the shadows. Forgive
me Reggie.
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Martha slips out.
Reggie releases a final bubble of blood from his lips.

Bannerman takes Reggie in his arms and holds him against his
chest as Reggie passes away.

INT. MAKESHIFT OPERATING THEATRE - MID DAY

The cadaver of MAGGIE SMITH, 19, blonde curls is on the table
in Joseph’s theatre. The fire is stoked and a branding iron
lays on the bench.

Joseph traces his finger along her body. On the soles of her
feet are two more of the symbols which spell out Joseph’s
name. There is a name tag on her ankle which says number 6.
Joseph removes the tag.

JOSEPH
Number six. What a sorry specimen
you are. No matter.

Joseph removes the cadaver’s clothing.

JOSEPH (CONT'D)
Your life will take on new meaning
now. You have been elevated in
death.I shall call you Electra.
Wife of Corythus, whore seduced by
Zeus and mother to Dardanus the
founder of Troy.

Once the cadaver is naked, Joseph traces a line along her
body which has ingrained mud and dirt in the creases of the
skin.

Joseph pours some ointment from a bottle onto a cloth and
begins to clean away some of the ingrained dirt.

JOSEPH (CONT'D)

This dirt is stubborn. You must
forgive me I need to scrub hard.
You cannot join me if you are
uncleansed and soiled.

Joseph throws the cloth onto his bench and takes a scrubbing
brush from the shelf. He reaches for a bottle with a
green/yellow liquid solution in it. It reads, ‘Sodium
Hypochlorite’. He opens the bottle, sniffs and is taken back
by the aroma of the contents.
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Joseph pours the ligquid onto the scrubbing brush and scrubs
the legs of the cadaver.

INT BANNERMAN'S OFFICE - NIGHT

Bannerman walks in through the door of his office. He removes
his overcoat and looks outside at the fog. He pours himself a
large whiskey and knocks it back. He notices another letter
on his table. As he opens it, a lock of Nancy'’s hair falls to
the ground. He picks it up, holds it and reads the letter.

JOSEPH V.O.
I passed you on the street

yesterday. Our fingers brushed
albeit momentarily.

EXT. STREET SCENE [FLASHBACK] - NIGHT
Joseph’s voice over narrates the whole scene.
Bannerman is walking away from the Infirmary.

JOSEPH V.O.
You adopt such a purposeful walk.

Joseph is walking towards Bannerman on the pavement.
Both have their heads down.

Bannerman is clearly upset that Reggie has died. WE SEE
splashes of blood on his shirt collar.

JOSEPH V.0O. (CONT'D)
I suspect if you had given yourself
a breath you would have smelt her
upon my person. The fresh aroma of
mountain flowers, entwined with the
scent of fear.

[OUT OF FLASHBACK]

INT. BANNERMAN'S OFFICE - DUSK

Bannerman drops the letter onto the table and picks up the
lock of hair, holding it to his nose before rushing to the
door.
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BANNERMAN
Elsie.

Elsie enters.

BANNERMAN (CONT'D)
I need a carriage to Stourbridge.
Nancy’s parent’s house.

Bannerman puts the letter inside his pocket.

INT. CARRIAGE - DUSK
Bannerman is inside the carriage. He removes Joseph’s letter.

JOSEPH V.O.
She’s very angry with you, you
know. No woman wants to be a widow
to a man’s career. Such beautiful
skin. Pale with only the hint of
redness on her cheeks and breasts.
I have chosen to call her Mereope,
the seventh of the sisters. The
seventh slave to serve me in the
afterlife. You have failed her
Inspector Bannerman, in so many
ways. I expect you want to see her
face one more time before I take
her. I believe I can allow this. It
would be good for you to share that
moment together. The moment when
she looks into the eyes of the man
who betrayed her. Yes, Nancy is
aware of the relationship you had
with your sergeant. It will be the
last thing she remembers about you.

INT. MAKESHIFT OPERATING THEATRE - DAY

Nancy is back on the theatre table. Her head is wedged with
rolls of material so that it cannot move, and her arms and
legs are tied. Nancy is coming round from another dose of
anaesthetic. She becomes unsettled.

Joseph is looking through a large book on Greek Mythology.

JOSEPH
The final sister, Merope. The only
one to marry a mortal, Sysyphus.
(MORE)
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JOSEPH (CONT'D)
It is believed that this star nymph
was so ashamed of her husband that
she hid her face in heaven, causing
the seventh star of Pleiades to
gradually fade from sight. You have
much in common.

NANCY
I am not ashamed of my husband.

JOSEPH
This will be a very intricate
drawing, you will need to stay
still.

NANCY
Why am I back in here?

JOSEPH
I'm going to draw a statue on your
forehead. The Colossus of Rhodes. A
bronze statue of the sun god
Helios. The original stood over a
hundred feet high by the harbour of
the city, two hundred and eighty
years before the birth of Christ.
It marked one of the most important
trading ports in the ancient
Mediterranean and is my final
representation of the Seven Wonders
of the Ancient World.

