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FROM THE EDITOR 

 

elcome to this all new issue of 
Whotopia—the first new issue in 

almost a year.  Are you surprised to see 
the magazine back?  I bet you are.  I am 
too.  How can I be surprised you ask?  
Well, truth be told, when it had been 
decided to wrap up Whotopia in 2019, 
it had been my full intention that after 
16 years that was that.  No more.  But 
despite a one-off issue in 2020, every 
so often I’d hear from one of our 
readers who missed the magazine.  
Many wanted to know if there were 
plans to bring the magazine back, 
others just wanted to say they had 
enjoyed previous issues, understood 
why the zine came to an end, and 
wanted to thank us for those 16 years of issues.  It was always nice to hear from 
fans of the Whotopia and knowing that many of you missed the magazine. 
 What changed my mind?  To be honest, I think more than anything I 
needed a break.  A break from the routine of producing two to three issues a 
year, as well as a break away from all things Doctor Who.  It was no secret that I 
had become extremely disenchanted with the overall modern series. 
 In the interim, I busied myself with other projects and editing 
another magazine called Chromakey.  It was also during this time I started a 
rewatch of the original 1963-89 series starting with the Pertwee era.  The 
rewatch is on-going and I’ve enjoyed every bit of it.  What this rewatch did for 
me was to help me to rediscover my love for this show.  
 I got to thinking about doing a new issue.  I asked a few people what 
they thought of the idea.  Everyone I spoke to was extremely positive about it.  I 
gave it some further thought.  I figured, what the heck.  Let’s do it.  Let’s bring 
Whotopia back.  And here we are today.  An all-new issue. 
 So what do you think?  Let us know if you’re happy to see the 
magazine back.  Drop us a line at info@whotopia.ca or visit the website at 
www.whotopia.ca. 

Cheers, Bob 

ON THE FRONT COVER 
 

The TARDIS has landed in Vancouver’s Stanley Park with the downtown 
skyline in the background.  Cover by Robert Carpenter. 
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After the strange year that was 2020, 

Doctor Who gave us a special which 
perfectly fits the times. Which is pretty 

remarkable, since almost all of this 
was recorded before lockdown was 
even on the horizon. Aside from the 

sheer amount of hugging going on – 
not allowed these days – there's a 

distinct lockdown feel to the entire 
story, beginning as it does with the 
Doctor suffering enforced isolation, 

and continuing with a reunion with 
friends she hasn't seen for months. It's 

serendipity, but it adds something to 
the episode. 
 

It's an interesting but effective choice 
to make a special so directly linked to 

previous episodes. "The Timeless 
Children" aired ten months earlier (the 

same time the Doctor's companions 
have been waiting for her, which is a 
nice touch), but the more direct 

precursor is the last special, 
"Resolution," which aired exactly two 

years earlier. Thankfully, the concepts 
being followed up on are pretty 
straightforward and easy to grasp if 

you have missed or forgotten about the 

earlier adventures. Even the Timeless 

Child revelations boil down to "the 
Doctor learned something about 

herself that she doesn't understand" 
and this is enough for the special. 
She's reeling, the details aren't 

important right now. 
 

The Daleks are the big 
draw of the episode, of 
course, but there's 

plenty of time spent on 
the Doctor and her many 

companions. The prison 
scenes are fun – some 
lovely cameos from 

some old monsters – but 
the toll it's taken on the 

Doctor is clear. She's 
essentially in solitary 
confinement for most of 

her time there, it 
appears, which we learn has been 

decades. It's not even clear that she's 
tried to escape. I mean, it's the Doctor, 
so you'd expect her to, but she's still 

dealing with the revelations about 
herself and it seems she's spent a lot 

of her confinement just stewing over 

that. The other big deal of the episode 

is Jack, making his first proper return 
to the series after his cameo in 

"Fugitive of the Judoon". John 
Barrowman steps back into his role 
like he's never been away, and he 

shares a great, easygoing chemistry 

with Whittaker. Having the immortal 
Jack wait a full nineteen years in 
prison so he can get close to the 

Doctor is wonderful, and shows that 
he's learnt some considerable 

patience during his centuries of life (he 

“The Daleks are the big draw of the 
episode, of course, but there's plenty 
of time spent on the Doctor and her 

many companions.” 
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did spend two thousand years in a 

grave once after all). On the other 
hand, having Jack swagger in and 

rescue the Doctor does make her 
seem like a damsel in distress, which 
is not where the Doctor 

should be at all. 
 

In fact, Jack takes on a lot of 
the Doctor's role as the fun 
adventurer for the episode, as 

the Doctor herself doesn't 
quite slide back into her usual 

happy-go-lucky mode, and 
quite right too. It's wise 
having both the companions 

and the Doctor feel each 
other's absence for some 

time, although I wonder if the 
Doctor will ever tell them just 
how long it was for her. We 

know the TARDIS has a tendency to 
take the Doctor to where she's needed 

rather than where she wants to go, so I 
feel that arriving ten months late was a 
deliberate move on the Ship's part. 

Time for the fam to grow as well. I love 
how Yaz, Ryan and Graham are still 

investigating, but aren't immediately up 

to spin-off series standard. They still 
need a little time traveler help. Jack 

has some great chemistry with the 
team, but particularly with Yaz, who's 

slotting into the trainee Doctor role that 
Rose, Clara and indeed Jack all had 

as their character arcs. As with them, 
Yaz is clearly in love with the Doctor, 
but cannily, Chibnall is keeping any 

feelings the Doctor has for her 
ambiguous. She's certainly very happy 

that Yaz isn't leaving... 

 
It's Tosin Cole as Ryan who comes 

across strongest though, which I 
admit, was a bit of a surprise. As I said 

when reviewing "Resolution", 

Cole is strongest with the real 
life emotional scenes rather 

than the sci-fi gubbins. It's 
quite right that it's Ryan who 
actually sits down with the 

Doctor and persuades her to 
talk, and that he's the one who 

makes the decision to stay on 
Earth. He's developed just as 
much as Yaz, but in a different 

direction, and being the more 
down-to-earth of the two her 

naturally elects to stay on solid 
ground. Cole's magnetic in 
these quiet, dialogue-based 

scenes. The only companion who gets 
short shrift is Graham, a shame 

considering he's also leaving. Still, his 
final moments on the TARDIS are 
lovely. He clearly wants to continue 

travelling with the Doctor, but stays 
behind out of loyalty to Grace and 

“The Doctor's been through a 
rough time, of course, but she's 

particularly ruthless here.” 
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Ryan. It's a quiet but powerfully 

effective moment from Bradley Walsh. 
Following up on the Dalek scout from 

"Resolution" is a good decision. 
Everything in the episode is a 
consequence of previous events, 

rather than yet another unlikely 
situation coming out of the blue. The 

scout design was controversial 
(because no one's ever happy) but it 
worked, but given that it was designed 

as a kitbash Dalek built on the run it 
didn't seem like it could be followed up. 

Having a bunch of humans acquire the 
remains and use it as the basis of their 
own Daleks is a clever 

way of reusing and 
reviving this new design. 

The new Earth Daleks 
work brilliantly, with the 
scout design built upon to 

become something sinister 
and imposing. Sadly, 

they're rather wasted. We 
know from the beginning 
that somehow an actual 

Dalek will find its way into 
the drones, but there's 

virtually no time to see the 
drones in action before this, 
or the effect this has on the 

British populace. Equally, 
once the drones have been 

co-opted by the Daleks, we 
have scarcely any time with 
them before the bronze Daleks 

wipe them out. 
 

Still, there's some excellent 
Dalek action on display. I enjoy 
how in both episodes there's a focus 

on how the Dalek is a life form, not just 
a war machine (even if the Doctor 

refers to the mutant as "the creature 
that lives inside a Dalek," but I guess 
that's just simplification for Robertson). 

The Daleks are almost as dangerous 
outside their casings as they are 

inside, and honestly more frightening. 
The episode does rerun the previous 
special a bit, with the Dalek 

possessing Leo, but this doesn't last 
long and is more of a way to get from 

one part of the story to another. Having 
Leo clone the previous story's Dalek 
(cannily revealed to have a genetic 

memory as well, so it can pick up 
where it left off) is a great way of 

kicking off the plot, but I feel they 
missed a trick. Nathan Stewart-Jarrett 

is excellent as the young scientist, but 

having him as just a patsy and then 
killed off wastes him. He could have 

been a Davros figure, working with the 
Dalek. 
 

Instead we get Chris Noth back as 
Jack Robertson from "Arachnids in the 

UK" nearly three years ago. I doubt 
anyone was desperate to see him 
again, but to be fair, he's much more 

entertaining this time round. Noth 
hams it up marvellously, and he's 

written as more deliberately 

villainous, so he's far more 
effective as a baddie. However, it's 

infuriating that once again, he gets off 
scot free. Surely they're building up a 

third appearance where he finally gets 
his comeuppance? Dame Harriet 
Walter, playing the power hungry 

politician Jo Patterson, is completely 
wasted. She's a great actor and makes 

for a great villain while she has time, 
but is also killed off far too quickly. I 
think it's inarguable that there are 

pacing issues in the episode, with 
some parts run virtually on fast 

forward. It brings to mind the seventh 
series during Matt Smith's tenure, 
when episodes were run at an 

absolutely breathless pace. It's 
certainly a fun, exciting episode, but 

the plot needs room to breathe as well 
as the characters' relationships. Still, 

for sheer specatcle, this is great stuff. 

The Doctor's been through a rough 
time, of course, but she's particularly 

ruthless here. None of that nonsense 
about claiming to be pacifist or 
complaining that the other Doctor 

picked up a gun. The Doctor here 
tricks one lot of Daleks into coming to 

Earth to wipe out another lot, in the full 
knowledge that she'll have to destroy 
them too. It's a pretty mental plan, but 

it works, and the ruse of trapping the 
entire Dalek force in a collapsing 

TARDIS is brilliant. Again, 
incredibly ruthless though; that 
TARDIS is a living being as 

well. Can't imagine the 
Doctor's TARDIS was pleased 

about that. 
 
Finally, we look to the future. 

We can look forward to an 
eight episode season this 

year, a sensible compromise 
in the face of COVID-19 
restrictions. It's good we 

don't have another year 
without a series, and a 

shorter one is far better 
than none at all. I would be 
very surprised if we don't 

see Graham and Ryan 
again, or Jack, and the 

dialogue around the latter 
checking in on Gwen 
certainly sounds like a hint 

we might see a 
Torchwood revival of 

some kind. (Chibnall, of course, was 
showrunner on the first two seasons of 

that.) 
 
The sudden reveal post-credits that 

John Bishop is to join the cast was a 
surprise, but a welcome one. We've 

had enough comedians cast in the 
past that turned out well for the series 
(going right back to Pertwee, really). 

It's interesting that we're getting 
another older man in the TARDIS as 

well. It's been confirmed that he's a 
new companion, however the BBC 
made such a big deal before about 

there being an entirely female TARDIS 
team for the first time that surely we'll 

get an episode or two with just the 
Doctor and Yaz? In any case, Bishop's 
character is called Dan, which is good 

news. About time we had a Dan in the 
TARDIS.  
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In 1963, the BBC’s Doctor Who was 

simply another new television series 
looking for an audience. With its series 

debut having been overshadowed by 
the assassination of President 
Kennedy, it was the second serial of 

the series, introducing the Daleks, 
which was to secure the series its 

successful foothold on UK popular 
culture. Yet Terry Nation’s creations 
might not have made it to the screen 

had they not replaced a script by writer 
Anthony Coburn. Entitled first “The 

Robots”, but soon becoming known as 
“The Masters of Luxor”, Coburn’s 
script presents us with an intriguing 

“what if?” situation as well as creating 
a legacy that has lasted for nearly six 

decades. 
 

The story of “The Masters of Luxor” 
begins in the summer of 1963 as the 
production team was commissioning 

the first serials. The intended debut 
story, “The Giants”, was abandoned 

due to both BBC head of Drama 
Sydney Newman’s unhappiness with 
the script as well as possible technical 

issues with its realization. As a result, 
the intended second story, later to 

become known as “An Unearthly 
Child” (1963), was moved forward, 
leaving the second serial slot unfilled. 

Coburn was quickly commissioned to 
write a replacement story for the slot, 

which soon acquired the working title 
“The Robots”. 
 

Soon, the almost inevitable changes to 
the story began as it was developed 

from storyline to scripts. Originally 
slated to last four episodes, “The 
Robots” was soon expanded to six 

episodes. The setting changed as well 
from the originally planned thirtieth-

century Earth to an alien planet. The 
story was quickly taking shape, but so 
were other events that would change 

the history of Doctor Who. 
 

Producer Verity Lambert and script 
editor David Whitaker were becoming 
increasingly unhappy with the story 

and, as Coburn made rewrites to “An 
Unearthly Child”, it became clear that 

his second story was not going to be 
ready in time for its production slot. In 
late September 1963, Lambert and 

Whitaker decided to swap the story 

around for the intended fifth serial, 

allowing more time to develop 
Coburn’s script. The intended fifth 

serial was by a writer better known for 
his comedy work with Tony Hancock, 
named Terry Nation and his story, “The 

Mutants”, was soon to become better 
known simply as “The Daleks” (1963-

64). 
 
This decision would ultimately seal the 

fate of the story. While the story would 
pick up a new title, one that would 

remain with the story from that point 
onward, “The Masters of Luxor”, in 
October 1963. Despite the continuing 

work, as “The Daleks” was being aired 
across seven weeks between 

December 1963 and January 1964, 
the decision was made to push 
Coburn’s script even further back until 

the series’ second production block. 
Ironically, its intended fifth story slot 

was taken by another Terry Nation 

penned story, “The Keys of 
Marinus” (1964). While “The Masters of 

Luxor” would eventually be considered 
for the second production block, it 
would ultimately be abandoned all 

together. Coburn would never write 
again for Doctor Who and his unmade 

Doctor Who story would remain in 
obscurity for nearly thirty years.  

 
As the series was coming to the end of 
its original run in the late 1980s, the 

UK-based company Titan Books 
received a license to begin publishing 

a range of Doctor Who script books. 
Appropriately titled Doctor Who – The 

Scripts and edited by John McElroy, 
the range began in 1988 with 
publication of the script for “An 

Unearthly Child”, though published as 
“The Tribe of Gum”. It was in the 

process of putting together the release 

of that script book the previous year 
that Coburn’s widow, Joan Moon, 

revealed to McElroy that she had the 
unproduced script among her late 
husband’s papers. Previously planned 

script books, as well as apparent 
issues with BBC Enterprises regarding 

further books in the range, meant that 
it was September 1992, twenty-nine 
years after the story had been initially 

postponed, before it finally hit the 
shelves and fans were given an 

opportunity to, at last, read the story. 
 
Though the script being published be 

the end of the story, so to speak. In 
2008, Big Finish Productions (the UK-

based company that had been 
producing Doctor Who audio dramas 

and spin-offs since 1999) began a new 
range of releases under the banner of 
Doctor Who – The Lost Stories. Initially 

producing unmade stories from the 
Colin Baker era, it soon became clear 
that there would be stories from other 

eras of the show. The first Lost Stories 
release from the First Doctor’s era was 

to be the more recently rediscovered 
“Farewell, Great Macedon: and “The 
Fragile Yellow Arc of Fragrance” by 

Moris Farhi in 2010 as The First Doctor 
Box-set. The success of that boxset 

and its “enhanced talking book” format 
led Nigel Robinson (former Target 

book editor/author and the adapter of 
the two stories in the boxset) to 
suggest a production of “The Masters 

of Luxor”. After clearing the rights with 
Coburn’s widow, the story was 

recorded across three days in 
February 2011 and released in August 
2012, nearly twenty years after the 

original Titan script book was 
published.  

“The story of ‘The Masters of Luxor’ 
begins in the summer of 1963 as the 

production team was commissioning the 
first serials.” 

https://www.amazon.com/Doctor-Who-Scripts-Masters-Script/dp/1852863218
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Unlike the usual full-cast audio 

dramas that Big Finish normally 

releases for Doctor Who, this 
production was done instead as an 

“enhanced talking book”. To explain 
the format, Robinson took the Coburn 

script and turned it into what is 
effectively prose. This prose is read by 
actors William Russell and Carole Ann 

Ford (who reprise their respective roles 
from the television series, as well as 

narrating the story and also taking the 
parts of the First Doctor and Barbara). 
Joining them is actor Joseph Kloska 

who reads in the various robots as well 
as The Perfect One and Tabon. The 

result gives this version of the story the 
most unique feel of its three versions: a 
cross between a novelization of the 

scripts and one of Big Finish’s 
Companion Chronicles releases. 

 
From these two versions, the published 
script and a produced version with part 

of its intended original cast, what can 

we make of the story that 

might have been Doctor 
Who’s second ever outing? 

 
Coburn’s plot, across six 

episodes, sets forth first a 
mystery, then a fight for 
survival and lastly a 

desperate race against 
time. Following on from 

the events of “An 
Unearthly Child”, the 
TARDIS is drawn by a 

signal to what appears to 
be a dead planet and a 

mysterious crystal 
building. The Doctor 
flies the TARDIS like a 

helicopter over the 
building, despite 

reservations from 
Barbara. Soon though, 
the time-space craft is 

drawn into the building 
and is drained of 

power. Having found a 
meal prepared for 
them, the TARDIS 

crew find themselves 
exploring the multi-

level building whose 
only occupants 
appear to be various 

robots (the Mark One robots and the 
more advanced Derivitrons) and a 

mysterious man known only as The 
Perfect One. The robots believe the 
travelers to be “the masters of Luxor”, 

a technocracy who built the various 
robots to be their servants, and 

programmed them to act like slaves so 
they could feel superior to them. They 
also dreamt up a greater robot, one 

that their robot servants would 
ultimately build: The Perfect One.   