Joseph collects a tray of paints from the shelf and lays them
down beside her.

JOSEPH (CONT'D)
Keep your head still.

NANCY
No stop!

JOSEPH
You mustn’t move.

NANCY
Please don’t do this.

JOSEPH
I want to reveal every muscle and
sinew of Helios’ body.

(MORE)
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JOSEPH (CONT'D)
Capture the casual way he leans to
the side as he holds the torch
aloft in one hand, pointing towards
the sky, whilst resting his other
on his spear.

Joseph starts to paint on Nancy’s forehead but she keeps
moving.

JOSEPH (CONT'D)
(shouts)
Be still!

NANCY
Leave me alone.

Joseph places the paint and brush down and collects a bottle
and some cloth from the shelf.

JOSEPH
There was no need for this.

Joseph pours some liquid from the bottle marked ‘Ether’ onto
a cloth and places it over Nancy’s mouth. She struggles
momentarily. Joseph picks up the brush and continues to
paint.

EXT. FIELD - DAY

It’'s foggy. Seven dissected body parts are spread over a
large field. They are still positioned in the shape of a body
but spread some distance apart. The head is covered by a
sheet and is being guarded by a POLICE OFFICER.

Bannerman runs across the field to the position of the head.
He falls to his knees and pulls back the sheet. When he
realises that it is not Nancy, he lets the sheet fall back
over the face, leans back on the grass and starts sobbing.
Martha runs over to him.

MARTHA
Is it Nancy?

BANNERMAN
(Shakes his head)

MARTHA
Who is she?

Martha kneels by the head and lifts the sheet.
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MARTHA (CONT'D)
This head has been stored in water
like the one’s on the railings.
There’'s something in her ear.

Martha pulls a pin from her own hair and uses it to pull a
small thread of floating pennywort from the ear of the
decapitated head.

MARTHA (CONT'D)
Floating pennywort. You usually
find this in canals.

Martha looks at the remaining body parts.
Bannerman remains on the grass, head in hands.

MARTHA (CONT'D)
(shouts across to Bannerman)
This victim is different. The body
parts appear to belong to the same
woman.

Martha walks over to the legs. The branded feet reveal the
Greek letters Y and R.

BANNERMAN
You think she’s been stored in the
canal?

MARTHA

Kept submerged until he has time to
dissect her maybe.

BANNERMAN
And the name?

MARTHA
Electra. She could have been in
this field for a while. No one
would see her in this fog. She has
something tangled in her hair.

Camera focuses on the paper. Martha removes it and unravels
it.
MARTHA (CONT'D)
It has your name on it.

Martha looks up at Bannerman.

MARTHA (CONT'D)
It says you are running out of
time.
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INT. MORGUE - LATER

Martha is examining the head from the body found in the
field. Bannerman rushes in pulling a book from his bag.

BANNERMAN
Look, a pyramid, a lighthouse and
these.

Bannerman lays the book out on the table. WE SEE pictures of
the Mausoleum of Halicarnassus, the Pyramids of Giza, and the
Lighthouse of Alexandria.

BANNERMAN (CONT'D)
The seven wonders of the ancient
world. We have six of them. Zeus,
the Temple of Artemis.

Bannerman points to the head on the table.

BANNERMAN (CONT'D)
This must be the Hanging Gardens of
Babylon.

MARTHA
What is left?

BANNERMAN
The Colossus of Rhodes. Nancy!

INT. MAKESHIFT OPERATING THEATRE - LATER.

Nancy is sleeping. Joseph (seated) stares at her as she
rouses.

JOSEPH
You are quite beautiful when you
sleep.
Nancy remembers where she is and we see panic in her eyes.

Joseph removes the material brace which is supporting Nancy'’s
head.

JOSEPH (CONT'D)
That’'s better.

Nancy becomes agitated.
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NANCY
Please stop!

Joseph places his hands on her shoulders from behind.

JOSEPH
Shhh. I hear you are quite a
brilliant woman. Like myself a
scholar of Pythagoras.

Nancy turns away.

JOSEPH (CONT'D)
Come now. We have a shared
knowledge and it’s so rare that I
get to converse about matters
pertaining to mathematics.

NANCY
Why are you doing this to me?

JOSEPH
Simply filling the time until your
husband arrives.

Joseph takes a hairbrush and traces it along Nancy’s body to
her hair.

NANCY
Stop!

Joseph starts brushing Nancy’s hair. Nancy flinches.

JOSEPH
Mary Jane used to let me brush her
hair by the fire in the evenings.

NANCY
Who's Mary Jane?

JOSEPH
She had such beautiful hair, not
like mother’s - tangled and
brittle. Father said mother was
jealous of it. He said Mary Jane’s
red hair would get her into
mischief. He was right about that.
Father was always right about
women.

Joseph continues to brush Nancy’s hair.



JOSEPH (CONT'D)
It was mother who fired my
fascination with number. She had a
passion for the number three. It’'s
a very spiritual number. You have
such soft waves Mrs Bannerman.

Joseph leans forward and smells Nancy'’s hair.

JOSEPH (CONT'D)
The number three signifies creation
and manifestation. The desire to
reach your goals. (imitates
mother’s voice and begins brushing
vigorously)
Don’t pull too hard Joseph. It
hurts.
(normal voice, softer brushing)
Mother used to say it was the
number which enhanced spiritual
abundance and appreciation of life
in all its fullness.
(mother’s voice)
That’'s better Joseph, nice and
gentle.
(normal voice)
She was fool of course. It’s not
possible to appreciate all of life
because it is so heavily flawed.
One can only appreciate that which
is pure and untainted.
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Joseph puts down the brush and places his hands on Nancy'’s

head.

JOSEPH (CONT'D)
The number three symbolises the
mind...

Joseph brushes his fingers along her neck to her shoulders.

Nancy flinches.

JOSEPH (CONT'D)
Body...

Joseph traces his fingers down her chest to her heart.

JOSEPH (CONT'D)
And soul...

NANCY
Please don’t hurt me.
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JOSEPH
Only when it is fused with the
number four does it become
powerful. Think of it. The number
seven has symbolic associations in
religion, mythology, superstition
and philosophy. It holds such great
importance to me and should be the
same for everyone.

Joseph continues to trace a finger over Nancy'’s body.

JOSEPH (CONT'D)
The bible tells us of it’s
importance. The earth was created
in seven days. God commands that we
labour for six days and rest for
our seventh, the sabbath. It is
symbolic in all of the Genesis
narrative. It is the premise by
which God wants us to think. The
Seven Levels of Division of the
Heavens, the Seven Sages of Ancient
Greece, the Seven Sisters of
Pleiades, the Seven Wonders of the
Ancient World, Seven Female Slaves
to serve me in the Afterlife.

NANCY
Female slaves?

JOSEPH
What other use could you have?

NANCY
The woman you killed? Is she to be
one of your slaves?

JOSEPH
Woman?

NANCY
There’s more than one?

JOSEPH
Each one specially chosen. Giving
them an opportunity to redeem
themselves and earn a respectable
afterlife.

NANCY
You plan to kill seven women?
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JOSEPH
I believe a pilgrim of god would
say that not only has my mission
begun but it nears it’s conclusion.

INT. BANNERMAN'S OFFICE - DAY
Bannerman is at his desk. Harry rushes in.

HARRY GITTINS
I've traced her. The girl. The one
we couldn’t identify from the
railings. Her name is Tilly
Fletcher. She is nineteen. Her
family recently moved here from
Monmouthshire. Her mother said she
was training to be a draper in
Wolverhampton. Lizzie doesn’t know
her so if she was a prostitute she
was working the streets. There'’s
more. I received a telegram from my
friend at Corpus Christi. He said
they’d had a strange chap in their
year for the first two terms but
that he’d been kicked off the
course for inappropriate behaviour.
I've arranged to call him later.
He was a Greek chap.

Martha rushes in.

MARTHA
Where’s that Greek alphabet sheet?

Martha takes the sketches of the branded symbols from the
makeshift line. She makes a space on the desk by pushing
Bannerman’s paper work to the side. She places the sheet of
symbols on the desk.

MARTHA (CONT'D)

It’s a name...look...two of
these... O...and this...K...and
there’s a J.

BANNERMAN
What else do we have?

Martha places down the other letters.
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MARTHA
An E, R, S and A. This one is
difficult to decipher but I think
it’s an H and this one a U.

MARTHA (CONT'D)
Think of some common names. Jack
Ben John David.

BANNERMAN
Albert, Samuel.

MARTHA
There’s no C B D L.

HARRY GITTINS
What about Joe?

BANNERMAN
Joe fits.

Bannerman separates these letters from the others.

HARRY GITTINS
Is there an S, a P and an H?

MARTHA
No P.

HARRY GITTINS
The Greek chap I was telling you
about. His name was Joseph

BANNERMAN
Joseph what?

Bannerman rearranges the additional letters but leaves out P.
HARRY GITTINS

He couldn’t remember his surname
but was fairly sure it began with a

K.

MARTHA
That leaves us with an O, a K A R
and U.

BANNERMAN

Karou? Koura?

HARRY GITTINS
If the pattern follows, surely we
still have two letters missing?
(MORE)
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HARRY GITTINS (CONT'D)
Six bodies, twelve letters. We need
fourteen.

BANNERMAN
One of the letters will be P. This
friend of yours, can he gain access
to the college records?

HARRY GITTINS
No but I think I can.

BANNERMAN

We need this Greek chap’s surname.
Joseph is a common name but I’'1ll
contact the local stations see if
they can help. Dr Hewson, can you
look through the hospital records
see if you have had any dealings
with a Joseph K?

MARTHA
The records are confidential
Inspector.

BANNERMAN

And Nancy’s in danger.

MARTHA
I'm sorry. Of course.