 
The Perfect One, though, wants to be 
more than a machine. He has been 

experimenting on the criminals sent to 
this world from Luxor in an attempt to 

reach that goal, and intended to use 
the TARDIS crew as his next test 
subjects, starting with Barbara and 

Susan. To stop an attack by the 
travelers, The Perfect One warns that 

he is connected to “an atomic 
magazine” that will destroy the building 
if any harm comes to him. Before they 

can take any further action though, 

they realize they’ve been drugged. 

While The Perfect One begins his 
experiments, Ian and the Doctor 

escape into the dead world beyond the 
building and locate the source of the 
signal that drew the TARDIS here to 

begin with: a mausoleum in the center 
of a cemetery. Inside the mausoleum, 

they discover Tabon, the former 
Scientific Master of Luxor. He is a man 
filled with grief and self-loathing, a 

scientist who once experimented on 
his own people to further his dream of 

building The Perfect One. Though he 
realized the madness of his dream, the 
robots nevertheless built him anyway. 

The Doctor and Ian convince him to 
return with them to try and save 

Barbara and Susan, setting the stage 
for one final confrontation between 
man and machine to decide the fate of 

them all.  
 

What is clear from reading the script is 
its strong emphasis on heavily religious 
themes. In fact, the religious themes 

aren’t even subtle, they are made 
explicit at times such as a scene in 

episode five where Barbara and Susan 
sing the hymn Onward, Christian 

Soldiers, or the scene in the final 
episode where Susan, Ian and Barbara 
discuss The Perfect One’s anticipation 

of meeting his creator. In particular 
there is an exchange that makes the 

themes quite clear: 
 

Susan: Why are you Earth people 

afraid of the word ‘God’? 
 

Ian: Because he is no longer scientific.  

 

Barbara: He waits for his God, and his 
God is only a man. I can’t bear to 
watch. 

 

Ian: (to Susan) Does that answer your 
question? 

 
These themes are at the heart of the 

story. The Perfect One, his wishes and 
desires, especially with the 
involvement of the character Tabon in 

his past, is the perfect example of this. 
In this regard, the script bares some 

superficial resemblance to the climax 
of the 1979’s Star Trek: The Motion 

Picture as a machine seeks its creator 
(or ‘God’ as the characters themselves 
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state in the above quoted exchange) and tries 

to become more like it so it can be something 
greater than what it is. As a result, the script – 

at least in terms of its themes, is certainly more 
philosophical then many of the serials that 
were made in its wake. This thematic 

emphasis might also explain why the story 
was ultimately dropped as the series moved 

more and more into sci-fi/adventure stories 
and away from doing the type of story that 
“The Masters Of Luxor” was pushing to be. 

 
Intriguingly, Robinson in the Big Finish 

version chose to tone down that subtext. As 
the adapted  explained in a 2012 interview in 
Big Finish’s promotional magazine Vortex, 

“There’s quite a heavy religious subtext in 
“The Masters of Luxor” which I had to tone 

down a little – but not excise completely – as 
I thought it would jar with a modern and 

increasingly secular audience which isn’t 
really used to seeing such philosophical 
concepts explored so deeply in Doctor 

Who.” The main result of this is that the 
scene in episode six, quoted earlier in this 

article, was cut out completely as well as 
the hymn sung by Susan and Barbara 

being changed from Onward, Christian 
Soldiers to the somewhat less religious 

hymn Jerusalem. Given that the point of 
the Lost Stories range is to present stories from the era, 
this change in emphasis (while having its reasons) seems 

odd as surely the point is to present the story, even with 
some possibly anachronistic themes, intact. Indeed, it 

didn’t stop Big Finish from keeping the overtly sexist 
elements in the conclusion of Philip Martin’s “Mission to 
Magnus”, a story written twenty years after “Luxor” was 

scrapped. Perhaps, given reactions to “Magnus”, the 
company might have thought twice about courting 

controversy once more? 
 
The Big Finish version of the story also has two of the 

series original cast members both reprising their roles and 
narrating the story. William Russell and Carole Ann Ford, 

having done similar jobs elsewhere for Big Finish, were well 
versed in this style of production and are the definite 
highlight of this production. Their performances also bring 

out the best parts of the original Coburn script such as 
Ian’s “the projectionist has gone home” line in the first 

episode. Joseph Kloska’s performances as the various 
other characters is the icing on the cake, giving Russell 
and Ford both a fine actor to bounce off in their scenes 

together. The sums of their performances give this Big 
Finish version an air of authenticity and offers plenty of 

tastes of what a 1963-64 TV version of the story would 
have been like.  
 

Which brings us back to the central “what if?” at the heart 
of “The Masters of Luxor’s” role in the history of Doctor 

Who: as Robinson himself asked in 
response to a similar question the Vortex interview, “Would 

there have been Luxor- and Derivitron-mania rather than 
Dalek-mania”? Like Nation's Dalek script, Coburn’s 

“Masters” involved a seemingly deserted city set on a 
deserted world, seemingly robotic creatures, a reluctant 
ally based outside the city, and the TARDIS not quite 

working the way it was meant to be. Superficially, at least, 
they're quite similar tales. Diving into “Masters” further, both 

in the form of its Titan script book and the 2012 Big Finish 
version, it's clear they couldn't be more different tales, as 
Coburn's script is more talkative and more philosophical. If 

it hadn't been for producer Verity Lambert and script editor 
David Whitaker being unhappy with those scripts as they 

stood, it could have defined what the series would have 
become.  
 

This fan, for one, isn’t so certain that Derivitronmania would 
have hit 1964 Britain in the same way Dalekmania did. But 

if it had, would Doctor Who have become the long-running 
and eventual globally known series it has become today? 
Would it have been enough to save a series already 

overbudget and unpopular with BBC management, 
contemplating killing it after its initial 13-episode order? Or 

would it have sunk the show, leaving it to be wiped and 
forgotten?  

 
The answer, if you’ll pardon the pun: who knows? 
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If there’s one freighted adjective, it’s 

‘cinematic’. Since it would be 
redundant for movies to describe 

themselves as cinematic, it falls to 
television series punching above their 
weight. By 1989, Doctor Who was 

demeaned by it, and one blockbuster 
space film in particular. Russell Harty 

showed a chat show host’s 
characteristic analytical skill by 

declaring in 1984 “Star Wars it ain’t.” 
Throughout the 1990s, no less a 
cinematic titan than Steven 

Spielberg was frequently linked to 
any revival. And when it did come 

back in 2005, everything about the 
series was proclaimed ‘cinematic’, 
from the Mill’s computer graphics 

and a ‘film-effect’ DigiBeta camera 
to Steven Moffat’s 2012 “movie 

poster ideas” with “slutty titles” (a 
directive for which I will never tire 
of mocking him, as it marked the 

end of my honeymoon with 21
st
 

century Who). “Spyfall”, the 

opening two-parter of the 2020 
season, apes that other 
anachronistic twentieth-century 

franchise still popular in the 
twenty-first: James Bond 007. 

 
Yet in 2013, Harry Potter director 

David Yates, charged for five 
minutes with that ever-
forthcoming Doctor Who movie, 

got into hot water for opining that 
such an adaptation needed 

significant rethinking. And still, 
with such a project nowhere 
near the drawing board and 

twelve seasons of supposedly 
block-busting spectacle, in 2020 

producers and writers insist that 
Doctor Who will be more 

cinematic. How many foreign 
climes must Tennant, Smith, 
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Capaldi, and Whittaker visit? How 

many big-name guest stars will they 
wave their sonic screwdrivers at? How 

much more cinematic can it be? Why 
should it be cinematic anyway, since 
it’s on TV?  

 
Steven Moffat’s rebuttal to Yates was 

characteristically reductive—since 
Doctor Who on TV was cinematic 

anyway, a Doctor Who film would be 
more of the same. To him, the dividing 
line between small and big screens is 

a matter of run-time, by which standard 
Doctor Who has already passed the 

finish line. But honestly, would even 
the most visually lavish 21

st
 century 

Doctor Who episode (pick your own 
favourite) ever be mistaken for a film? 
Even apart from production design or 

mise en scene, its conception 
cleaves—even more so in the 21

st
 

century—to episodic formula. Perhaps 
the pandemic has made us appreciate 

that, even if we don’t see them in 

theatres, films have a decidedly 
different timbre from even the most self

-consciously cinephile series. 
 
The series has produced five 

instalments of feature length—Dr. Who 
and the Daleks (1965), Daleks—

Invasion Earth 2150 A.D. (1966), The 
Five Doctors (1983), the 1996 TV 

Movie, and The Day of the Doctor 
(2013). Only the Cushing films and the 

latter special have seen cinematic 
release. If David Yates is right, does 
that make those forays unsuccessful? 

In crude dollars and cents, “The Day of 
the Doctor” was the second-highest 

grosser of its weekend in November 
2013, and though box office takings 

are frustratingly undocumented, Dr. 
Who and the Daleks was, according to 
Andrew Pixley, in the British top ten for 

1965. Maybe it wasn’t in the league of 
the year’s big hits Thunderball or The 

Sound of Music, but Dalekmania still 

got a lot of punters into theatres. “The 
Day of the Doctor” also scored 12.8 

million viewers on television, making it 
the third highest-rated episode of the 
new series. The TV Movie’s 9.1 million 

also constituted mainstream success 
and, were it not hobbled by poor US 

promotion and scheduling, would have 
guaranteed McGann a full series.  
 

Against these successes, “The Five 
Doctors” mustered only 7.7 million 

viewers (maybe everyone had already 
read the novelisation?) and Daleks—

Invasion Earth 2150 A.D., though 
generally reckoned the better 
production, was largely rejected by 

1966 audiences. Not only did it mark 
the end of Dalekmania—Skaro’s finest 

was supplanted by The Man from 
UNCLE and Batman—it precipitated a 

perilous few years for the series, with 
cancellation a decided possibility in 
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1970, prevented only by the four-

colour vibrancy of Jon Pertwee.  
 
But these five are only a fraction of the 

Doctor Who films that could have 
been. The Tom Baker/Ian Marter-

scripted Doctor Who Meets 
Scratchman ...  the 1993 Baker vs. 

Bowie anniversary extravaganza The 
Dark Dimension ... the Daltenreys 

feature starring any Brit with a pulse 
(Alan Rickman became so weary of 
the topic he no doubt uttered the Anglo

-Saxon of his Die-Hard nemesis John 
McClane). Everyone from Douglas 

Adams and “The Keeper of Traken’s” 
Johnny Byrne to Star Trek VI: The 

Undiscovered Country (1991) scribe 
Denny Martin Flinn turned in drafts 
from 1980 to 2003. Even Russell T 

Davies’ first crack at Doctor Who in 
1999 was iced in favour of a treatment 

by Event Horizon (1997) director Paul 
W.S. Anderson.  

 
And to critics, it’s the movies that are 

Doctor Who’s poor relation. Science 
Fiction: The Illustrated Encyclopaedia 
(1995) declared in a one-star review of 

Dr. Who and the Daleks, “Many people 
would like to see the television series 

back; few mourn the long-gone films”. 
And to Philip McDonald, the TV Movie 
was “a standard piece of mid-budget 

sci-fi drama—it might almost be a 
feature-length episode of The X Files 

or Lois and Clark”.  Using the cop-out 

of ‘non-canonical’, fans largely reject 

Peter Cushing. Perhaps if he had not 
been filmed regenerating from 
Sylvester McCoy, Paul McGann would 

be similarly defrocked (who can forget 
the sting of hearing “Paul McGann 

doesn’t count” in Queer as Folk 
(1999)).  

 
If Scratchman or The Dark Dimension 
had been completed, would their 

decidedly unorthodox plots have been 
embraced? The Scratchman was a 

stand-in for the Devil himself, without 

even the pseudo-scientific flim-flam of 
Sutekh or Azal (hey, you expect Tom 

Baker to write a Doctor Who script that 
makes sense?). The Dark Dimension 

unsubtly wound back the clock by 
centring around an older Baker. Would 
fans have left with optimism at McCoy 

emerging triumphant at the film’s end, 
or would the opening sequence of his 

question-mark umbrella and straw hat 
burning in Viking funeral style 
overshadow it? And of course, ever-

loyal BBC executives reportedly 
wanted Baker, not Sylvester McCoy, to 

hand over to McGann (their memo 
carping about “the last days of Doctor 

Who when it was ... losing its 
popularity.” Ouch.). The 1994 scripts 
written by John Leekley and Robert De 

Laurentis cancel out the entire BBC 
run by showing the Eighth Doctor and 

his ghostly grandfather Borusa (don’t 
ask) leaving Gallifrey for the first time.  
 

These odd tangents exemplify the 
perverse tendency, across all the 

cinema outings, to over-complicate a 
fundamentally simple concept. This is 
most overtly symbolised in the 

question of the series’ title—Doctor 
Who—becoming Cushing’s surname. 

Dr. Who and the TARDIS are hurriedly 
introduced in the rush to multi-coloured 

Daleks. “The Five Doctors” takes as 



 

ISSUE 37 | WHOTOPIA | 15 

read the audience’s familiarity with 

twenty years of Doctor Who 
continuity—even expecting them to 

remember the end of “The War 
Games”. In the process it ignores 
confusing points like Davison’s 

relationship with Susan, or how the 
First Doctor is more knowledgeable 

than his successors. The TV Movie 
unnecessarily bolts itself to its 
predecessor with McCoy and the 

‘insider-baseball’ choice of the Master 
as antagonist, 

consequently alienating a 
new Stateside audience 
it critically needed. “The 

Five Doctors” and “The 
Day of the Doctor” 

arguably deserve slack, 
given their main intention 

was not to tell new 
stories but celebrate the 
legacy of old ones. As for 

the rest, the Cushing 
films’ human Doctor, the 

TV Movie’s half-human 
one, and the abundance 
of ‘kisses to the past’ 

collectively undermine 
the prospect of a 

standalone Doctor Who 
film.   
 

There are multiple ways 
for a story to be 

cinematic. In breaking 
out of TV confines, 
Doctor Who, from 

Subotsky to Moffat, has 
largely taken the childish 

approach: bigger and bolder. 
Cushing’s TARDIS control room is a 
poor design, but it’s bigger and more 

colourful than the TV version—
illustrating Moffat’s logic that only scale 

separates movies and TV. Yet Paul 
Cornell, describing his 1991 New 

Adventures novel Timewyrm: 
Revelation, used the cinema parallel 

differently: “I think I structured mine 
more like a movie: the idea that 
characters are taken from one point to 

another one and they’re different at the 
end. This idea that we can do different 

things with the characters, take them 
on a longer journey, and actually 
change them, I think freed everybody.” 

 
To take a genre film, adapted from a 

TV show, with precisely that approach, 

let’s consider Star Trek II: The Wrath 
of Khan (1982), still generally the most 

beloved of the franchise and (perhaps 
not coincidentally) the one that works 

best as a standalone story. Written and 
directed by Nicholas Meyer, who 
vocally declared himself no fan of Star 

Trek, The Wrath of Khan truly tells a 
story too broad and too deep for the 

small screen. Admiral Kirk (William 
Shatner) comes to terms with aging, 

says goodbye to his dearest friend 
Spock (Leonard Nimoy), and becomes 

a father. Of the five Doctor Who quasi-
films, do any attempt character arcs of 

such, indeed any ambition? Dr. Who 
has more screen time than McGann 
and John Hurt put together, but is 

exactly the same genial boffin when he 
waves to Tom Campbell as he was 

reading The Eagle. As Simon Guerrier 
points out, “the few who disagree with 
Doctor Who are usually persuaded or 

conveniently die. The values he fights 
for are not discussed or debated on 

screen.” Subsequent films have 
gestured to character arcs. Grace and 
Chang Lee find new purpose through 

the Doctor, but that only makes a 
nonsense of their decision not to join 

him aboard the TARDIS. To be 

generous, one could argue that 
Hurndall, Troughton, and Pertwee 

‘comment’ on Davison’s incarnation, 
who gains strength from their 
essences to carry the day. Hence 

losing Baker to Shada stock footage 
weakens him, and contacting his 

original self restores him. In a way, “I’m 
not the man I was ... thank goodness” 
becomes a thematic payoff. A similar 

heroic triptych is attempted with 

Tennant, Hurt, and Smith in “The Day 
of the Doctor”, though Moffat hedges 
his bets by casting the War Doctor as 

simultaneously betraying the Doctor’s 
values and embodying the core of his 

being. Would a more conventionally 
‘evil’ Doctor have given more pathos to 
the Doctor’s redemption? ‘Show, don’t 

tell’, runs a cardinal rule of film, and 
one which sitcom writer Steven Moffat 

never learned. The War Doctor’s sins 
take place off-screen, and his only real 
crime is writing graffiti with a staser 

(Ace would surely approve). The 
simple dialogue between Smith and 

the Curator (Tom Baker) packs more 
emotional wallop.  
 

Yet a curious reversal has taken place 



 

16 | WHOTOPIA | ISSUE 37 

of late. Television has spent much of 
its life—of which Doctor Who is now an 

enormous part—as the poor relation to 
the big screen. And yet, in its sixth 
decade, Doctor Who is adrift in TV’s 

modern golden age. Since Simon 
Guerrier’s 2002 DWM article, Netflix 

and other streaming services have 
raised the cachet of television long-

form and limited. Today’s two biggest 
movie franchises, Star Wars and the 

Marvel Cinematic Universe, have got 
people talking not about films, but 

series: The Mandalorian (2019- ) and 
WandaVision (2021). And through it all, 
Doctor Who’s attempts to impress its 

audience remain unchanged from “The 
Trial of a Time Lord” (1986) to 

“Revolution of the Daleks” (2020)—a 
few seconds of FX wizardry to counter 

the longueurs, padding, and long-
forgotten continuity. 