INT. OPERATING THEATRE - DAY

Joseph leaves Nancy alone in the operating theatre.He Returns
to the cupboard drawer. He lifts out the tin and takes out
the framed photo from underneath. WE SEE a formal sepia photo
taken in a studio. It shows a man and woman in their late
twenties/early thirties with a child of about five. The man
has dark Mediterranean features. Joseph smashes the photo
frame onto the ground and shards of glass scatter around.

INT. MARY JANE'S HOME, WHITECHAPEL [FLASHBACK] - NIGHT

Eighteen year old Joseph arrives at Mary Jane’s house with a
bunch of flowers.

MARY JANE KELLY
Joseph? What you doing here?

JOSEPH
May I speak with you?
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MARY JANE KELLY
It’s not a good time love.

JOSEPH
I need to ask you something.

A MAN Shouts from inside.

JOSEPH'S FATHER
(Greek accent) Tell them to bugger
off and get yourself back in here.

MARY JANE KELLY
Maybe we can meet up later hey?

Joseph stares past Mary. WE SEE a shabby room with a table
and chair and an open door to a bedroom.

Joseph pushes Mary Jane out of the way.

MARY JANE KELLY (CONT'D)
No Joseph.

WE FOLLOW Joseph past the table to the bedroom. Joseph'’s
father is lying in the bed naked.

JOSEPH
Father?

INT. BARGE - DAY

Joseph opens another drawer. He takes out a candle. He lights
the candle with a match and reaches for a saucer. He lets the
heated wax fall onto the saucer and secures the candle before
placing it on the floor. He removes his jacket, shirt and tie
and takes the belt from his trousers before falling to his
knees, still holding his belt. His back reveals old scars.

Joseph begins flagellating himself with his belt.

Nancy listens. A tear rolls down the side of her face.

EXT. OUTSIDE THE POLICE STATION - DUSK

Bannerman is leaving the station and sees Harry running
towards him holding a piece of paper in his hand.
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His name'’s Kyriacou. Disfigured a
woman in some bodged operation
which he wasn’t qualified to
conduct. He claimed she signed a
disclaimer before the operation
giving him permission to
anaesthetise her.

BANNERMAN
Was he charged?

HARRY GITTINS
He should have been but she
disappeared. There wasn’t enough
evidence so he was released.

BANNERMAN
Bloody hell.

HARRY GITTINS
The University got rid of him
straight away to avoid scandal.

BANNERMAN
Where did he go?

HARRY GITTINS
One of the other students reckoned
he was going to Europe to study
mathematics and astronomy at a
university in Athens. He boarded
from Southampton.

BANNERMAN
He definitely got on?

HARRY GITTINS
Not sure but there can’t be many
people with the surname Kyriacou.

BANNERMAN

We need a telegraph to Athens
University. Find out what happened.

INT. MAKESHIFT OPERATING THEATRE - DUSK

The door from the theatre to the lounge is now ajar.
is sitting at his table, writing, without his shirt.

are many scars on his back - some old, some new.
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Joseph
There



118.

WE MOVE from Joseph, through the curtain to the lounge area,
to focus on Nancy, who is still tied to the table.

JOSEPH O.S.
07, 16, 25, 34, 43,52, 61,
7,0, 07, 6 1.
(imitates mother’s voice)
Louder Joseph, louder.
(own voice)
07, 16, 25, 34, 43,52, 61,
7,0, 07, 6 1.

NANCY
(nervous) Joseph?

JOSEPH
Don’'t interrupt me. 0
34, 43,52,61, 17

o N

NANCY
(nervous)
Your mother’s not here Joseph. You
don’t need to do that anymore.
(takes a deep breath)

JOSEPH
Shut up! 0 7, 16, 25, 34, 43,5
2, 61, 7,0, 07, 6 1.

NANCY
(voice shaking)
My father used to make me chant my
times table every morning over
breakfast.

JOSEPH
07,16, 25, 34, 43,52, 61,
7,0, 07, 6 1.

Joseph continues to chant in the lounge space whilst Nancy is

4

4 3,

5 2,

talking.

NANCY JOSEPH (CONT'D)
I hated it. I think I even 07, 16, 25, 34
hated him at the time for 61, 7,0, 0 7, 6 1

making me do it. On
reflection it probably
helped, but not everything he
told me to do was right.

JOSEPH (CONT'D)
Grrr!
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NANCY
Parents get it wrong sometimes.

Joseph stops chanting. He looks up at the curtain separating
him from Nancy. He picks up his shirt and grabs an apple from
the bowl on the cupboard. He walks through to Nancy carrying
his shirt and holding the apple.

NANCY (CONT'D)
You don’t have to listen to her.

JOSEPH
I held a little bird once. His
heart beat quickly like yours. I
could feel it against my palm.

Nancy sees Joseph’s scars on his back.

NANCY
Your back!
JOSEPH
The heat under its wings warmed my

fingers.
Joseph places the apple on a shelf and puts on his shirt.

JOSEPH (CONT'D)
Have you seen a bird’s skeleton?
The bones are so delicate.

Joseph buttons up his shirt.

JOSEPH (CONT'D)
Much easier to cut through.

Joseph takes a knife from the overhanging rail.
Nancy flinches.
Joseph takes the apple from the shelf and peels it slowly.

Nancy watches as the spiral of apple skin hangs above her
face.

NANCY
(catches her breath)
She doesn’t get to tell you what to
do anymore.

JOSEPH
I can see what you are doing Mrs
Bannerman.
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NANCY
She’s not here. You are in charge
of your own mind.

Joseph lowers the spiralling apple skin towards Nancy'’s face.
Nancy'’s voice is measured but her eyes reveal her fear.

NANCY (CONT'D)
Why do you let her in your head
Joseph?

JOSEPH
(points his finger against his
temple aggressively) She’s always
in here. Punishing me.

NANCY
Punishing you for what?

JOSEPH
For making him leave.

NANCY
Your father?

Joseph moves away from Nancy. The apple skin falls to the
floor. Joseph slices a piece of apple and puts it into his
mouth with the knife.

JOSEPH
She sent Mary Jane away. Isolated
me. Made me study medicine, I
didn’t want to.

NANCY
Made you?

Joseph smiles falsely and aggressively points his finger
against his temple again. He picks up the apple skin. Opens a
small window and throws it out.

JOSEPH
I told her it was her fault. It
wouldn’t have happened if I’'d
studied mathematics and astronomy
like I wanted to.

Joseph cuts another slice of apple.

NANCY
What wouldn’t have happened?



121.

JOSEPH
My face was never going to fit.
They didn’t want me there.

NANCY
The University rejected you?

Joseph leans in to Nancy'’'s face and whispers menacingly.

JOSEPH
I wasn't rejected!

Joseph pulls away. He throws the apple core out of the window
but holds on to the knife.

JOSEPH (CONT'D)
They were just looking for an
opportunity, an excuse.

NANCY
An excuse?

JOSEPH
(waves arms theatrically)
A misunderstanding.

NANCY
With who?

Joseph walks behind Nancy. Then he traces the knife along
Nancy’s leg.

JOSEPH
She received good money to be my
soma. She simply had to lay still
and let me explore the muscles and
sinews of her body. Just a small
tear in her skin so that I could
trace the lines of the ligaments in
her calf. She had been
anaesthetised.

NANCY
(short breaths) You cut someone’s
leg open?

JOSEPH
She fought the anaesthetic. Woke up
before I had completed my study.
Her screams...

NANCY
During surgery?
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JOSEPH

(sniggers)
I told them not to come in. The
theatre wasn’t sterile.

NANCY
She must have been in agony.

JOSEPH
Of her own doing.

Joseph washes the knife before hanging it back on the rail.

JOSEPH (CONT'D)
She fooled me. I told them she had
given her consent. Showed them the
paper but she lied and said I’'d
coerced her. A woman like that
would have taken months to earn the
money I gave her.

NANCY
You had to leave?

JOSEPH
My career ended in a blink. Low
life whore.

NANCY
And so you seek revenge?

JOSEPH
For her? No!

Joseph removes Nancy'’s shoes.

NANCY
What are you doing?

JOSEPH
Preparing you.

NANCY
Preparing me for what?

Joseph takes the Ether and a cloth from the shelf.

Nancy starts struggling.

NANCY (CONT'D)
Please, no!

JOSEPH
It’s for the best.
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Joseph wraps a scarf around his mouth and nose, pours Ether
onto the cloth and places it over Nancy’s mouth.

Once she is unconscious, Joseph removes Nancy'’s stockings.

INT. BANNERMAN'’'S OFFICE - DUSK
Bannerman and Martha are sitting at Bannerman’s desk.

MARTHA
I have some details from the
infirmary.

Harry rushes in holding a telegram.

HARRY GITTINS
It’s him. I received this from
Athens university. It seems he was
a suspect in a police enquiry
whilst he was a student there.

BANNERMAN
What sort of enquiry?

HARRY GITTINS
There was a spate of prostitute
murders in the city. He was
identified as a person of
interest.A witness came forward. A
prostitute. He attacked her but she
managed to escape. She reported him
to the local police but they didn’'t
take her serious at first. When the
killing continued they questioned
her again. Kyriachou fitted their
profile. They tried to track him
down but he’d already left Athens.
He must have found out they were
after him.

MARTHA
He returned home?

HARRY GITTINS
Yes. There’s a warrant out for his
arrest.

BANNERMAN
What was it you found out at the
infirmary?
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The name Kyriacou was in the
hospital records. It wasn’t Joseph
though. It was woman called Rachel,
sixty-six. She’d been admitted with
consumption. There was also a link
to a psychological report from St
James where she’d spent periods due
to mental illness and child
neglect. Her notes said she was
Irish but that her husband was from
Crete. He left when her child was
young.

BANNERMAN
Joseph?

MARTHA
The staff said she had a son who
lived abroad. They thought he might
be the source of the consumption.
They sent someone round to the
address but it was abandoned.
Couldn’t see how anyone could have
been living there as it was in a
real state.

HARRY GITTINS
Where did she go back to?