Nevertheless, I have a lingering 

nostalgia for those unmade films—
nostalgia in its most pointed sense, 

since I am bewitched by something 
that never existed. Perhaps David 
Yates’ comments were crass, but I 

wonder if a ‘cinematic’ Doctor Who 
might arrest my malaise with the 

series’ frustratingly parochial, fan-
fictional concerns of late. A movie that 
sticks to the fundamentals, doesn’t 

lose sight of the character, offers a 
new slant, digs deeper than “Daleks 

shooting at people” (Gary Russell’s 
staggeringly childish claim about what 

Doctor Who is all about, which makes 
“slutty titles” sound like Christopher H. 
Bidmead). I’ll grudgingly allow some 

special effects, but considering the 
potential of the ‘cinematic’ in Cornell or 

Nicholas Meyer’s terms, rather than 
Subotsky or Rigelsford’s, is essential to 
put the ‘big’ in big-screen potential. 

Perhaps, just as the New Adventures 
caused fans to redefine what Doctor 

Who was capable of at a time when its 
best days seemed past, another 

medium could be the regeneration the 
venerable time traveller needs just 
now... and not a moment too soon. 

 
Simon Guerrier’s DWM article cited 

five potential Who stories for cinematic 
adaptation: Steve Parkhouse’s 1983 
comic “The Tides of Time”, the 2000 

audio “The Apocalypse Element”, and 
the novels “Nightshade” (1992) by 

Mark Gatiss and “Frontier 
Worlds” (1999) by Peter Anghelides. If 
our prospective screenwriters are short 

on ideas, I’d like to add a few, and 
perhaps others might like to offer their 

own suggestions: 
 

 Shada (incomplete 1980 

television serial) by Douglas 
Adams: It’s been adapted into just 
about every other medium (bootleg 

video, BBC video, webcast, script 
book, two different animations, 

Doctor Who novel, Dirk Gently 
novel). Some of Adams’ padding 
could easily go, but the Cambridge 

setting and the weighty themes of 
free will and entropy (more 

elegantly expressed by Adams 
than his successor Christopher H. 
Bidmead) would transfer nicely to 

the screen. Its Time Lord 
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backstory is entirely self-

contained, and Skagra and 
Chronotis give scenery-chewing 

opportunities. 
 

 The Evil of the Daleks (1967 

television serial) by David 
Whitaker: In a 1980s interview, no 
less an authority than Patrick 

Troughton nominated this as a 
story he’d like to do as a movie, 

and I can see why, with its time-
spanning melodrama, Gothic 
overtones, Miltonic Daleks, and a 

Doctor committing dark deeds to 
stay one step ahead of his greatest 

enemies. 
 

 The Dying Days (1997 Virgin 

New Adventure) by Lance 
Parkin: This too requires some 
reworking (recasting Brigadier 

Lethbridge-Stewart will never 

work), but is a classic from the ‘too 

broad and too deep’ era. An Ice 
Warrior usurping the British throne 

carries new satirical punch in the 
context of Brexit and recent Royal 
controversies. The pairing of 

McGann with Emma Thompson as 
Professor Bernice Summerfield 

would get some Hollywood money 
(or maybe Thompson could play 
the Fourteenth Doctor and 

McGann could be ‘Bernie 
Summerfield’, Bernice’s handsome 

son?). Most appealingly, since 
Parkin famously wrote it as an 
object lesson to Philip Segal that 

you could tell a great story with just 
one monster, the creature effects 

wouldn’t break the bank either. 
 

 Seasons of Fear (2002 Big 

Finish audio drama) by Paul 
Cornell and Caroline Symcox: A 

time-twister worthy of Back to the 

Future underpins this tale of the 
Doctor and Charley Pollard battling 

an unnaturally immortal foe. Amid 
derring-do spanning Roman, 

medieval, and Regency settings 
(did someone say date movie?), 
an ethical dilemma to face with a 

nicely ambiguous adversary. And 
never mind the Daleks: here 

[SPOILER ALERT] the Nimon pull 
the strings. What director could 
resist the challenge of putting their 

stamp on one of Doctor Who’s 
most underwhelming foes? 
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In memory of Whotopia’s long-standing 

contributor Gary Phillips, this column picks up 

from where ‘Dalek’s Advocate’ left off, with a 

serious – and sometimes not so serious – 

rethink of those characters and stories which 

have attracted opprobrium. And, as the 

column title suggests, even in the downright 

awful there are nuggets of goodness to be 

found. 
 

They say that time is 
a healer. I’d say that 
adage applies 

equally well to some 
aspects of Doctor 

Who. In fact, it might 
well be the single 

most important 
saying where 
reviewing the less 

loved parts of the 
programme is 

concerned. Of 
course, I’m not 
suggesting there’ll 

ever be enough time 
to redeem the Myrka. 

But there are cases where a bit of time 
and space can be a real tonic. 
 

I like to think this is true of the Series 
Ten episode “The Lie of the Land”, the 

concluding part of The Monks’ Trilogy. 
 
Let’s get some context first. I think it’s 

reasonable to say that Series Ten has 
some pretty decent scripts. It’s largely 

free of the ballast weighing down 
Steven Moffat’s earlier efforts as 
showrunner. Pearl Mackie’s Bill Potts 

brings a genuine sense of wonder to 
the Doctor’s travels. The return of Matt 

Lucas’ Nardole, after debuting in a 
Christmas special (shades of 

Catherine Tate’s Donna Noble) adds a 

nice fillip to the TARDIS team 
dynamic. Even the Doctor’s mysterious 

Vault and its ivories-tinkling occupant 
is played out well. 
 

So why does Lie get mixed reviews? 
Capaldi is his usual commanding self 

and Mackie offers an emotional 
register which continues to show what 

a great find she is. Production quality 

is on a par with most other stories of 
the time, although the Monks 

themselves are a bit wooden. It’s the 
script which gets the rotten tomatoes – 
which belies my earlier point. From the 

Monks suddenly being less powerful to 
Bill’s decision to shoot the Doctor, 

there are plot aspects which don’t 
quite add up. I can distinctly remember 

thinking that the 

whole Monks 
conceit was 

dismantled far too 
quickly, making 
me wonder why all 

that virtual 
prepping in 

Extremis didn’t see 
it coming. It’s as 

though Moffat 
realises he has to 
dot the i’s and 

cross the t’s with 
only one episode 

left to go, so races 
ahead at full 
speed. It’s not the 

first time a plot has entered ground 
rush in its final act, but it’s no less 

disappointing for it. 
 
There’s also a fair amount of rehashing 

on show. First, we have a bunch of 
grim-looking sibilant villains hellbent on 

conquering the world, who look and 
act like first cousins to the Silence. 
Then we have Bill as a lone rebel 

looking to rescue the Doctor from a 
fallen world à la Martha Jones in “Last 

of the Time Lords”. There’s even a 
pseudo regeneration not so dissimilar 
to the one seen in “The Stolen Earth / 

Journey’s End”. Like Tennant’s 
version, I really wished Capaldi’s 

regeneration had actually happened 

“The way the Monks 

appropriate key buildings 

and monuments, 

insinuating themselves 

into human history, is 
powerful.” 
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here, although having the Doctor 

‘killed’ by a companion would have left 
a sour taste (not to mention 

channelling one of my favourite fan-
fiction regeneration stories from the 
long-running series The Doctor Who 

Project). 
 

Despite the carping, I still think there’s 
a lot to love about this story; more than 

enough to shift its ledger from average 
to very good indeed. 
 

Firstly, at the heart of this tale is a 
genuinely thought-provoking premise 

on the power of memory, which neatly 
returns us to the simulated world in 
“Extremis” and its emphasis on the 

concept of truth. The Monks, through 
their extraordinary powers, have 

brought about a collective amnesia in 
the vast majority of the human race. 
Barring a very few, including Bill, the 

Monks’ presence on Earth is believed 
to stretch back into the mists of time. 

Human society has become a 
dystopian horror, complete with 
accusations of memory crime and a 

thuggish and arbitrary justice system. 
There are clear links here with the 

aforementioned “Last of the Time 
Lords”. But I find Lie more unsettling 
and as a result more gripping. The way 

the Monks appropriate key buildings 
and monuments, insinuating 

themselves into human history, is 
powerful stuff (indeed, it was the 
Victorian poet and art critic, John 

Ruskin, who said that in understanding 
the autobiographies of great nations, 

only the book of their art, rather than 
the books of their deeds and their 
words, is “quite trustworthy”). Yes, I 

know this fabricated history evaporates 
in the blink of an eye, but in concept 

it’s heavy going – perhaps Moffat was 
wise not to explore it too closely. 
 

Then we have Capaldi and Mackie, 
who get the chance to extend their 

characterisations with two 
exceptionally fine performances. In the 
case of Mackie, the opening scene 

where Bill talks to her deceased 
mother gives us a more nuanced 

picture of her psychology. She’s in a 
darkened world, with only the memory 

of her mother, forged from the 
photographs gifted to her by the 

Doctor, to depend on – the very faculty 

the Monks have so wantonly hijacked. 
This scene also highlights the place of 

recollection in managing bereavement, 
foreshadowing the story’s emotive 
climax as the Monk’s memory-making 

mechanism is turned against them. For 
Capaldi’s Doctor, the priceless chance 

of playing quisling to these seemingly 
awesome invaders is grabbed with 

both hands. Outside of some rather 
dubious Matrix evidence, it’s not 
common for the Doctor to play traitor 

and Capaldi finesses the part like a 
boss. 

 

There’s an intriguing spin on Michelle 

Gomez’s Missy, too. We’ve already 
discovered that she’s the unwilling 

resident of the mysterious Vault 
beneath the Doctor’s university rooms 
(see “Extremis”). In “Lie” we find the 

Doctor appealing to whatever scintilla 
of goodness might reside within her 

twisted psyche. She’s no longer just a 
psychopath. The Pygmalion motif 
we’ve previously seen in Doctor Who 

(e.g. the Seventh Doctor and Ace), 
and which is present in the figure of 

Bill, is given a dark juxtaposition in the 
form of Missy. Tennant’s Doctor’s hope 
to ‘keep’ the Master after foiling his 

plans in “Last of the Time Lords” is 
reframed as a thousand-year 

confinement; an epic extension on the 
Master’s imprisonment in “The Sea 

Devils”, where Roger Delgado’s Master 
watching The Clangers becomes 
Missy’s piano-playing privilege. Does 

the Doctor really imagine that Missy 
can be rehabilitated? If not, why does 

he continue to reach out to her with 
this opportunity? There’s a moral 
embedded in all this: justice as 

unconditional forgiveness. 
 

However, I think the key plus point for 
Lie centres on the way in which Bill’s 
recalling her mother frames the whole 

narrative. At the start of the story, we 
see how this act gives Bill the strength 

to resist the Monks’ new history. But 
it’s the way that these remembrances 
are vitalised and converted into the 

Monks’ Kryptonite that gives the whole 
piece another dimension. Here, the 

power of emotionally charged 
reminiscences transcends the power 
of the whispering Monks. Bill’s truth – 

the Earth’s real history – is redeemed 
through her photographic memories of 

her mother. The link with the Veritas 
(Latin for ‘truth’) in “Extremis” should 
not be lost on us. 

 
“The Lie of the Land” might well be 

somewhat rushed in reaching its finish. 
It may also be guilty of some plotting 
missteps and using a monster menace 

that’s too similar to a relatively recent 
variety. But where it succeeds in 

spades is in its characterisations of the 
Doctor, Bill and Missy, set within the 

bleak gravity of revisionist history 
telling. 

“It’s not common for the 

Doctor to play traitor and 

Capaldi finesses the part 
like a boss.” 
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The ‘Children of Time’ is a term that 

can been used to describe all, and 
any, of the companions of the Doctor. 

However, for the purposes of this piece 
I am concentrating on a particular 
group of companions, specifically 

some of those that accompanied the 
Tenth Doctor. 

 
However, whilst the focus of this article 
is on this group and the Tenth Doctor, 

it should be noted that this was not the 
first time the title, ‘Children of Time’, 

was used. The First Doctor also 
referred to himself and Susan as 
“children of time”. It should also be 

noted that the ‘Timeless Children’ are 
a completely different entity in the 

world of Doctor Who.  
The focal point of the article is the 

group of companions that include 
Rose Tyler, Martha Jones, Donna 
Noble, Captain Jack Harkness, Sarah 

Jane Smith and Mickey Smith. Whilst it 
could be argued that other characters, 

including Jackie Tyler, Gwen Cooper, 
Ianto Jones, Luke Smith and Wilfred 
Mott should be considered as part of 

the group, the smaller group will be 
focus of this article. The reason for this 

is because Rose, Martha, Donna, 
Jack, Sarah Jane and Mickey are the 

group that worked together to help the 

Tenth Doctor save the universe from 
Davros and the Daleks by stopping 

them from detonating the reality bomb. 
This is also the reason that, in my 
opinion, they formed the greatest 

alliance ever. Not only was each 
individual a supporter and friend of the 

Doctor, but collectively they were 

stronger than the sum of the parts. 
They have the common thread of 
many companions in that none of them 

are seeking to use the Doctor to further 
their own ambitions. They are certainly 

of use to the Doctor, as associates and 
helpers, often acting as a sort of moral 
compass as well as providing 

friendship and support at very lonely 

times. The obvious reward is that they 

get to travel through time and space, 
meeting alien creatures, experiencing 

different worlds but again the common 
thread is that this is not the sole reason 
they do it. They travel with the Doctor 

to ensure that good triumphs over evil, 
that the Earth survives attack from 

aliens, invasion from other worlds, and 

humankind lives on despite incursion 
from extra-terrestrial beings. The 
additional bonus for the companions is 

they get the approval of this 
charismatic person they have been 

drawn to, the Doctor, and through their 
adventures they also grow as people 
themselves. Particularly striking is that 

the hero, latent in everyone, comes to 

“I am concentrating on a particular 
group of companions, specifically 

some of those that accompanied the 
Tenth Doctor.” 
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the forefront of their characters as they 

risk everything to help the Doctor save 
the Earth. 

 
Looking at the six individuals 
separately first, it could be argued that 

Rose was a favoured companion of the 
Doctor. She plays a crucial role 

throughout Series One, not only by 

comforting the Ninth Doctor, who has 
been trying to get over the horrors of 
the Time War, but also by becoming 

the Bad Wolf entity. Rose is perhaps 
the companion who gets to really 

blossom in the role. She develops from 
the cynic who disbelieves fantasies 
about travelling in time and space to 

the believer who has a deep and 

intense bond with the Tenth Doctor. 

She changes as a person and whilst 
this is obvious in her demeanour it is 

also demonstrated very clearly by the 
fact that her mother is afraid of the 
Doctor’s influence and her boyfriend 

loathes it, because, initially, they do 
not want to her to change. Having 

assumed that she and the Doctor had 

“something special” she does find out 
that despite their intimate bond, she is 
just one in a long line of friends that the 

Doctor has met and had many 
adventures with, and then, one day, 

dropped off back in their ‘normal 
world’. Despite that disappointment, 
Rose is easily reachable when the 

Doctor needs her for the ‘Children of 

Time’ adventure. 
 

Throughout Series Three of Doctor 
Who, and particularly the early part of 

the series, Martha Jones has to 
contend with the Doctor as he works 
through his loss of Rose. A prime 

example of this is seen in “The 
Shakespeare Code”, where, after 

jumping, and lying on the bed, trying to 
figure out the Carrionites’ plan, the 
Tenth Doctor solemnly reminisces, 

“Rose would know”, making Martha 
feel awkward, Again, later on in the 

same series, when the Doctor is 
reunited with Captain Jack Harkness 
in ‘Utopia’, he asks him about Rose as 

he saw her name on the list of the 
dead from the Battle of Canary Wharf. 

But juxtaposing that gleefully, joyous, 
relieved sensation, that Jack, and the 
Doctor are experiencing, Martha 

utters, “Good old Rose” whilst rolling 
her eyes and looking towards the 

ground. This, again, shows, how, 
throughout Series Three, and to an 
extent, Martha just felt like Rose’s 

replacement. Nonetheless, this did not 
prevent her from stepping up, again, 

when required, as a member of ‘the 
Children of Time’. 

“Looking at the six individuals 
separately first, it could be argued 

that Rose was a favoured 
companion of the Doctor.” 
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Donna Noble, is perhaps one of the 

less likely companions, but establishes 
her definitive mark from the beginning 

with her brashness and confidence as, 
“the best temp in Chiswick”. From her 
very first appearance, in the closing 

moments of the series two finale, 
“Doomsday”, and the subsequent 

adventure, “The Runaway Bride”, it 
could be argued that bringing her back 
as a full-time companion was 

debatable. Yet, from “Partners in 
Crime” – the Series Four opener, both 

Davies (as the writer) and Tate (as the 
actor) proved that there is so much 
more to Donna Noble. She is not just 

the comedy act (although she does 
have comedic moments) - she is more 

like a big sister to the Doctor as well as 
a companion. Her pragmatic approach 
to getting on with things was invaluable 

both when she was a companion and 
when she became part of ‘the Children 

of Time’. 
 
Captain Jack Harkness is without 

doubt the most flamboyant and yet 
arguably the most sensitive of the 

companions. Despite his, previous 
time-travelling roguish ways, and his 
dodgy intergalactic antique dealings, 

prior as a Time Agent, the Doctor 

brings out his heroic side. In some 
ways Jack does not want to be the all-
action, conquering hero, the saviour of 

the day. There is a side of him who 
would prefer to remain the brazen flirt, 

philandering his way throughout time 
and space. He already has an exciting 
life, full of exhilarating exploits, but 

somehow, the call of the Doctor, the 
call of truth and righteousness, is more 

than he can resist. As with the 
underlying context of Doctor Who, 

where the Doctor always try to do the 
right thing to restore balance and good 
to the universe, Captain Jack aims to 

live by the same principles. Amazingly, 
the person to become the epitome of 

the Doctor’s teachings on how to 
protect the Earth, turns out to be 

Captain Jack Harkness (although he 
still flirts shamelessly and thoroughly 
enjoys it). 

 
Sarah Jane Smith is an interesting, 

and perhaps the most unlikely member 
of ‘the Children of Time’. As a much 
earlier companion to the Third and 

Fourth Doctors, it was a very pleasant 
surprise to see her re-united with the 

Tenth Doctor. However, when it is 
considered that not only is she a 
companion, or a companion who has 

had the privilege of meeting many 
incarnations of the Doctor. She also 

had the honour of being one of the 
Doctor’s best friends, perhaps her 
inclusion in ‘the Children of Time’ is 

not really that surprising. It could 

“Martha Jones has to contend 
with the Doctor as he works 

through his loss of Rose.”  
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potentially be seen as a privilege, after 

all those years of adventures and 
experiences with the Doctor – and 

those she found herself in, when the 
Doctor wasn’t around. Certainly, she 
brought perception and maturity, 

common sense and acumen, all of 
which were sorely needed to defeat 

Davros and Dalek Caan. 
 
Mickey Smith was somewhat 

suspicious of the Ninth Doctor, partly 
because the Doctor took his girlfriend 

(Rose) away but also because he 
found him somewhat zealous and 
erratic. However, he thinks more 

favourably of the Tenth Doctor, both, 
because he is drawn to this Doctor’s 

more charismatic personality, but also 
because he now feels much more 
confident in himself, with his own 

abilities and what he can bring to the 
team. It is quite ironic that it is Sarah 

Jane, the woman who has come back 
into the Doctor’s life, who uses her 
insight and wisdom to show one of the 

Doctor’s current companions, that he 

has an important role to play. At one 

point Mickey does have a crisis of 
confidence when he says, “I’m the tin 

dog!”. But like Rose, he grows and 
develops into a stronger, more 
assertive version of himself. His natural 

ability as a leader comes to the fore 
and he is a vital part of ‘the Children of 

Time’ team. 
 
Individually and as a collective, ‘the 

Children of Time’ are central to the 
story of the Doctor in ‘NuWho’. It is this 

sense of team that the Doctor 
engenders which makes ‘the Children 
of Time’ a truly, and genuinely great 

alliance. Although they are all friends 
of the Doctor, who have all had 

different adventures with different 
incarnations of our favourite titular 
Time Lord from Gallifrey. The group 

were first called the Children of Time in 
“The Stolen Earth’/’Journey’s End”, the 

two-part finale of Series Four. It was in 
the concluding episode, “Journey’s 
End” that Dalek Caan named the 

group the Children of Time. He 

described them somewhat 

disparagingly as “the Doctor and his 
precious Children of Time”, as if there 

was something unsavoury and 
disreputable about their alliance. 
However, nothing could be further from 

the truth. They were a great team who 
worked very effectively together but 

also brought strength, strategy and 
energy from their own satellite 
organisations. From Jack and 

Torchwood Three/Torchwood Cardiff 
members, Gwen Cooper-Williams and 

Ianto Jones, Sarah Jane Smith and 
her Bannerman Road gang members, 
her son Luke Smith, her Xylok Mr. 

Smith and her good and loyal friend, K-
9, Martha Jones and U.N.I.T, Donna 

Noble, (and her Mum Sylvia Noble and 
Grandfather Wilfred Mott, who 
comically, and momentarily disabled a 

Dalek, by blinding it’s eye stalk with his 
paint gun) and Rose (and her Mum, 

Jackie, who played taxi driver), all had 
very different but equally important 
roles to play. But only by joining forces, 

and combing their strengths, to form 
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this mighty alliance, were they strong 

enough and strategic enough to 
overcome the threat to the world that 

Davros and the Dalek were imposing. 
 
Even though the Tenth Doctor thought 

he had brought out the best in his 
‘Children of Time’, Davros was 

convinced that he had turned these 
companions into weapons, capable of 
committing murder. He rants and rages 

with violent, uncontrollable anger, 
refusing all help and calling the Doctor 

“the Destroyer of Worlds”. In contrast, 
of course, the group are completely 
the opposite and are intent on 

preserving life but because Davros will 
not accept assistance he is left to his 

fate as the Dalek Crucible self-
destructs. Whilst this may be a relief to 
the alliance, there is also a feeling, 

that, at some point, Davros will return.  
 

An interesting point is that Dalek Caan 
predicted that one of the ‘Children of 
Time’ would die. Although this did not 

actually happen it could be argued that 

he was referring to Donna Noble. 

Because the Doctor had to erase 
Donna’s memories of her adventures 

and him in the TARDIS in the 
climaxing moments of “Journey’s End”, 
in a way she did die. The Doctor even 

told her mother and grandfather, 
(Sylvia Noble and Wilfred Mott) that 

“that version of Noble is dead”. It was a 
sad and somewhat cruel ending for 
Donna. She gave everything to help 

the Doctor and the team but rather 
than having memories of the significant 

events she was part of, including 
saving the human race, she was left 
with no recollections of her adventures 

and the vitally important part she 
played. It is no disrespect to Donna 

who was actually the current 
companion in these episodes, that the 
Doctor also needed the ‘Children of 

Time’ in addition to her. This was 
because of the complexity of Davros’ 

and the Daleks’ plans. They were too 
powerful, too cunning and too evil for 
the Doctor and Donna to deal with by 

themselves. 

The companions love and support the 

Doctor, and each other, even when it 
is not always easy to. There is respect 

and appreciation, for the most part, 
and when there are disagreements and 
disputes, they are resolved. There is 

no biological connection, but the sense 
and the feel of family is paramount. It 

goes beyond bloodlines, obligations 
and surnames. It’s not about gender, 
colour, race, or creed. It is about heart, 

it is about choice, and this is what 
makes the ‘Children of Time’ the 

greatest alliance in ‘the Whoniverse’. 
Thus, it could be suggested that 
Russell T. Davies called this group the 

‘Children of Time’ as a collective term 
to sum up his ‘Whoniverse’ family. This 

is entirely in keeping with the sense of 
‘family’ that Davies championed 

throughout his era of Doctor Who. 
 
Page 20 graphic designed by Alex Lydiate. Used 
by Permission. 
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TARDIS: Time and Relative Dimension 

in Space - the gateway to everything 
that ever was or will be.  How many 

people watching Doctor Who haven’t 
wished for such a magic box that could 
whisk them off to any point in time or 

space, or even wished for the “cheap 
and nasty” way of getting around using 

a vortex manipulator borrowed from 
Captain Jack?  The real question is, 
outside of the television programme, is 

time travel at all possible given our 
current understanding of the universe?  

Perhaps surprisingly, the answer is 
yes, though admittedly there is an 

awfully big asterisk next to that answer. 
 

In a sense, all of us are time travelers, 
and we travel through time every day.  
That is to say, everything on Earth is 

moving forwards in time every instant 
of every day, travelling in a single 

direction and with no obvious variation 
in the speed of travel.  That’s a 
fundamental reality of the three 

dimensions of space and one 
dimension of time everything around 

us is embedded within, which is 
commonly called the space-time 
continuum.  Admittedly this movement 

is not time travel in a very exciting way.  

The Doctor can travel both forward and 

backward in time at will, reaching the 
far ends of the universe more than 

once.  The TARDIS was nearly sucked 
into the Big Bang in the classic 
programme serial “Castrovalva” and 

has repeatedly explored the end of the 
universe, most recently in 2015’s “Hell 

Bent.”  With the Doctor’s ability to time 
travel as a goal, there are three 
questions that are most important to 

answer.  First, can a person travel 
forward in time faster than the 

surrounding time, and reach the future 
before someone else?  Second, can a 

person travel backwards in time at all?  
And finally, if a person does travel 
backwards in time, is that effort going 

to create some sort of horrid paradox 
that destroys the universe, or even 

worse, leads to great personal 
embarrassment? 
 

The first question is the easiest and 
simplest to answer.  It is perfectly 

possible, both within the laws of 
physics and the rules of mathematics, 
for a person to travel forward in time 

faster than time is running at some 
other point.  This is possible because 

the theory of General Relativity, which 

describes the way mass affects the 

space-time continuum.  Without getting 
into a bunch of messy maths, mass 

creates distortions in the space-time 
around it, and the larger the mass, the 
greater the distortions are.  More 

specifically, a mass distorts space, 
which we refer to as gravity, but 

because space and time are 
interlinked, that mass also distorts 
time.  Near a large mass, time runs 

slower than it does when no mass is 
nearby.   

 
This bit of physics was the premise 

behind the Series 10 two-part finale, 
“World Enough and Time” and “The 
Doctor Falls."  In the story, a huge 

colony ship is near to a black hole, and 
the ship is long enough that the 

gravitational field from the black hole at 
the front of it has caused local time 
there to slow down tremendously 

compared to time at the back of the 
ship.  Assuming it was an average-size 

black hole, the maths for this story do 
actually check out for the size of the 
ship and the time dilation effect the 

Doctor and Bill experience, in case you 
were wondering.  It’s not just around 

black holes that time distortion 
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happens, either.  This sort of thing 

happens right here on and round 
Earth, though admittedly on a scale too 

small to notice without a really precise 
atomic clock.  However, satellites in 
orbit around the Earth have to account 

for the minuscule timing changes 
caused by them being slightly higher in 

Earth’s gravity well than people on the 
ground.  In a typical global positioning 
system (GPS) satellite's orbit, the clock 

on that satellite would run around 45 
microseconds per day faster than one 

on the ground, though the motion of 
the satellite in space creates an effect 
described in the Theory of Special 

Relativity that counteracts the gravity 
difference a bit.  From a human point 

of view, 45 microseconds does not 

seem that much, but it is still enough 

that engineers have to account for this 
time drift, or the GPS system would 

accrue an error of several kilometers 
per day.  The net results is that GPS 
satellites are effectively time travelling 

forward relative to someone on the 
ground, though it would take several 

decades for them to get one full 
second ahead of ground clocks.  
 

Again, this may not be particularly 
exciting time travel, but the principle is 

the key, because what all that means 
is the simple answer to the first 
question is yes, anyone can travel 

forward in time faster than people in 
another setting.  By getting close 

enough to an exceptionally large mass, 

the gravity of that mass slows down 

the time traveler’s local time, which 
effectively speeds up time outside that 

gravitational field.  One way to do that, 
as on Doctor Who, is to get really close 
to a black hole.  Another, possibly 

easier way to achieve the same effect 
is to travel remarkably close to the 

speed of light.  This happens because 
of that Special Relativity effect again.  
The faster an object travels, the more 

massive that object becomes.  While 
it's not something noticeable in day-to-

day life, on a satellite in Earth orbit the 
effect is just barely measurable due to 
the speed required to stay in orbit.  

However, at something over 90% of 
the speed of light, the effect begins to 

be more significant.  Something going 
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at 99% the speed of light would have 

35 times as much mass as that same 
object would have on the surface of 

the Earth, and at 99.9% the speed of 
light, that object would have 112 times 
as much mass.  Such a mass begins 

to produce more noticeable time 
distortion around it, and the closer to 

the speed of light one gets, the greater 
the mass becomes. 
 

While the maths for this are 
perfectly reasonable and 

consistent, actually 
managing to achieve such 
speeds is far more difficult.  

The energy requirements to 
get going that fast are 

currently beyond our 
technology, and will be for 
some time.  The fastest spacecraft 

ever launched from Earth, the New 
Horizon probe to Pluto and the Kuiper 

Belt, was only able to reach .00005% 
the speed of light, and so while it is 
doubtless travelling forward in time 

faster than we are, the time travel 
speed is measured in microseconds 

per day again.  Put that another way, 
using the CERN supercollider’s 
technology, it would take over one 

quadrillion gigawatts of energy to 

accelerate a nanogram (one billionth 

of a gram) of mass to 99% the speed 
of light, which means Doc Brown’s 

DeLorean was critically underpowered.  
The Doctor is able to skirt all this by 
having the Eye of Harmony to power 

the TARDIS, which provides all the 
gravitational forces needed to travel 

forward in time, even if they do tend to 
make one quite giddy when wandering 

deep inside the TARIDS.  For the rest 

of us, there needs to be some pretty 
major advances in our technology 

before we can effectively take a 
shortcut to the future. 
 

Even if there was a ship capable of 
reaching 99.99% the speed of light so 

it could take observers to see the 
destruction of the Earth like the Doctor 
and Rose saw in “The End of the 

World,” once the grand finale was 

over, those observers might find 

themselves a bit lonely as the process 
used to get them there is one way 

only.  There’s no return option.  This is 
where the second question comes into 
play.  Can a person travel backwards 

in time?  The answer is a very, very 
qualified yes, with an awful lot of fine 

print to go along with it. 
 

The good news is that there 

is currently a proposed 
model that allows 

backwards time travel, at 
least in theory.  Physicists 
Benn Tippett and David 

Tsang have worked out a 
model for time travel that 

does not blatantly violate 
the current known laws of 

physics and is mathematically viable.  

It even works along similar lines to the 
forward-travelling time machine 

options described already.  The 
forward-only model relies on gravity to 
bend local space-time tremendously, 

so that in the “bent” part local time is 
much slower than the speed of time in 

the rest of the universe.  The limitation 
is that no matter how bent the space-
time is, it is still ultimately an open 

shape, and so time keeps moving 
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forward.  What Tippett and Tsang have 

proposed is that it may be possible to 
engineer an exotic form of matter that 

generates a sort of negative energy in 
space which would allow the creation 
of something called a closed time 

curve. This method again relies on the 
fact that space and time are 

interconnected, which is to say 
you cannot have space without 
also having time.  Using this 

exotic material of negative 
energy in space along with 

gravity distortion allows space 
to be warped into a self-
contained circle, and since the 

space is now looped in on 
itself, so is the time.  In such a 

circle of space-time, the 
individual inside would travel in 
a loop so that as part of that 

loop the individual would be 
going backwards in time.  

Tippett and Tsang have even termed 
their system a Traversable Acausal 
Retrograde Domain in Space-time (or 

TARDIS).  
This is the point where all the fine print 

comes into play.  Such a design relies 
on the existence of some sort of exotic 
material so unusual that is has never 

been seen, and only exists as a 

theoretical possibility.  That is, the laws 

of quantum mechanics do not preclude 
the existence of negative energy, 

though as yet there is no certainty 
about just what such a thing might be.  
The dark energy theorised to be 

driving the increasing speed of the 

expansion of the universe might be a 
form of negative energy, but at the 
moment there is little a clue as to the 

nature of what dark energy is or how 
we might harness it.  Tippett and 

Tsang’s system also still requires the 
same sort of tremendous energy as 
the forward-only time machine, since 

this is a critical part of being able to 

construct the closed time curve.  

Further, such a time curve would only 
go back in time as far as the starting 

point of the original event, so it would 
be closer to a Groundhog Day type of 
time travel than the Doctor’s version.  

However, there is an allowance in the 
model for a series of 

interconnected closed time 
curves that might allow a person 
to travel back to a point further 

in the past than the origin point 
of the first curve.  Again, it is 

important to remember this is all 
highly conjectural, and there are 
some noticeably big problems 

with actually creating this type 
of time machine, but the work 

Tippett and Tsang have done 
shows it is not mathematically 

impossible to do so.  In such a 
model, the motion of the time 
rotor of the TARDIS console 

might be the manifestation of the 
TARDIS crossing through different 

closed time curves, chugging away 
back into the past.  
 

Should such a backwards travelling 
time machine become a reality, a final 

and critical question is whether or not 
a time traveler could cause irreparable 

“A critical question is whether or 
not a time traveler could cause 
irreparable harm to a timeline 

through some action in his or her 
relative past.”  
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harm to a timeline through some action 

in his or her relative past.  This is 
commonly known as the grandfather 

paradox, so called because of the 
thought experiment in which a time 
traveler goes back in time and kills an 

ancestor, thereby preventing the 
creation of the time traveler.  Doctor 

Who has explored this in a variety of 
ways, with sometime inconsistent 

results.  Way back in the 1963 story 
"The Aztecs,” the Doctor told Barbara 
that she “can’t rewrite history, not one 

line,” at least not in any way that 
matters.  However, in “The Day of the 

Doctor” the Eleventh Doctor tells the 
others "We change history all the 
time.”  There have been efforts to 

address the matter by referring to 
some events as a “fixed point in time,” 

such as in "The Fires of Pompeii,” and 
the Twelfth Doctor’s discussion of the 
“bootstrap paradox” in “Before the 

Flood.”  So where does the current real
-world science come down in the midst 

of all these possible problems?  Very 
recent work has shown that paradox-
free time travel is in fact entirely 

plausible. 
 