MARTHA
She didn’t. She died.

BANNERMAN
Jesus!

MARTHA

Wait. One of the women on the ward
with her got talking to her before
she got too ill, said her son lived
on a narrow boat down near the
Moxley bridge.

HARRY GITTINS
The old turning junction?
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Harry walks over to the map. Points to Moxley bridge on the

wall map.

MARTHA
But that bit of the canal has been
closed off for years. No one goes
down there. It’'s a dumping ground
for old barges.
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BANNERMAN
And the perfect place to hide.

Bannerman draws lines from the murder sites to the Moxley
Junction.

BANNERMAN (CONT'D)

It's got to be there. It’s him.
I'll call for the carriage.

INT. MAKESHIFT OPERATING THEATRE - DUSK
Nancy is now in just her underwear.

Joseph takes the pot of paint from the shelf and starts
painting numbers on her legs, arms, head, torso and pelvis.

Nancy rouses from the anaesthetic.

Joseph puts down the paint and readministers the Ether.

INT. CARRIAGE - NIGHT

Bannerman Harry and Martha are inside the carriage making
their way to Joseph’s barge.

HARRY GITTINS
Are their reinforcements?

BANNERMAN
Behind us.

MARTHA
What if he'’s not there.

BANNERMAN
He will be.

Bannerman taps the roof of the carriage.

BANNERMAN (CONT'D)
Faster driver, faster!

INT. MAKESHIFT OPERATING THEATRE - NIGHT

Joseph opens the door to the stove and places a branding iron
in the heat.
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INT. CARRIAGE - NIGHT

Bannerman Martha and Harry exchange uncomfortable glances.
The carriage suddenly stops.

SOUND of a HORSE neighing and BARRELS falling from a cart.

BANNERMAN
Why have we stopped?

Harry puts his head out of the carriage.

EXT. STREET OUTSIDE THE GLOBE PUB - NIGHT
There is a horse and cart delivering barrels to The Globe

public house. Two barrels are on the road, another falls from
the cart.

EXT. OUTSIDE THE GLOBE PUB - NIGHT

HARRY GITTINGS
Wait here.

Harry jumps out of the carriage and moves the barrel to the
footpath.

INT. MAKESHIFT OPERATING THEATRE - NIGHT
Joseph takes the burning branding iron from the stove.

JOSEPH
‘P’ and a ‘C’ to complete my name.

EXT. CANAL TOW PATH - NIGHT
Bannerman, Harry and Martha run along the canal tow path.

BANNERMAN
It has to be down here.

HARRY GITTINS
Tell me you have a weapon.
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INT. MAKESHIFT OPERATING THEATRE - NIGHT

Joseph sears Nancy'’s right foot with the Greek symbol for C.
She wakes.

NANCY
(screams)

JOSEPH
Quiet now.

Joseph places the iron on top of the stove and reaches for
the second iron.

EXT. CANAL TOW PATH - NIGHT

BANNERMAN
What’s that there? Behind the tree.

HARRY GITTINS
That’'s got to be it.

MARTHA

Shouldn’t we wait for the others?
NANCY

(screams)
BANNERMAN

That’s Nancy. Dr Hewson wait here.
Gittins, come with me.

INT. MAKESHIFT OPERATING THEATRE - NIGHT

Joseph takes a large butcher’s cleaver from the rack above
the table.

Gittins and Bannerman climb onto the barge. Bannerman is
holding a pistol. They open the barge door slowly and creep
quietly through the living area.

NANCY
Please, you don’'t want to do this.

JOSEPH
I've waited long enough.

Nancy screams as Bannerman and Gittins pull open the curtain
to the theatre area. Joseph holds the clever against Nancy'’s
neck. Bannerman points the pistol towards Joseph.
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JOSEPH (CONT'D)
Come a step closer and I’'ll cut her
throat.

NANCY
Albert.

JOSEPH
Inspector. I was beginning to think
you’d let me down.

HARRY GITTINS
You bastard!

JOSEPH
Mr Gittins, how lovely of you to
join us.

Harry tries to edge around the flank.

JOSEPH (CONT'D)
One more inch and she’s dead.

BANNERMAN
Put the knife down.

JOSEPH
I have to say this took much longer
than I anticipated.

BANNERMAN
Nancy?

JOSEPH
Your wife has been pleasant company
Inspector. She will make an
interesting companion in the
afterlife.

Bannerman slowly edges towards his wife. He spots the
branding symbols on her feet. WE SEE the red, burnt letters C
and P on the soles of Nancy’s feet.

JOSEPH (CONT'D)
One more step.

BANNERMAN
Please let her go. I'm clearly the
one you want.

JOSEPH
Bargaining. How very English. I
fear you are in no position to ask
anything from me.
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BANNERMAN
What is this about?

JOSEPH
You don’t remember me?

BANNERMAN
Have we met before?

JOSEPH
London? Thirteenth of November.
1887? Come now Inspector.

Bannerman and Gittins exchange confused glances.

HARRY GITTINS
Thirteenth of November? Bloody
Sunday?