A study by Germain Tobar and Fabio 
Costa has shown that previous 
calculations regarding the grandfather 

paradox did not consider a wide 
enough field of variables in trying to 

sort out the possible paradox.  In this 
analysis, a time traveler to the past 
would have unrestricted freedom of 

choice and action, but would be 
prevented from creating a paradoxical 

situation relative to a known future by 
other variables external to those 
actions.  This is best considered by an 

example, such as a case where a time 
traveler went back in time to prevent 

the sinking of the Titanic.  Previous 
thinking suggested that either the time 
traveler would find certain actions were 

simply impossible, preventing free will 
in the choice of actions, or the time 

traveler 's actions would prevent the 
ship from sinking, creating a paradox, 
as the time traveler would then not 

need to travel back in time because 
the ship did not sink.  Tobar’s and 

Costa’s work has shown that by 
considering a wider range of variables 

than just the time traveler’s actions, the 
paradox resolves.  That is, the time 

traveler would have the full range of 

free choices available for any actions, 
but other elements within the 

environment would act to produce the 
same net outcome.  In the example 
given, the time traveler might possibly 

find their actions were ineffectual in 
preventing the sinking of the ship, 

because the captain or crew would not 
believe they were in danger.  
Alternatively, the time traveler might 

actually get caught up within the 
events in such a way as to become the 

trigger that brings about the original 
event.  In the example, one possible 
outcome would be the time traveler 

persuades the captain of the Titanic to 
change course, but this course change 

actually steers into the iceberg, 
whereas the original course heading 

would have been safe.  In short, time 
travelers could not change a future 
they already know to exist, because 

the larger setting has within it enough 
other variables to mitigate a time 

traveler’s efforts to radically alter that 
known outcome.  None of this is 
particularly new for those well-versed 

in science fiction and time-travel 
stories, but what this new work has 

shown is that the maths actually work 
out to keep paradox free time-travel 
possible. 

 
The paradox research falls nicely in 

line with what is shown on Doctor Who 
concerning what is and is not possible 
within time travel.  The debate about 

what the Doctor can and cannot do 
has been going on a long time, and will 

probably continue long after the show 
goes on its next hiatus.  However, 
consistently the Doctor has shown 

there are certain limits in time, and 
even when those limits are put to the 

test, time tends to still sort itself out.  
One obvious example is in “The 
Waters of Mars”, when the Doctor 

manages to save a woman from 
certain death on Mars, but the woman 

herself puts the timeline right by dying 
on Earth of her own free will.  In “The 
Fires of Pompeii” the Doctor does save 

one family, but cannot change the 
outcome of the major event, which is 

roughly the equivalent of rearranging 
the deck chairs on the Titanic for a 

time traveler.  Two other time travel 
outcomes are visible at the end of the 

classic programme story “Earthshock."  

The Cybermen’s effort to destroy 
humanity by crashing a space freighter 

into the Earth inadvertently cause the 
very event that allows the eventual 
evolution of humans when the freighter 

shift back in time 65 million years and 
thereby destroys the dinosaurs.  At the 

same time, the Doctor is unable to go 
back and save Adric after the ship 
crashed into the prehistoric Earth 

because from his point of view, the 
event had happened, and so he could 

not change it.  Even in “The Day of the 
Doctor,” all the Doctors there get 
caught up in the events at the end of 

the Time War, creating a situation 
which to an outside observer looked 

exactly the same as the use of the 
super-weapon The Moment.  In every 

case, these events on Doctor Who are 
consistent with the paradox study 
published earlier this year. 

 
As yet, no one has built a working 

TARDIS, a vortex manipulator, or even 
a simple SIDRAT as seen in “The War 
Games” back in 1969.  There are not 

even any serious efforts underway to 
build such a machine, as most grant 

writers would tend to laugh at such an 
idea.  The good news is that recent 
work does at least allow the technical 

possibility of both forward and 
backward time travelling without 

completely breaking the known laws of 
physics.  There are an awful lot of 
things that have to be discovered or 

created to make theory work in 
practice, but humans seem to have a 

knack for solving problems, too.  That 
means Time Lords may yet someday 
roam through the Universe, and if we 

keep exploring ideas and trying new 
things, those Time Lords just might be 

us. 
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When I started writing these Masterly articles, I had 
planned to do one per screen Master, plus a couple of 
sidelines on other media. The plan was to 

end with Missy, and the (alleged) end of the 
Master's story. Of course, this took a while, 

and by the time I'd gotten to the Missy write-
up, there was another one of the naughty 
Time Lords. 

 
Sacha Dhawan made his shocking first 

appearance as the Master in "Spyfall" Part 
One, the first episode of series twelve in 
2020. While I'm sure there were some 

canny people who were in the know, that 
reveal at the episode's climax took most 

of completely by surprise. When 
Professor Yana revealed he was actually 
the Master, many of us had already 

discovered that the character was 
returning and were half-expecting it. The 

same goes for Missy – fans had been 
wondering about her character's identity 
over the last twelve weeks and "well, 

she's the Master I guess" was pretty 
much opinion number one. Fantastic 

reveals as they were, for a lot of fans 
they weren't actually surprising. When 
Agent O dropped the facade though, in 

his first appearance and with no 
warning, well... what a moment. 

 
Sacha Dhawan is an unexpected but 
excellent choice for the Master. Much 

like Jacobi and Simm, he's one of 
those actors whose name often 

came up in casting suggestions for 
the Doctor, and once cast as the 
Master, fits the role just as well 

(which says a lot about the similarities between the 

two Time Lords). Born in 1984 (the first time the Master has 

been younger than me – the cheek of it!) Dhawan is best 
known for his roles in The History Boys and Line of Duty. 

He's had impressive and memorable villainous roles in 
Sherlock and Iron Fist, and previously intersected with the 

world of Doctor Who when he played the programme's first 
director, Waris Hussein, in the docudrama An Adventure in 

Space and Time. He brings to the 
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Master a youthful arrogance and 

vitality, similar to the style of John 
Simm but with its own distinct edge. 

Being from Stockport, Greater 
Manchester, he also adds to the 
northern flavour of Doctor Who's 

current iteration, alongside his West 
Yorkshire co-stars Jodie Whittaker and 

Mandip Gill. 
 
When it comes to this Master's 

character, though, 
there are many 

questions. We don't 
know for certain 
where he sits in the 

Master's convoluted 
timeline. Some fans 

believe he must be 
before Missy – 
either an 

unexpected 
incarnation between 

the Saxon Master 
and Missy or much 
earlier, before Yana. 

These fans cite 
Missy's development 

during series ten, 
her slow building of 
a conscience and 

her relationship with 
the Doctor, as why 

the entirely 
villainous new 
Master can't follow 

her. It's a reasonable 
argument, but not 

one I follow. As far 
as I can see, it's far 
more powerful if 

Dhawan's Master 
follows Missy. 

 
While Missy was left, apparently 
unable to regenerate, doomed to die 

on the Mondasian colony ship at the 
end of "The Doctor Falls," did anyone 

really believe this was the end for the 
character?  The Master always 
survives. (Big Finish's second Missy 

box set gives Missy a means of 
survival and introduces an interim 

incarnation, but even for those who 
include the audios in their personal 
continuity, the story includes a 

causality get-out clause and can be 
ignored if we so wish.) We can readily 

accept that Missy had something up 

her sleeve, or simply that the Saxon 

Master wasn't as accurate in his 
prognosis as he thought. There's no 

reason we can't accept that Missy 
managed to regenerate once more, 
changing gender again and, in this 

case, ethnicity to become a new 
incarnation. (If nothing else, we can 

hope we finally see this in flashback, 
and not be robbed of the sight of 
Dhawan in a Mary Poppins outfit.)  

 

Imagine being the Master, waking up 
there. Disoriented by the regeneration, 
just murdered by his own earlier self, 

regaining consciousness in the 
devastation of a battlefield. Having 

finally chosen to side with the Doctor, 
the Master then finds out he is alone. 
He either assumes the Doctor has 

abandoned him, or perhaps more 
likely, assuming the Doctor is dead and 

only later discovering that he survived 
and regenerated. Either way, the 
betrayal the Master must have felt 

would have been huge. That alone 
would have been enough to break his 

fragile resolve and make him return to 

his evil ways – after all, why bother 

being good if the Doctor's just going to 
leave him for dead anyway? However 

he escapes the ship, he finds his way 
back to Gallifrey, and digging around in 
the Matrix discovers the truth about the 

Time Lords: that their regenerative 
powers are based on the immortal 

child that became the Doctor. Knowing 
that his eternal foe is indeed eternal 
and that he carries a piece of them 

inside him, the 
Master snaps for 

good. 
 
There's plenty of 

the earlier Masters 
in this 

incarnation's 
personality. He 
has the manic, 

childlike 
excitement of the 

Saxon Master and 
the blind fury of 
the Bruce Master. 

He has a taste for 
the classic, 

bringing back the 
Tissue 
Compression 

Eliminator as his 
weapon of choice 

(it even works on 
Cybermen now). 
Like many of his 

earlier selves, he 
adores disguises. 

He's happy to set 
up with a bunch of 
Nazis in Paris 

(aside from this 
being a convenient shorthand for evil), 

dressing up in their uniform and 
utilising a psychic perception field to 
hide his now distinctly non-Aryan 

looks. This is a much more 
sophisticated form of disguise than 

anything he's used before – it's hardly 
a rubber mask – but it's easy enough 
for the Doctor to switch off. (Leaving 

him to the Nazis seems especially 
brutal of the Doctor, but in fairness, 

she's probably expecting the Nazis to 
come off worse from the encounter.) 
 

His greatest disguise is as O, the MI-5 
agent whose place he usurped at the 

beginning of his career. This is a level 
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of deep cover that makes even his 

previous dress-up as Mr. Razor on the 
colony ship seem half-hearted. As O, 

the Master spends years working with 
MI-5, getting himself sacked and then 
living in the Australian outback – 

although he is living in his TARDIS, so 
it's not like he couldn't take a holiday if 

he wanted to. He insinuates himself 
into the Doctor's life, interacting with 
one of her past incarnations just so 

that she will trust him years (perhaps 
centuries) down the line. (Incidentally, 

it seems the Doctor's ability to 
recognise the Master in new 
regenerations has completely 

abandoned her by now.) The Master 
plagues his former employers and the 

Doctor with deadly assaults, steering 
her towards him. As always, the 
Master's behaviour and plans are 

inconsistent; it's never clear 
whether he actually wants to kill 

the Doctor, manipulate her to his 
own designs or merely play with 
her. One thing he does make clear 

– he's dying to get her attention. 
 

There's definitely the sense that 
the Master has returned to his 
murderous ways out of sheer despair. 

He seems lost when he talks to the 
Doctor. Without his games of death 

and power, it's as if he doesn't know 
what to do with his life. "When I kill 
them Doctor, I get this little buzz. Right 

here, in the hearts... It's like knowing 
I'm in the right place, doing what I was 

made for." The only thing that 
galvanises him is the Doctor's 
presence. He becomes more violent in 

her company, more enthusiastic and 
more open, no longer hiding himself 

behind his adopted personas. That 
said, he can keep up his O character 
for as long as he likes, only letting the 

mask drop once the Doctor figures out 
inconsistencies in his story. I doubt this 

was even accidental – he drops silly 
hints throughout, even suggesting that 
the Doctor look for "the spymaster" just 

so he can dangle his true identity in 
front of her. Sometimes it seems like 

he disguises himself just because he 
enjoys the reveal. 
 

Much of the Master's playing with the 
Doctor is designed to get her to 

Gallifrey so he can reveal to her the 

truth of the Time Lord's lies. The 

Master can't cope with the idea that 
there's a part of the Doctor inside him, 

in spite of his ongoing obsession with 
them. He even dresses like the Doctor, 
wearing a his go-to outfit a pseudo-

Victorian outfit that looks like the sort 
of thing the Doctor would opt for by 

default. Dhawan has even spoken 
about looking at the earlier Doctor's 
performances for inspiration, gripping 

his lapels like Hartnell for instance, 
figuring that they would have 

developed many of the same quirks 
and tics. There is, of course, a lot to 
suspect about the validity of the 

Master's allegations – he's hardly the 
most honest or reliable witness. 

Assuming what he said was true and 
the Doctor is the Timeless Child, we 

have to wonder what connection the 

Master has to it all (whether he's aware 
of it or not).The Master, in spite of 

apparently running out of 
regenerations, has managed to survive 
certain death on multiple occasions. 

Perhaps he was one of the first to 
receive the Child's gift of regeneration, 

without the limits that were later 
imposed. We don't know the identity of 
the child who was playing with the 

young Doctor in the Matrix flashbacks, 
and Missy did once say she'd known 

the Doctor "since he was a little girl." 
It's possible, anyway... 
 

The Master wastes no time in laying 
waste to Gallifrey and (allegedly) 

wiping out the Time Lords, although 
quite how he managed this remains 
unknown. He's also quick to ally 

himself, once again, with the 
Cybermen. In three of the Master's last 

five major appearances he or she has 
allied with the relentless cyborgs, twice 
in long term plans. The Saxon Master 

and Missy both ally with them before 
the new Master does so, although his 

is a more short term marriage of 

convenience. The Master has a long 

history of allying with alien races of 
course, from the Nestene to the 

Kasaavin, but he does seem to have a 
special use for the Cybermen. Perhaps 
it's simply that they're easy to 

programme and good at following 
orders, or perhaps it's that they 

represent a perversion of humanity, 
and this is a dark reflection of the 
Doctor's relationship with their 

favourite species. He doesn't seem 
particularly impressed with them, 

referring them as "only Cybermen" 
back on the colony ship. He murders 
Ashad the Lone Cyberman as soon as 

he becomes a nuisance and steals his 
weaponry. They're clearly nothing 

more than a useful resource to him. 
Nonetheless, he once again tries to 

create a new race in his image, 

utilising Cyber-technology on the 
bodies of the Time Lords to create 

his new, regenerating 
CyberMasters. Do we imagine 
he'd have any more respect for 

them than either the Cybermen or 
Time Lords themselves though? 

 
The Master's theft of Ashad's 

"death particle" and his subsequent 

threats to use it hint at something 
deeper and more tragic about this 

incarnation. He looks thoroughly 
disappointed when he realises it hasn't 
detonated when he kills Ashad, and 

later tries to goad the Doctor into using 
the particle to kill them both and the 

CyberMasters. There's a miserable, 
suicidal streak to this Master. He truly 
seems to be going through the 

motions, committing evil deeds 
because he doesn't know what else to 

do with his endless life. While we'll 
doubtless see Dhawan back as the 
Master before Whittaker moves on, I 

don't expect any redemption arc for 
this incarnation. The Master seems 

trapped in the cycle of violence and 
thirst for power, unable to break free 
from his own patterns of behaviour. 

With the character being one of the 
most essential villains in Doctor Who, 

it's likely the Master will keep showing 
up just as long as the Doctor does. It 
won't ever be long before they're at 

each other's throats again, their enmity 
continuing perhaps forever... 
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"If the plot of his stories ever seemed a little 

distorted or lumpen, then this was often due to 
programme demands made by the producer." 
 

It somehow seems fitting that when called upon 
to eulogize Peter Grimwade in the pages of 

DWB in 1990, former Script Editor Eric Saward 
made a point of putting the blame for any 
perceived shortcomings of the writer's scripts 

on John Nathan-Turner. In real-world terms, the 
backstage feuding that led to Saward's 

resignation from Doctor Who and infamous 
scorched-earth interview with the magazine 

Starburst had ended four years earlier. While 
four years is an eternity in television terms, the 
events clearly still weighed on his mind.  

 
This isn't surprising, since the self-inflicted 

wounds of Saward's post-resignation activities 
effectively ended his television career. As for 

John Nathan-Turner, even before Doctor Who's 
de facto cancellation in 1989 left him as a 
producer with nothing to produce, it had been 

clear for some time that his opportunities within 
the BBC were diminishing. Along with the 

program itself, though, perhaps the most 
unfortunate casualty of this specific and limited 
war was the loss of Peter Grimwade as a 

contributor to Doctor Who.  
 

Nathan-Turner and Saward's drastically 
different visions of the program made it unlikely 
that Grimwade or any other individual could 

have kept their conflict from boiling over 
eventually. With antagonism from BBC 

management added into the mix, it seems even 
less plausible that his continued involvement 
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would have prevented the 1985 

hiatus. Nevertheless, as one of the 
few people in Doctor Who's history 

to have both written and directed 
stories, he remains one of the 
show's most significant figures 

never to have served as a regular 
member of its production team. 

Grimwade's break with the 
program, which Saward and 
Nathan-Turner each played a part 

in, deprived Doctor Who of both a 
gifted director and one of the 

writers most adept at balancing 
their own thematic interests with 

the particular demands of actually 
producing it.  
  

Backstage drama aside, 
Grimwade's involvement with the 

program highlights how 
complicated the question of 
authorship is for television in 

general and even more so for 
Doctor Who's original run. As 

various critical studies of Doctor 
Who attest, fans have long been 

conscious of the notion of 
television as a producer-driven 
medium. Consequently, fans and 

critics (very often an overlapping 
group) are as likely to organize and 

assess the program according to 
who produced it during a given 
period as the actor portraying the 

Doctor. This remains the case, 
even with the advent of the writer-

producer (i.e. "showrunner") model 
that's dominated the program since 
2005, and despite this approach's 

tendency to gloss over the 
influence of other creative 

contributors, particularly writers. 
 

Since its inception, Doctor Who 
has blurred the line between 
explicitly authored series and 

continuing dramas where writers 
have less influence overall. 

Graham Murdock discussed the 
twin traditions of craft and artistry 
within British television writing in 

his 1980 article “Authorship and 
Organisation”. Murdock contrasted 

"artists" such as Dennis Potter who 
originated their own concepts with 
the writers for popular dramas like 

Upstairs Downstairs who "were 
given the story outline" and "told 

where it would fit in the series." 

Because its overarching structure 
emphasizes self-contained stories 

by individual writers even when 
there's an umbrella theme across a 
season, Doctor Who doesn't fit 

neatly into either category. 
 

In the essay “‘Who Done It': 
Discourses of Authorship During 
the John Nathan-Turner Era”, 

Dave Rolinson examines this 
uneasy dynamic and how it played 

out during the period Grimwade 
worked on Doctor Who. Rolinson 

finds a contrast between Nathan-
Turner's first season as producer, 
where Script Editor Christopher H. 

Bidmead had more agency to 
develop stories while the producer 

focused on how those scripts 
looked onscreen, and subsequent 
seasons where Nathan-Turner 

"blurred the roles between 
producer and script editor." Among 

the examples cited is 1984's 
“Planet of Fire” and what Eric 
Saward described as the "very 

heavy brief" given to Peter 
Grimwade, which required the 

writer to introduce a new 
companion and write out an 
existing one while featuring the 

Master as the villain for a story set 
in a specific overseas location.  

 
The criticism Nathan-Turner 
received from fans and former 

colleagues (particularly Saward) 
for this shopping-list approach to 

storylines was fierce but also 
ironic, because those decisions 
were within his authority as 

producer. Moreover, Nathan-
Turner was by no means the first 

Doctor Who producer to exert 
significant influence on script 
decisions, with Barry Letts having 

co-written Jon Pertwee's final 
serial, “Planet of the Spiders”. 

Beyond the preoccupations of any 
given producer, writer or other 
creative contributor is the fact that 

the program itself is in a way the 
dominant creative force.  

 
As a science-fiction oriented 

adventure series, Doctor Who 
displays certain storytelling 
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conventions that writers are 

expected to observe within the 
format while still producing a 

distinctive result. In this expression 
of the artistry/craft dynamic, 
success is measured by the 

yardstick of "novelty within 
convention". That phrase, 

borrowed from scholars John 
Tulloch and Manuel Alvarado, 
authors of the book Doctor Who: 

The Unfolding Text, speaks to the 
balancing act the program's writers 

engage in between the ideas that 
interest them individually and the 

tropes of the science-fiction genre. 
If Terrance Dicks' long-running 
"steak and chips" approach resides 

at one corner of Doctor Who's 
"space for authorship" (another 

phrase borrowed from Tulloch and 
Alvarado) Christopher Bailey's 

1982 serial “Kinda” occupies 

another.  
 
Peter Grimwade, who directed 

“Kinda”, likened the Buddhism-
influenced serial to the BBC's long-

running strand of authored single-
dramas, Play For Today. Though 

none of his scripts for Doctor Who 
pushed its traditional boundaries to 
the same extent, Grimwade 

established himself as a distinctive 
Doctor Who writer by finding ways 

to crossbreed his preoccupations 
with Doctor Who's conventions. In 

this respect, he exemplifies 
Rolinson's observation that "to an 
extent writers both write Doctor 

Who and are written by Doctor 
Who".  

 
Of the many factors that have 

contributed to Doctor Who's 
longevity, the ability of its writers to 
draw inspiration from a variety 

narrative and cultural sources and 

incorporate them into their scripts 
ranks as one of the foremost. 

Sometimes these elements are 
readily apparent and work as 
recurring motifs for multiple writers 

across many years - George 
Orwell's 1984 being among the 

most prevalent. Others are more 
singular, specifically rooted in a 
writer's background but 

nonetheless strongly influencing 
particular storylines, as was the 

case with Grimwade and “Mawdryn 
Undead”. 
  

On the surface, “Mawdryn Undead” 
and the 1979 miniseries based on 

John le Carré's novel Tinker Tailor 
Soldier Spy have little in common. 

Where the former was just one of 
several serials in the 20th season 

of a popular program that many felt 

was starting to show its age, the 
latter was a BAFTA-winning 
production overseen by the future 

Controller of BBC-1, Jonathan 
Powell. Tinker Tailor Soldier Spy 

was in many respects a cinematic 
effort, featuring one of the world's 

most famous movie actors in Alec 
Guinness and a director, John 
Irvin, also known for making 

feature films.  
 

However, being book-based 
aligned the series with the BBC's 
tradition of culturally worthy 

programming with roots in theatre 
and literature. It was the sort of 

program Powell and others in BBC 
management felt the broadcaster 
should be making. In contrast, 

“Mawdryn Undead” - like Doctor 
Who in general - was resolutely a 

product of television, a program 
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that could only have been devised for 

the medium.  
 

Despite Tinker Tailor Soldier Spy being 
just one of Jonathan Powell's many 
accomplishments as a television 

producer, he's perhaps better known 
for his connection to Doctor Who's 

1980s difficulties while he 
was the BBC's Head of 

Drama Series and Serials. 
Then-current BBC1 
Controller Michael Grade 

was cast as the prime villain 
in those events by virtue of 

being a more public figure, 
but Powell's own account 
suggests that his relationship 

with the program was far 
more antagonistic. Others 

involved with making Tinker Tailor 
Soldier Spy had more productive 

relationships with Doctor Who, 
including actors Beryl Reid and Alec 
Sabin, who both featured in the 1982 

Doctor Who serial “Earthshock”, 
directed by fellow Tinker Tailor Soldier 

Spy alumnus Peter Grimwade.  
 

Grimwade worked for the BBC for over 
a decade before serving as a 

Production Assistant on the le Carré 

adaptation. From a traineeship in 
Bristol, he moved to London to train as 

a film-editor before joining the BBC's 
drama department and eventually 
training as a director. Along the way, 

he wrote six episodes of the program Z
-Cars and worked as a Production 

Assistant for a variety of drama series. 
Though this began his association with 
Doctor Who, working in this capacity 

on the early seasons of All Creatures 
Great & Small was more significant, 

because John Nathan-Turner was its 
Production Unit Manager. When 

Nathan-Turner became Doctor Who's 
producer, his desire to bring in new 

writers and directors dovetailed with 

Grimwade’s need for work after leaving 

the BBC to become a freelancer. 
 

In addition to directing four Doctor 
Who serials from 1980 to 1982, 

Grimwade was encouraged to submit 
story ideas to the production office and 
became the only writer to contribute 

scripts to each of Peter 
Davison's three seasons as 

the Doctor. Conventional 
wisdom holds that he was 
the writer most likely to get 

the so-called "nightmare 
briefs" from John Nathan-

Turner. As usual with 
Doctor Who's conventional 
wisdom, the reality has 

more nuance. 
 

The presence of the Concorde in 
Grimwade's first script, “Time-Flight”, 
might have suggested producer 

influence. However, by the writer's own 
account, his original concept "was 

more or less what was eventually 
done," with permission to use the 
aircraft and film at Heathrow Airport 

secured later. The inclusion of the 
Master was dictated by the production 

team, but his comments suggest that 
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the character fulfilled a plot function 
already extant in the script. Likewise, 

while featuring a character from the 
program's past is an approach often 
associated with John Nathan-Turner, 

Grimwade described it as "very much 
my idea", something that followed his 

thematic starting point of "the [Flying] 
Dutchman in space" and ultimately 
opened the door to the influence of 

Tinker Tailor Soldier Spy.  
 

Superficially, the two programs stand 
in stark contrast to each other 

narratively as they did from a 
production standpoint. An espionage 
story rooted in a real-life spy scandal, 

not to mention the author’s own 
experiences with British intelligence, 

seems far removed from a science-
fiction take on the legend of the Flying 
Dutchman in most respects. However, 

the flexibility of Doctor Who's format 

makes it the rare program that fosters 
common ground between such 

seemingly disparate narratives.  
 
At the heart of both stories lies the 

question of memory and how events in 
the past impact the present. In each 

case, a former intelligence operative 
who finds themselves working in a 
boy's boarding school is a catalyst for 

the exploration. Lawrence Miles and 
Tat Wood picked up on this when 

examining “Mawdryn Undead” for 
Volume 5 of the About Time book 

series. 
 
In any Grimwade story, the most 

immediate sources are likely to be 
anything else he'd ever worked on as a 
director or a PA. And in 1978, he was 

involved with the BBC's adaptation of 
Tinker, Tailor, Soldier, Spy. As well as 
being the production that introduced 

him to Alec Sabin and Beryl Reid, this 

features a whole episode about a 
former agent living on reduced 
circumstances at a minor public 

school. The agent has a vintage car, 
his one remaining joy, and a 
relationship with another outcast: the 

plump, bespectacled boy "Jumbo" 
Roach. "Jumbo" being one size up 
from "Hippo", presumably. 

 
Jim Prideaux had been one of the top 
agents in "the Circus" until a fateful 

mission to Czechoslovakia ended with 
his capture and interrogation by the 

Soviets. Following his repatriation, he 
found himself exiled from the service 
and ordered to forget his old life. 

Prideaux did just that and turned to 
teaching until another agent-in-exile, 

George Smiley seeks him out. In the 
process of getting Prideaux to recall 
the events of his final mission, Smiley 

obtains the information needed to 
solve his present dilemma, uncovering 

what went wrong in Czechoslovakia 
and discovering the hand of his 
nemesis Karla in those events and 

others to come.  
 

A twist on this dynamic is at work in 
the Doctor Who telling. Brigadier 

Lethbridge-Stewart's 1976 retirement 
from UNIT may have been of his own 
volition, but losing his memories of the 

time he spent working for them clearly 
was not. When the Doctor meets him 

at the Brendon School in 1983, his 
friend remembers UNIT and the secret 
nature of its work but not the specifics 

of the work itself - or even the Doctor. 
The Doctor quickly restores the 

majority of Lethbridge-Stewart's 
memories, but the actual cause of the 
memory loss remains a mystery until 

the end. As in Tinker Tailor Soldier 
Spy, those memories turn out to be 

critical to resolving the dilemma 
surrounding the Doctor and his friends, 
though, for the four episodes of the 

serial, the Time Lord only suspects a 
larger force manipulating events 

around him. 
 
Since the initial plan for “Mawdryn 

Undead” called for bringing back one 
of the Doctor's original companions, 

Ian Chesterton, the memory loss 
aspect apparently came after the 
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decision to substitute the now-retired Brigadier while still 

retaining the school setting. In a mid-80s interview with 
Doctor Who Magazine, Grimwade implied that this was a 

relatively late addition to the script that came about in 
conjunction with an effort to streamline the usage of 
multiple time zones in the story.  

 
"I started off by having the time jump several hundred years 

and separating the Doctor, Nyssa and Tegan very 
dangerously and disastrously by this gap, presenting all 
sorts of problems of how to communicate. Then, in 

discussions with Eric [Saward], and as we were bringing in 
the Brigadier, we saw it was all getting extremely 

complicated. The alternative was to make it very recent, 
thereby the Brigadier in two aspects could bridge the gap. 
That gave you the drama of the event which would be 

tearing at him, and which gave you a very strange Brigadier 
the second time around." 

 
That "very strange Brigadier" provides an entry point to 

another idea that the interplay between time periods allows 
these programs to explore - a sense of nostalgia for a time 
that, if not necessarily better, at least felt more dynamic. 

During Doctor Who's original run, Jon Pertwee's tenure, 

especially the stories featuring UNIT, was the high-water 
mark for action-adventure in the program. Helicopters, a 

hovercraft and at least one decidedly futuristic car all 
contributed to this feeling, culminating in a multi-vehicle 

chase in Pertwee's final story that constituted a large part 
of its second episode. As Pertwee transitioned to Tom 
Baker and new production teams made their mark over the 

next several years, that sort of set-piece was relatively rare.  
 

Like Tom Baker's final season, Peter Davison's first was a 
relatively cerebral affair characterized by concept-driven 
stories like “Castrovalva” and “Kinda”. Though Grimwade 

directed “Earthshock's” action sequences very effectively 
and the Concorde in “Time-Flight” was by far Doctor Who's 

most noteworthy piece of vehicular hardware, any 
concerted effort to prioritize action-adventure elements was 
yet to come. In the meantime, stories like “Mawdryn 

Undead” seemed more representative of the approach 
John Nathan-Turner (though perhaps not Eric Saward) 

preferred.  
 
UNIT still exists in the present-day of “Mawdryn Undead”, 

but it's clearly not the same entity that dominated the show 

in the early-70s. The old team is long-fractured. Even after 
the Doctor restores Lethbridge-Stewart's memories of his 
career with UNIT, the dialogue that follows suggests that 

he hasn't seen or heard from his former comrades for 
several years. Putting aside the oft-debated question of 

whether teaching in a boy's school is an appropriate 
second act for the Brigadier, a world where the stalwart 
Sergeant Benton is now selling used cars seems 

uncomfortably distant from saving the Earth every few 
weeks.  

 
The world of Tinker Tailor Soldier Spy is likewise a more 

downbeat environment than most other popular spy fiction. 
James Bond can't be avoided here, both because the 
character is viewed in pop-culture terms as the 

quintessential British spy - even if George Smiley is 
typically acknowledged as closer to the truth - but also 

because Jon Pertwee's Doctor is often compared to Bond. 
If Pertwee was not quite so debonair as Connery or Moore, 
he nonetheless had a personal flair that was nicely 

complemented by a fondness of gadgets and vehicles 
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which then-current Producer Barry 

Letts often indulged. 
 

Conversely, Peter Davison's depiction 
of the Doctor reflected Nathan-Turner's 
desire for a more low-key leading man. 

Some might be inclined to use the term 
ordinary as a pejorative, but this is 

misguided from both a narrative and 
production perspective. A different 
approach was certainly necessary 

following seven years of Tom Baker's 
larger-than-life portrayal to establish 

that Doctor Who was about more than 
just a single actor. Narratively, it could 
often be more satisfying to see the 

Doctor work out a solution without 
trumpeting their status as the smartest 

person in the room.  
 

The superficially 
ordinary George 
Smiley can be seen 

as a kindred spirit to 
Davison's Doctor. 

Though every bit as 
resolute as James 
Bond or any hero 

from one of ITC's Anglo-American 
adventure series, he's not concerned 

with impressing anyone and certainly 
won't resort to berating or bullying as 
Bond would. The closest he comes to 

such behavior is in pursuit of the 
memories of former Circus personnel. 

Where the Doctor only had one 
person's past to worry about in 
“Mawdryn Undead”, Smiley's puzzle 

required multiple individuals to 
assemble, not all of whom were eager 

to revisit the past. Among them was 
former Circus analyst Connie Sachs, 
played by Beryl Reid. Like Jim 

Prideaux, she'd prefer the past to stay 
in the past but recognizes the 

necessity of sharing that time with 
Smiley, even as it breaks her heart. 
 

The conclusions of both stories 
represent both an exorcism of ghosts 

and a pathway to further challenges. 
Prideaux and Lethbridge-Stewart each 
make some degree of peace with their 

troubled pasts, though, he clearly 
continues to struggle with PTSD. As 

for the Brigadier, viewing his 
breakdown as a stand-in for PTSD is a 
fairly common interpretation, though, 

his escape from the limbo of amnesia 

ties at least as much to the story's 

invocation of The Flying Dutchman. 
 

For George Smiley and the Doctor, a 
final confrontation with an enemy 
who's been manipulating events 

around them lies ahead. In television 
terms, Smiley's came a couple years 

later in an adaptation of Smiley's 
People that premiered a few months 
before “Mawdryn Undead” while the 

Doctor would face the Black Guardian 
just a few weeks after its final episode 

aired. To its credit, while “Mawdryn 
Undead” marks the starting point of 
various narrative threads that unfolded 

across Doctor Who's 20th season and 
into the next, it integrates  those 

elements with a satisfying narrative in 
the context of its four episodes. In this 

respect, it struck the best balance 
among Grimwade's three Doctor Who 

scripts of melding the writer's interests 
with the broader narrative.  
 

Audiences responded favorably to 
Mawdryn Undead as well. Not only 

was it the highest rated serial of Doctor 
Who’s 20th anniversary season it was 

the highest ranked of Grimwade's 
stories by fans in various season polls. 
By the following season, though, 

Grimwade's relationship with the 
production team began to fray. A 

misunderstanding with John Nathan-
Turner, sparked by a perceived snub, 
took him out of future consideration as 

a director for the program, and issues 
with the script for “Planet of Fire” 

strained his relationship with Eric 
Saward. 
 

Discussion of “Planet of Fire” often 
focuses on the "nightmare brief" of 

required characters and locations 
given to Grimwade, including the 
writer's own assessment that, "The 

brief not only came before the story, 
the brief was the story!" Grimwade's 

remark overstates the matter on two 
fronts - not only was he particularly 

suited to write out the character of 

Turlough, having introduced him in 
“Mawdryn Undead”, he also brought 

ideas to the story that ran deeper than 
a laundry list of elements. Those ideas, 
which as with his other Doctor Who 

work reflected his own interests, 
proved as problematic as tailoring the 

scripts to the production team's needs. 
Even within a context of predetermined 
elements, the writer saw an opportunity 

to explore religious fundamentalism but 
met with resistance from the 

production team. 
 
“I like to base what I write on a truth 

that I know. I'm interested in the 
extremities people go to win their 
feelings about religion and ideology but 

in “Planet of Fire”, I came up against 
the front office 
again. Eric didn't 

want me to turn 
the religious 
situation of Sarn 

into too strong an 
issue. You just 
have to look at 

what the Ayatollah [Khomeni] and the 
Irish are doing, and there's a great 
shying away in many areas from 

confronting a mystical experience. I 
think that's partly where the 
programme has gone wrong in my 
view - I do think that there's a lot of 

very deep experiences that the 
programme has touched on in an 
oblique way in the past and it's not 

happening now.” 
 

At some point in the process, 
Grimwade apparently stepped back 
and left further work on the script to 

Eric Saward, who would later suggest 
that the writer's inability to "hold it all 

together" on “Planet of Fire” led to the 
end of their working relationship. 
However, Grimwade submitted at least 

one more script idea, “The League of 
the Tancreds”, for which a story 

breakdown was commissioned before 
being dropped for budgetary reasons. 
Since that breakdown was 

commissioned in August of 1984 - 
nearly a year after the production of 

“Planet of Fire” - Saward was 
apparently willing to continue working 
with him. For his part, Grimwade said 

in his final interview that the story 
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being dropped spurred his decision to 

put Doctor Who behind him, which let 
the 1984 novelization of “Planet of 

Fire” stand as his final Doctor Who 
work.  