JOSEPH
Mr Gittins, bravo.

BANNERMAN
I don’'t understand.

JOSEPH
Why would you? What was I? Another
of the downtrodden, congregating
under the statue of Nelson on the
axis of London’s rich and poor.

BANNERMAN
You were at the march?

JOSEPH
And so was she.

BANNERMAN
Who?

JOSEPH

Loyal County Limerick girl
believing that the words of William
Morris and Eleanor Marx would 1lift
her from the slums.

BANNERMAN
You're talking in riddles man.

JOSEPH
It must have taken Jack hours to
eviscerate her body. To tear
through the flesh and muscles. Ah,
Mary Jane.

(MORE)
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JOSEPH (CONT'D)
Too special to disembowel in the
street like the others.

BANNERMAN
Are you talking about Mary Jane
Kelly?

HARRY GITTINS
One of Ripper’s Canonical Five? You
knew her?

BANNERMAN
But she was a prostitute.

Joseph strokes Nancy’s hair and Bannerman flinches.

JOSEPH
I’'ve learned that everyone
disappoints you in the end.

HARRY GITTINS
What does this have to do with
Bannerman?

JOSEPH
Oh come now Mr Gittins. And you a
journalist?

BANNERMAN
I investigated her murder, I'm not
responsible for her death.

JOSEPH
I loved her once you know. I was
going to ask her to be my wife.

HARRY GITTINS
Your wife?

JOSEPH
She didn’t deserve that life. My
mother should never have sent her
away and, He should have helped

her.

BANNERMAN
He?

JOSEPH
My father.

BANNERMAN

What does your father have to do
with this?
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JOSEPH
He was there. Naked in her bed
mocking me. I thought she’d say
something, make him stop, but she
started laughing. Both of them did.
I should have done it there and
then.

Joseph strokes Nancy’s hair again.

JOSEPH (CONT'D)
By the time I returned to her house
the following day, it was empty.

EXT. BLOODY SUNDAY MARCH, LONDON [FLASHBACK]- DAY

13.11.1887. CROWDS of PEOPLE (wearing working class clothes)
are milling around.

The QUEEN’s LIFEGUARDS and POLICE OFFICERS are scattered
amongst them.

Joseph is forcefully pushing through the crowds.

V.0.JOSEPH
There were people everywhere,
officers of the law, the Queen's
lifeguards. It was chaos. And then
I saw her.

MARY JANE KELLY makes her way through the crowd, alone.

WILLIAM MORRIS and ELEANOR MARX stand on a raised platform.
William Morris is speaking but his words are muffled.

Joseph tries to follow Mary, but is swept up by the people
who are trying to listen to the speakers.

V.0.JOSEPH (CONT'D)
She weaved through those crowds.
Sliding her hands into pockets for
handkerchiefs and loose change.
People hardly noticing she was
there.

Mary is pushing through the crowds. She has a bottle of gin
in one hand, whilst the other searches in the pockets of the
people she passes. There are lifeguards on horseback and
police officers trying to calm the crowds.

Joseph follows her.
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V.0.JOSEPH (CONT'D)
Women were screaming, men fighting,
horses becoming agitated by the
crowds.

A fight begins between a MAN and a LIFEGUARD on horse back.
The lifeguard kicks out and the man falls to the ground.

A police officer is hitting another crowd member with his
truncheon.

V.0.JOSEPH (CONT'D)
You must have seen we were getting
crushed, that the horse was about
to rear up.

Joseph tries to follow Mary Jane but he is getting crushed by
the crowds.

A group of lifeguards and police form a wall to stop the
crowds from moving forward.

V.0.JOSEPH (CONT'D)
You could see we had no means of
escape and yet you still formed the
line. Preventing us from getting to
safety.

The crowd is frightened. There are screams and people are
being crushed and trodden on. Mary Jane manages to get
through the wall by sliding under the arm of YOUNG BANNERMAN.

V.0.JOSEPH (CONT'D)
You allowed her to pass through.
You let her get away from me.

Joseph struggles through the crowd and stands nose to nose
with YOUNG BANNERMAN. Mary Jane runs off down a side lane.

JOSEPH
I need to get through.

YOUNG BANNERMAN
No one’s going anywhere.

V.0.JOSEPH
I tried to push past but you
stopped me. Knocked me unconscious.

YOUNG BANNERMAN swings his truncheon hitting Joseph and
knocking him unconscious.
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INT. MAKESHIFT OPERATING THEATRE - NIGHT

JOSEPH
You stopped me from reaching her.
BANNERMAN
We were ordered to break up the
crowds.
JOSEPH

I didn’'t see her again. Not until
her face appeared in the newspaper
as the fifth of the Ripper’s
victims - along with yours
Bannerman, yours and Inspector
Reid’s.

BANNERMAN
I wasn't responsible for her death.

JOSEPH
(shouts)But I should have been! It
should have been these hands that
took her last breath, not his. You
took that away from me.

BANNERMAN
You’ve killed and mutilated all
these women because you couldn’t
get to her?