 
Considering the acclaim he received 
for translating other people's scripts to 

a visual medium as a director, it's 
striking that prose turned out to be the 

medium where Grimwade carved out 
his most substantial space for 
authorship. Despite the Target novels 

being aimed at younger readers, his 
adaptation of “Planet Of Fire” ironically 

allowed him more opportunity to 
convey his ambivalence about 
religious fundamentalism than the 

program's production team did.  
 

He decided not to tell the Doctor how 
much he enjoyed playing the little 
nabob. He had given the Elders a right 
castigation for shooting his brother, 

called them all the names in the book 
and threatened them with their own 
fire. Finally, the mere mention of 

creating rival Elders from among the 
common citizens had brought the 
quaking Timanov to his knees in a 

fulsome protestation of loyalty. 
Turlough was rather disappointed 
when the earthquake made them seek 

shelter in the police box. 
 
The format enabled Grimwade to add 

depth and otherwise expand on the 
characters and themes of the televised 

versions for all his stories, but the best 
of his three scripts also yielded the 
most satisfying book, particularly 

where the Brigadier is concerned. The 
novelization of “Mawdryn Undead” digs 

deeper into Lethbridge-Stewart’s 
mindset such that, even without the 
benefit of Nicholas Courtney's 

performance, both the similarities and 
divergences between the two iterations 

come across clearly. Likewise, the 
older one's discussions with the Doctor 
about the source of his amnesia has 

even greater impact than the onscreen 
telling due to the writer being able to 

restore dialogue cut from the televised 
version.  
 

The Brigadier looked grim. 'Doctor, you 
don't know what you're asking.' 
 

'Something wrong?' 

 
'I've been in some pretty tight corners 
in my time, but unraveling all this…' He 

was sweating. He felt himself starting 
to tremble. He was being forced back 
into the darkness; somewhere ahead 

was the bottomless pit. 'I just feel we're 
on the verge of something really 
appealing.' He struggled to put his 

foreboding into words. 'I've never been 
so scared in all my life.' 
 

A later scene involving the younger 
Lethbridge-Stewart gives the amnesia 
aspect even greater impact by 

demonstrating that there was much 
more to Lethbridge-Stewart's personal 

history than UNIT.  
 
Mawdryn stared at the Brigadier with 

such a look of pain and longing. For a 
moment, the old soldier's mind went 
back thirty-five years to his first taste of 

action as a young lieutenant in 
Palestine, with his platoon badly shot 
up by terrorists, and he remembered 

the mangled conscript who screamed 
at the officer to take his rifle and kill 
him. 

 
His approach to the novelizations 
earned the esteem of editor Nigel 

Robinson, who oversaw Target's 
Doctor Who range in the 1980s and 

described Grimwade as "something of 
a perfectionist" whose books needed 

little editing. Robinson's regard for 
Grimwade's writing led to the editor 
asking him to write an original novel, 

1987's robot. Not surprisingly, it 
contains a variety of subtle and overt 

references to Doctor Who. These 
range from the notion of Earth as a 
nexus point in the conflict between 

alien races and characters named Pip 
and Jane Attwood who holidayed in 

Lanzarote to a blaster-equipped 
robotic cat and other robots who 
declare, "Stop, or you will be 

exterminated!" 
 

That line of dialogue prompts a 
government minister to quip, "What an 
original turn of phrase." While the book 

reads very much like a tie-in novel for 
an unmade late-70s/early-80s youth-

oriented fantasy/sci-fi series, that kind 
of self-aware dialogue speaks to 

Robinson's conviction that Grimwade 

didn't talk down to younger readers. 
Robinson believed Robot's protagonist 

Tolemy to be modeled on Turlough - a 
view supported by much of the action 
taking place around the fictional village 

of Turlow Heath. The overall effect is a 
funhouse mirror version of Mawdryn 

Undead, albeit one where the boy with 
the unusual heritage who receives 
dream messages from “The Man in 

Black” (itself a multi-faceted Doctor 
Who reference) aspires to do good 

things.  
 

Peter Grimwade's final television work 
was a short play he wrote and directed 
for the ITV youth anthology strand 

Dramarama in 1986. Set behind the 
less-than-harmonious scenes of a 

popular children's science-fiction 
series, “The Comeuppance of Captain 
Katt” found him once again drawing on 

his own interests and experience. 
Though Grimwade was incredibly open 

about his falling out with John Nathan-
Turner providing inspiration, the play 
was fairly restrained in its portrayal of 

backstage egos. That he chose to 
send up rather than savage Nathan-

Turner - in contrast to Saward whose 
Starburst interview came out a couple 
months later - speaks to both a 

sensitivity to his audience and at least 
some residual affection for Doctor 

Who.  
 

It's telling that, despite the acclaim he 
received for directing and his own wish 
that he'd been able to direct his own 

scripts more often than he did, 
Grimwade seemed most proud of his 

work as a writer. When asked by 
Nicholas Briggs how he’d like to be 
remembered in an interview for the 

Myth Makers video series, he pointed 
to his prose in particular.  

 
One would like people to remember 
not me but the stories and having 

enjoyed certain stories I either that I 
directed or that I wrote. In fact, I think 
the greatest pleasure one can have 

really is that someone comes up to a 
convention and says, ‘Can you sign 
this book? I really enjoyed reading that 

book.’ Then that’s...that’s  perfect. I 
could wish no more than that. 
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In 1975, Tom Baker concluded his first season of 

adventures as the Fourth Doctor confronting one of the 
character's archenemies onboard a space station. There, 

they would do battle, the fate of the station and a nearby 
inhabited asteroid home to the one substance in the 
universe that could destroy the Cybermen forever hanging 

in the balance. Yet, “Revenge of the Cybermen” was, 
despite both Baker's long tenure in the role and the 

Cybermen's ongoing 
popularity, the only 
confrontation between them 

on-screen. Something due, 
perhaps in no small part, to 

how the story turned out and 
in the decades since its less 
than stellar reputation among 

fans of the series. But, as the 
folks at Big Finish have now 

revealed in all its glory, 
“Revenge of the Cybermen” 
wasn't the story that could have gone out at teatime on 

BBC One. 
 

Baker's first season, the twelfth since Doctor Who’s start in 
1963, came at a moment of transition. The production team 

behind the show's early seventies success, producer Barry 
Letts and script editor Terrance Dicks, had elected to 

leave. Taking their places were 

producer Philip Hinchcliffe and script editor Robert Holmes. 
But Letts and Dicks, remembering how their first season 

had been set-up for them in large part by their 
predecessors, elected to continue the tradition, 
commissioning scripts on their proverbial way out the door. 

Among their decisions was to have serials featuring two of 
the show's best-known monsters: the Daleks, who had 

become a regular feature of 
the series since 1972, and a 
return for the Cybermen, who 

hadn't appeared in a story of 
their own since “The 

Invasion” (1968). Something 
they hoped might convince an 
audience unsure about the 

new Doctor to tune in 
anyway. 

 
To bring back the silver 

cybernetic creatures after their long absence, Letts and 

Dicks turned to one of their original creators. Gerry Davis 
had been a script editor on Doctor Who himself in 1966-67, 

during which time he had co-created them alongside Kit 
Pedler, co-writing their first three serials. But while Letts 

and Dicks had seen him as a natural choice, the storyline 
that arrived at the production office by the time that 

“To bring back the silver 
cybernetic creatures after their 
long absence, Letts and Dicks 
turned to one of their original 

creators, Gerry Davis.” 
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Hinchcliffe and Holmes took 

over failed to impress them. 
“Return of the Cybermen”, 

as Davis's story was titled, 
was found lacking by the 
new team, with Hinchcliffe 

noting in the 2010 making-of 
documentary The Tin Man 

and the Witch (available on 
the DVD release and the 

later Season 12 Blu-Ray) 
that, "I guess it was that 
Gerry Davis was obviously 

writing for the show, you 
know, quite a few years 

before," that in his view both 
Davis "hadn't sort of 
developed it enough with 

enough sub-plots and 
perhaps hadn't quite 

parceled out the action in the 
right balance between [the 
TARDIS crew]," and that the 

Doctor "wasn't in enough 
jeopardy," in later episodes. 

The documentary features 
several surviving production 
documents between the 

production office and Davis 
as the script developed. In 

the end, pressed for time to 
get the story into pre-
production, and having 

created additional sub-plots, 
Holmes ultimately would 

essentially undertake a page 
one re-write of the script, 
throwing out much of Davis's 

material despite giving him 
sole screen credit for the 

script. 
 
The resulting story, titled 

“Revenge of the Cybermen”, 
has a troubled production 

and ultimately pleased very few. Hinchcliffe would express 
dissatisfaction with it as late as the aforementioned 
documentary, including the scripts as filmed. Davis would 

state the view before his 1991 passing that his vision was 
closer to the Cybermen he'd created in the sixties, given 

how emotional his creatures of logic became under 
Holmes' pen and that it had been the re-writes that 
introduced the weaker points of the serial's plot. The 

release of a condensed version of the original script in a 
1992 issue of Dreamwatch Bulletin (later collected in The 

DWB Compendium the following year) bore some of that 
out, albeit with writer Anthony Stevens noting in its preface, 

"that's not to say that Davis had penned a masterpiece 
without the need of editing." 

And so the legacy of Davis's 

original script seemed to 
end. At least nearly thirty 

years after his death when 
UK audio drama company 
Big Finish Productions 

entered the frame. From 
2008 to 2013, Big Finish had 

run a successful range 
under the banner of Doctor 
Who - The Lost Stories 

adapting stories first 
conceived for the screen but 

were ultimately unmade. 
Having produced everything 
from the intended second 

serial “The Masters of Luxor” 
to the fourth season to 

feature Sylvester McCoy's 
Seventh Doctor, the Lost 

Stories returned from a 
hiatus in 2019 before two 
more stories starring Tom 

Baker's Doctor planned for a 
Spring 2021 release. One of 

them was “Return of the 
Cybermen”, allowing fans, at 
last, to hear what the story 

broadcast in 1975 should 
have been. 

 
As adapted by Big Finish 
regular John Dorney, the Big 

Finish version of “Return” 
faithfully lines up with the 

version printed in 
Dreamwatch Bulletin nearly 
three decades earlier. The 

Fourth Doctor, alongside 
companions Sarah Jane 

Smith and Harry Sullivan, 
arrives on Space Station 
Nerva after a series of 

adventures elsewhere to get 
back aboard the TARDIS. 

Only this is at a different point than they left it, and the 
station is an altogether different place, seemingly deserted. 
After nearly being killed, they discover the station (acting 

as a beacon for the asteroid belt at this point in its history) 
has only a skeleton crew due to a plague virus being loose. 

So far, plenty of echoes of the transmitted serial, if not 
actual dialogue from it. 
 

It's not long after that, though, that things begin to diverge. 
The characterizations of the Nerva Beacon crew are 

different, sometimes subtly, but at times significantly 
changed. Commander Stevenson has a harder edge, and 

Professor Kellman comes across as slimier than his TV 
counterpart. There's also, intriguingly for a TV story in 

“As adapted by Big Finish regular 
John Dorney, this version of “Return” 

faithfully lines up with the version 
printed in Dreamwatch Bulletin nearly 

three decades earlier. “ 
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which companion Sarah was the single female character, a 

female doctor onboard Nerva named Anitra. 
 

Structurally, “Return” is a different beast as well, especially 
in dealing with its titular villains. Not arriving on the station 
until halfway through “Revenge” in time for its second 

episode cliffhanger, Davis had them involved far sooner in 
his original version presented here. Indeed, their first 

appearance also helps explain the presence of their 
devices Cybermats, whose involvement is something of an 
unexplained plot point in “Revenge”. Like with the Nerva 

crew, the characterizations differ significantly from those in 
“Revenge”, offering up a more (at least in story terms) 

logical version of them with a single plan from the outset. 
The dialogue, too, from Davis and Dorney, portrays them 
more in keeping with other Cybermen serials, rather than 

the oddly emotional one-off versions presented on-screen. 
With fans now able to hear Nicholas Briggs doing the 

voices with a treatment likewise in keeping with the 
Cybermen's 
previous on-screen 

appearance before 
“Return” should 

have aired, 
confirming that 
Davis wasn't wrong 

in its criticisms of 
Holmes' 1975 script 

doctoring. 
 
Perhaps the most 

significant shift 
between “Return” 

and “Revenge” deals 
with Voga, the 
asteroid at the heart 

of the Cybermen's 
plan. In the TV 

version, this became 
home to an alien 
race living 

underground, trapped there by the Cybermen during a long
-ago war in an unlikely biosphere. Not to mention involved 

in a complicated scheme involving Kellman double-
crossing the Cybermen and allowing a politically ambitious 
Vogan to launch a missile at Nerva, destroying it and the 

Cybermen onboard. In “Return”, Davis had scripted those 
on Voga, not as aliens but a group of human miners from 

Earth. People subsiding on what little they could grow and 
find, decked out in lizard skins and steampunk goggles, 
long thought dead by the rest of the universe. As a result, 

they feature far less prominently and considerably less 
politicking than the alien Vogans in “Revenge” but come 

across as both more plausible and sympathetic as 
characters. It's a Hinchcliffe and Holmes change that 
fundamentally changed the story Davis wrote, and perhaps 

not for the better. 
 

Listening to “Return”, presented in all its glory, there is 

plenty to love. Tom Baker, now playing the Doctor for Big 

Finish for around a decade, has firmly slipped back into the 
role, even if he sounds more like the Doctor later on in his 

run than at the beginning when “Return” takes place. The 
story is also the debut of two re-cast companions with 
Christopher Naylor stepping into Ian Marter's shoes as 

Harry Sullivan (Marter having passed away far too young in 
1986) and Sadie Miller stepping into her mum Elisabeth 

Sladen's role as the iconic Sarah Jane Smith. Never an 
easy task, but one that Naylor and Miller both excel at, to 
the point that there are certain lines when you forget you 

aren't listening to performers who passed away years 
before. Combined with a solid supporting cast and a music 

score from Nicholas Briggs that beautifully weaves Carey 
Blyton's unique style of scoring heard on TV with the 
electronic elements used elsewhere in the era, the 

experience really is like stepping into the timeline where 
“Return” got into production. 

 
Is all of that to say 
that “Return” is a 

better story than 
“Revenge”? Listening 

to it, some of 
Hinchcliffe's 
criticisms do stand-

up as “Return” 
echoes elements 

from across the 
earliest Cybermen 
serials, particularly 

“The 
Moonbase” (1966). 

Indeed, the way 
Davis wrote the 
Doctor (preserved by 

Dorney for the audio 
version) calls back to 

Patrick Troughton's 
Second Doctor, who 
starred in many of 

those serials, to the point of the Doctor consulting his 500-
year diary as Troughton's incarnation would do. It's also a 

serial that leaves its female lead without much to do, 
literally bedridden for its middle episodes. Davis's script 

also lacks the best moments from “Revenge”, including the 
Doctor's iconic declaration that "Harry Sullivan is an 
imbecile!" All of which goes to show that while Holmes did 

considerable harm, he did some good as well. 
 

“Return of the Cybermen”, left in this state before being 
heavily and unfavorably reworked, was essentially a mid-
sixties serial trying to fit into a mid-seventies vision of what 

Doctor Who was. It's an uneven mixture at times, to be 
sure, but not one that required the heavy-handed rewrite 

enforced upon it. And, perhaps, a better alternative than 
what viewers of BBC One saw long ago in an English 
springtime.  
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“The Categories of Life” was the fifth 

episode and marked the halfway point 
of Torchwood’s fourth series “Miracle 

Day”. This ten-part series, originally 
broadcast over the summer period of 
2011, told the story of the impact on 

humanity when people simply stopped 
dying. This was due to the actions of 

‘The Three 
Families’ who had 
fed the blood of 

Jack Harkness 
into ‘The 

Blessing’.  
 
The episode 

opens like all the 
others in the 

series: with the 
stark black words 

on a white 
background that 
one day no-one 

dies, and the next 
day no-one dies, 

and the next and 
the next. The use 
of ellipsis 

indicates that this 
is an abstract 

concept and it is 
left to the viewer 
to realize the significance of the fact 

that death is no more. To emphasize 
the gravity of the situation, the world 

population figures are presented on an 
exponentially increasing and 
accelerating reel. 

 
There is no doubt that the absence of 

death causes an out of control 
population increase. The opening 
sequence is reminiscent of other 

dystopian dramas where less fortunate 

people–the ill, the injured, the disabled

–are seen as a drain on the resources 
of healthy, living citizens. The 

message is clear: some lives are worth 
less than others and these people 
should have died. Whilst still precious 

to their loved ones, they are neither 
wanted nor needed by the moral 

majority. They are expendable.  

 
Jane Espenson wrote “The Categories 
of Life”. It is an intriguing episode, full 

of dark truths which shows two types 
of people. The first refuse to admit 

what is happening because they do 
not want to believe the reality, and the 
second believe that the end justifies 

the means. Confronting this ignorance 
and immorality is Torchwood, whose 

mission is to discover the truth and put 

things right for humanity.  
 

When Vera asks about Torchwood, 
likening them to investigators because 
of who are they and what do they do, 

Jack responds that they are more like 
freedom fighters. In a parallel to much 

of current thinking in 
the real world, Vera 
equates freedom 

fighters with 
terrorists. In an oft-

repeated scenario 
throughout history, 
one man’s terrorist is 

another man’s 
freedom fighter. 