HARRY GITTINS
She chose his father over him.

JOSEPH
Women like Mary need to be removed
from society. Liars, temptresses,
sirens of the devil.

HARRY GITTINS
The work of a sad, bitter, beast of
a man. Abandoned by both his mother
and the only woman who showed him
affection.

JOSEPH
(irritated)
I wasn’'t abandoned Mr Gittins. My
mother was sick.

BANNERMAAN
Somewhat of a relief I imagine,
escaping her obsessive behaviour.
(MORE)
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BANNERMAAN (CONT'D)
Breaking free from the power she
held over you.

Joseph waves the cleaver about at Harry and Bannerman.
Bannerman slowly cocks the pistol.

JOSEPH
Power is such an unusual weapon to
hold in your arsenal don’'t you
think? It offers moments of extreme
pleasure but also comes with it’s
own burdens of responsibility.

BANNERMAN
Like the girl at university?

JOSEPH
(returns the cleaver to Nancy'’s
neck)
You try to rile me. She gave her
permission.

BANNERMAN
No one gives their permission to be
mutilated. You exploited a
situation for your own ends.

JOSEPH
I was carrying out research to help
us understand the human body more
effectively.

BANNERMAN
You butchered a woman for pleasure,
just as you have the poor victims
of your latest killings.

JOSEPH
I have not killed anyone. Simply
given them a chance to redeem
themselves in the afterlife.

HARRY GITTINS
You are deranged.

JOSEPH
Yet I am the one who so skilfully
managed to remain elusive to you.

BANNERMAN
You are not going to escape from
this Kyriacou.
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JOSEPH
Escape? I have no need to escape.
My place has been set. My slaves
selected. I will transfer at a time
of my choosing, and I will be rid
of the shackles of this life and
thrive in the opportunities of the
next. Everything I have done has
been planned, determined and
executed as I intended. There is
purpose to my work and I will be
rewarded.

BANNERMAN
By who?

JOSEPH
A power greater than you.

BANNERMAN
How misguided you are. You will
burn in the fires of hell for what
you have done to these poor women.
Do not fool yourself that you are
doing the work of a higher being.
You gain sadistic pleasure from
causing harm to others. You are
evil!

Joseph lowers the cleaver once more to Nancy'’s neck.

NANCY
Albert!

Bannerman thrusts himself forward to grab the cleaver. Joseph
swings it towards Bannerman and catches the side of his face.

Bannerman drops the gun.

Harry attempts to grab Joseph from the side. Bannerman
reaches for the gun on the ground. He retrieves it but can’t
find the opportunity to shoot for fear of hitting Harry.

There is a tussle between Joseph and Harry, Joseph still
holds the cleaver. Bannerman can’t fire until he has a clear
shot.

HARRY GITTINS
The gun, give me the gun.

Bannerman slides the gun to Harry who grabs it. Joseph grabs
it at the same time.
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Bannerman unties Nancy'’s arms and helps her to sit up. The
tussle continues until two shots are fired. Joseph’s body
falls onto Harry’s.

BANNERMAN
Harry?

Both Joseph and Harry are still. A puddle of blood spreads
onto the floor. Harry pushes off the dead body of Joseph.

BANNERMAN (CONT'D)
I thought you were...

Harry notices blood on Nancy'’s back.

HARRY GITTINS
Nancy?

Nancy falls forward onto Bannerman.

BANNERMAN
Nancy. No!

Bannerman lays Nancy back down on the theatre table.
Martha pushes her way through the curtain.

MARTHA
I heard gun shots.

WE SEE the blood spreading around the wound on Nancy’s dress.
MARTHA (CONT'D)
Find me something to stop the
bleeding.

Nancy looks up at Bannerman. Her breathing is shallow.

Harry reaches for some cloth from the cupboard and hands it
to Martha.

MARTHA (CONT'D)
Put your hand here.

Martha guides Bannerman’s hand to the gunshot wound and he
presses the cloth against it.

MARTHA (CONT'D)
We have to stop the bleeding.

Nancy’s eyes begin to close.

MARTHA (CONT'D)
You need to stay awake Nancy.
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BANNERMAN
Help her please.
Nancy’s body starts to convulse and she coughs up blood.
Bannerman presses harder onto Nancy’s wound.

BANNERMAN (CONT'D)
What'’s happening?

Martha wipes the blood from Nancy'’s mouth.

Nancy tries to speak. Bannerman leans in so that he can hear
her. He takes hold of her hand but she pulls it free.

NANCY
(whispers) I know what you are.

Bannerman turns his head so that his eyes meet Nancy'’s.

Nancy'’s eyes slowly close. Her body relaxes and a trickle of
blood seeps from her mouth and slides down her chin.

Martha and Harry exchange a glance, and Martha shakes her
head.

BANNERMAN
Nancy?

Martha slowly takes Bannerman’s hand and removes it from
Nancy’s wound.

MARTHA
I'm so sorry Albert.

Harry and Martha both lower their heads. Bannerman clings
onto Nancy’s dead body.

The End.
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