 
This episode 
develops the fact that 

there is no more 
death and instead a 

person’s state of 
health is classified. 
As an alternative to 

dead or alive, there 
are now three 

categories of life: 
Category 1, Category 
2, and Category 3. 

The categories were 
introduced to allow for the passing of 

legislation so that initially the U.S. 
government–but soon governments 
worldwide–could maintain control. 

Category 1 applies to those who are 
brain dead or so ill or injured they are 

unable to function (e.g. in a coma). 
Category 2 applies to people with 
permanent but non-fatal injuries (e.g. 

broken leg). Category 3 applies to 
completely healthy people with no 

injuries. In the future there would also 

TORCHWOOD: MIRACLE DAY 

THE CATEGORIES OF LIFE 
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to be a fourth category, Category 0, 

introduced in episode eight of the 
series that applied to despicable or 

odious characters such as Oswald 
Danes. This new category gave 
governments even more power as it 

allowed them to decide that 
undesirables such as murderers, 

rapists, prisoners, or even illegal 
immigrants could be got rid of on moral 
and ethical grounds.  

The difficulty is that someone like Rex 
who gets injured and should have died 

was initially Category 1. But as he 
healed, he became Category 2. So, 
which is he really? Therein lies the 

problem. People do not fit neatly into 
the categories but by giving a definition 

of life the United Nations is also giving 
a definition of death. Governments now 
have the power to decide whether 

someone is dead or alive. As Jack so 
succinctly puts it, “No-one should have 

that much control.” 
 

The level of control tightens when it is 

declared that Category 1s and 2s must 
be taken to overflow camps. The prime 

minister of the U.K. announces that 
this is a new age of care and 
compassion. However, the use of the 

military in what appears to be a health 
setting is both atypical and frightening, 

extremely far from either compassion 
or care. The camps are reminiscent of 
field hospitals for war-injured, or 

indeed for treating a global pandemic. 
However, the dark, adult nature of 

Torchwood comes to the forefront as 
the team discover that the overflow 
camps are more akin to concentration 

camps. There are hidden buildings 
called modules in each camp that do 

not appear on satellite photos. When a 
patient disappears into the unknown of 

the camp there is no accountability. No 
visitors are allowed and loved ones are 
simply given a piece of paper with a 

number to phone for an update. The 
Torchwood team know the only way 

they will uncover the true purpose of 

the camp is to get inside. There is a 
moment of levity when Rex bluffs his 

way in as a patient and much to his 
annoyance Jack pretends they are 
crazy old boyfriends.  

 
Esther and Vera also fake their way 

into the San Pedro overflow camp, 
Esther as a temporary worker in the 
admin section and Vera as a doctor 

from the medical panel. Vera meets 
Colin Maloney– a racist, sexist bully, in 

charge of the camp and very unwilling 
for her to carry out an inspection. With 
a clever use of words he threatens her, 

suggesting she would snap easily. 
Whilst she clearly knows he means 

physical violence she deliberately 
misinterprets him and pretends she 
thinks he is referring to her temper. His 

devious and unscrupulous character is 
evident when he shoots her, banging a 

door loudly to cover up the noise of the 
gunshots.  
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in the overflow camps there is a simple 

and effective way of identifying 
Category 1, Category 2, and Category 

3. A blue peg is attached to Category 
2 patients, explained by the doctor as 
blue rhymes with two. Similarly, when 

a sick woman gets a red peg, she 
must be Category 1 because red 

means dead. The only other colour 
available is white so the assumption is 
white is alright, thus Category 3. 

 
The action switches between 

Maloney’s camp in California to 
another camp in Cowbridge, South 
Wales, where Gwen’s father, Geraint, 

has been taken. Gwen knows his only 
hope of survival is to be rescued. Rhys 

drops her off in the camp and she 
goes to look for her father. Almost as 
soon as she finds him Rhys reappears 

and says he has the lorry ready. It is 
not clear quite how Rhys knew exactly 

where Gwen was or indeed when she 
was ready. It becomes even more 
bizarre when they are trying to get 

Geraint into the lorry, and he collapses 
again. Gwen calls for help which is 

very odd as alerting the staff will surely 
mean her father will be taken away to 
the module. He will have gone from 

category 2 to category 1. 
 

Both camps evoke images of World 
War II concentration camps and the 
actions taken by the authorities are 

justified by saying the world is in crisis, 
someone has to take charge. Gwen 

soon realizes that the secret modules 
are in fact ovens and people are being 
burned all around the world. This is a 

gruesome analogy to World War II and 
the gas chambers. Patients are 

dehumanized and employees abdicate 
responsibility by not getting involved 
and allowing horrendous things to 

happen. As in history, this is a terrible 
indictment on humanity. Torchwood is 

a show with deep and disturbing 
themes and topics, and this was 

alluded to brilliantly. People do close 
their eyes to the evil that is going on 
around them. They justify this to 

themselves by saying it is not their 
area, as an individual they are not 

accountable. However, the message 
from this episode is clearly that evil 
happens when people let it happen. 

 

The heavy, serious 

message is lifted by 
occasional glimpses of 

humour. As in other 
episodes from the 
“Miracle Day” series, 

these are often seen 
between Rhys and 

Gwen. In one example, 
Rhys has assumed the 
role of a driver to collect 

Gwen, travelling as 
Yvonne Pallister to 

avoid detection, from 
the airport. They flirt 
and in a light-hearted 

moment Rhys tells 
Gwen he has left baby 

Anwen alone, with 
petrol and a cigarette 
lighter. Back at their 

house, Gwen’s mother 
has dressed Anwen 

head-to-toe in pink. 
Gwen’s tomboyish 
streak comes out 

when she slips the 
pink headband and 

bow off the little girl’s 
head and chucks it in 
a corner. 

 
Meanwhile, at the Miracle Rally Jack 

is waiting in the corridor. Danes sneers 
at him, calling him “Mr. Jack 
Harkness”. The question is whether he 

is being disrespectful or genuinely 
unaware that it should be ‘Captain’ or 

is he playing mind games? In a 
moment that could make everything 
different, Jack offers Danes the 

chance to change the world. Jilly 
Kitzinger has written his speech for the 

fund-raising Miracle Rally. If he says 
the biblical term, ‘Revelation’, this will 
trigger the appearance of the PhiCorp 

logo. Jack asks him to make a 
different speech and in return he will 

help him to die. But just when it looks 
like Danes is going to do the right 
thing, he goes with Jilly’s speech and 

the PhiCorp logo appears to 
thunderous applause and cheering 

from the crowd. Whilst Jilly is elated, 
the expression on Jack’s face is one 
of pure horror. He knows a massive 

opportunity has been missed and at 
this point it is unfathomable to see how 

it can be put right. 

 

“The Categories of Life” episode ends, 

as one would expect, with the team 
getting closer to finding out the truth 
behind the Blessing. There is a real 

sense that although there is still a long 
way to go to unravel the mystery, there 

is at least progress. However, while 
characters have to die in order for the 
story to play out, it seems a shame 

that it was Vera that had to be 
sacrificed, literally in fact, as Maloney 

burned her, and Rex could not save 
her. The halfway point in the series 
sets up the rest of the story extremely 

well. The horror, the cruelty and the 
inhumanity are dreadful. But what is 

worse is the indifference and lack of 
action taken by people who could have 
stopped it. It is a damning indictment 

on humanity. Worse than the 
customary evil aliens in Torchwood, it 

reflects the contemptible corruption of 
some human beings. 

 
Reviewed by Aidan Matear 
Used by Permission 
Taken from “What The Fans Think: Torchwood” 
Published July 2020 by Pencil Tip Publishing 
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GREG MAUGHAN SEEKS ANSWERS TO HIS QUESTIONS AS HE DELVES INTO 

THE NUANCES OF THE SEASON 13 FINALE 
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The most recent Doctor Who 

series finale, “The Timeless 
Children”, offers a nexus 

point for many of the 
criticisms that have 
mounted up against the 

show since show runner 
Chris Chibnall took over 

the reins in particular. The 
debate around it is 
polarized and polarizing, 

with a significantly vocal 
element within Doctor 

Who fandom loudly 
insisting that this retcon 

represents nothing less 
than the death of the 
show. While others 

proclaim it a bold move 
in the best traditions of 

the series ability to 
constantly reinvent 
itself, offering 

something new and 
speaking to them in a 

way that Doctor Who 
had not previously. 

 
Is there a way through this schism? Is it possible to 
offer both criticism and praise whilst not just 

seeming to sit on the fence? Is “The Timeless 
Children” actually any good? And what does it 

mean for the future of Doctor Who? I’ll attempt to 
give my thoughts on the matter, hopefully, without 
provoking a deluge of online abuse from the more 

vocal sections of fandom. Thankfully, I’m not on 
Twitter. 

 
A year on from the broadcast of “The Timeless 
Children”, a Gallifrey Base poll asked the question 

‘Do you like/dislike the “Timeless Children” reveal, 
and should it be retconned?’ With the caveat that 

the poll only represents the opinions of a minority of 
a certain proportion of Doctor Who fandom, the 

results at time of writing suggest 53.5% of fans 
dislike it and believe it should be retconned. With 
the rest of the responses spread out between 

varying options of liking or disliking but believing it 
should not be retconned the result is conclusive 

enough to stand if it were a referenda. Thankfully, a 
negotiating team are not on their way to BBC Wales 
to discuss withdrawal from the Timeless Child 

agreement. But, amongst fandom as a whole 
opinion around the plot revelations have proved 

almost as divisive as certain other popular votes of 
recent years! 
 

I have to admit that on first viewing I was not a fan 
of “The Timeless Children”. I fall into the camp that, 
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broadly speaking, really like Jodie 

Whitaker’s performance as the Doctor 
but feel like she has been quite poorly 

served overall in terms of scripts and 
stories. My feelings about Chris 
Chibnall’s work on the series are that 

he is at his best writing smaller 
moments, quieter scenes or odd off-

kilter bits and pieces. In real life, 
people are weird and that’s part of 
what’s great about them. On occasion, 

Chibnall can capture this in quite an 
effective way. He is less skilled, 

however, at bigger moments and 
seems less able to deliver on the epic 
scale than he is on the small, human 

scale. 
 

Structurally, I felt that “The Timeless 
Children” was less than satisfying 
largely because it failed to tie its 

central revelations in effectively with 
the wider plot. There’s no avoiding the 

fact that the Master revealing the 
Doctors occulted history is delivered 
as the mother of all infodumps! 

Chibnall has past form with this. Just 

compare and contrast “The Timeless 
Children” with his Torchwood season 

two finale “Exit Wounds” for instance. 
 

But in all honesty Doctor Who has 
often failed to hit the target that it was 
aiming for. Pip & Jane Baker raised 

the ire of a young future show runner in 
the 1980s as “The Trial of a Timelord” 

collapsed in on itself. While more 
recently, Steven Moffat seemed to lose 
track of how many plates he was 

spinning at the end of Series 6 in 
particular. Both examples line up with 

periods where accounts suggest 
production was tense and chaotic. 
With “Trial” especially its frankly 

astonishing that anything even made it 
to screen. Both examples had their 

vocal detractors, but neither led to the 
‘death of the show’. And despite “The 
Timeless Children” being criticized just 

as loudly in some corners, it is highly 
unlikely to be the shows death knell 

either. If Doctor Who couldn’t survive 

being bad on occasion, there are 

plenty of other hurdles we wouldn’t 
have got past. 

 
And it’s not really that bad. Watching 
“The Timeless Children” again more 

recently, I enjoyed the gonzo energy it 
brought to the table more than I had 

previously. Time Lord Cybermen 
having ornate cyber collars for no 
reason other than it looks cool has the 

same feel of unleashing pent up fan 
fiction written when the showrunner 

was seven as RTD [ed. Russell T. 
Davies] doing Daleks versus 
Cybermen did back in Series Two. 

Even if there are faults in the 
execution, I think there’s something to 

be said for just relaxing and embracing 
that. 

 
But in some ways more interesting 
than the story itself are the specifics of 

the retcon at its centre. And here I 
would argue more strongly that this is a 

good thing. 
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There seem to be three many 

arguments against the idea that the 
Doctor is the source of Time Lord 

regeneration and comes not from 
Gallifrey but from another, unspecified, 
planet. Broadly, these are that the 

Doctor shouldn’t be so central to 
things and was better as just an 

ordinary Time Lord, the idea that she 
has potentially limitless regenerations 
takes away from the drama of the 

show and perhaps most fundamentally 
that there is no need to change, attack 

or demolish established continuity in 
the show in order to think of something 

new or interesting to do with it. 

 
I think the second point is the easiest 

to deal with briefly. Within a fiction 
there is always an element of 
accepting the rules presented to you in 

order to enjoy and engage with it. The 
Doctor isn’t going to die in the same 

way we know that Bilbo Baggins will 
get back again or Superman possibly 
will die but will definitely rise again. 

Knowing the lead character isn’t going 
to be killed each time a cliffhanger 

death is threatened doesn’t detract 
from enjoying the drama of it all. For 

most of the shows history we’ve known 

that ‘barring accidents’ Time Lords are 
functionally immortal and have been 

able to enjoy the scrapes the Doctor 
got themselves in and the way they 
managed to get out of them. 

 
The first argument – that the Doctor 

should be left as an ordinary person 
wandering through the story probably 
takes a little more pulling apart. 

Whether they were explicitly presented 
as such by their specific positioning 

within the text or not, the Doctor has 
always been central to the stories we 
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see and has never just wandered 

through them. For the majority of the 
show’s history, what we’ve seen is the 

Doctor, yes, wandering into a story, 
but then bending and warping it into a 
Doctor Who story through their 

engagement with it. Whether it’s 
Pertwee’s drag act version of a 

seventies action show, Tom Baker’s 
subversion of the Gothic or McCoy 
becoming ‘more than a mere Time 

Lord’, the Doctor is always central in a 
way that defines and shapes the story. 

 
At different points in the history of the 
program, this has also been 

specifically framed by the Doctor being 
a special case and central to the 

particular story being told. They have 
been President of Gallifrey, 

handpicked by the Guardians to save 
reality, one of the architects of Time 
Lord society as The Other and the last 

survivor of the Great Time War. 
 

It is not unique to Doctor Who for the 
weight of the history of a show to push 

its main characters into a more and 

more central role within the 
development of the narrative. Look, for 

instance, to The X-Files. Here Fox 
Mulder started off as an outsider, the 
FBIs Black Sheep insisting on 

investigating cases the rest of the 
bureau had no interest in. But as the 

series developed, Fox became 
increasingly central to the conspiracy 
that he was investigating, not just in its 

future development but also in terms of 
his previously unknown/retconned 

past. 
 
It is also true of long running non-

genre work that the weight of a texts 
accumulated history will begin to warp 

the story around itself at a certain 
point. Look, for instance at that other 

British televisual institution Coronation 
Street. Back in 2000, the 40

th
 

anniversary Save the Cobbles 

storyline which culminated in the first 
live broadcast of the show since 1961 

saw the street itself define the plot and 
became a metatextual celebration of 

the program, its long history and its 

position in the cultural landscape. 
 

So, I don’t necessarily feel that a story 
that pushes the Doctor to its very 
centre is out of bounds. It’s one of a 

number of different cards that the 
show can play. Indeed, it is almost an 

inevitability given the longevity of 
Doctor Who that it will come up as a 
story option every once in a while, and 

it’s to the credit of various show 
runners that it hasn’t become a default 

setting. With The X-Files the narrative 
weight I’ve been talking about became 

a black hole the story couldn’t escape. 
Whereas with Doctor Who it has 
remained one of a number of different 

story options to explore and I see no 
reason to believe why things will be 

different following on from “The 
Timeless Children”. 
 

This being the case, is it permissible to 
change, attack or demolish 

established continuity? Or should the 
people in charge of Doctor Who be 
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able to think up new and interesting 

things to do without touching what is 
considered sacrosanct?  

 
Inevitably, the quote that springs to 
mind here is “whatever happened to 

the magic of Doctor Who?” Poor Jan. 
Apparently, he got over it. 

 
Clearly, it is the malleability of Doctor 

Who that has allowed it to continue for 
nearly sixty years. This malleability is 
on display in terms of production and 

presentation. It is on display in its 
narrative style and the way a story is 

told. And it is also on display in the way 
that continuity and ‘lore’ develops and 
are changed to suit different periods 

that Doctor Who is being produced in, 
better to chime with and echo the 

culture that surrounds it at the time. 
 

When Doctor Who returned in 2005, 
RTDs removal of Gallifrey and the 
Time Lords was a huge change but a 

very smart move. Stripping continuity 
and back-story to its bare bones, the re

-launched Doctor Who streamlined its 
continuity in order to welcome a new 

audience whilst hinting at a larger 
mystery and also giving a metatextual 
nod to the Wilderness Years when the 

show was not on TV. 
 

As a general rule of thumb, I would 
argue that retcons and rewriting of 
rules can be deemed a success if they 

open stories out and a failure if they 
close them down. Without doubt, the 

Time War definitely opened things out. 
It allowed the show a freedom from the 
sort of heavy ‘Cult TV’ style continuity 

that the failed attempts at relaunching 
Doctor Who during the 1990s had 

looked towards, whilst also offering a 
canvas for countless unseen 
adventures. 

 
“The Timeless Children”, despite 

criticisms about its infodump-heavy 
execution, offers a similar opening out.  
 

Steven Moffatt in his time as show 
runner had touched on the idea of 

class and how the Lord part of Time 
Lord colours the Doctors attitude and 

outlook. To my mind, Chibnall is 
building on this when he seeks to 
reposition the Doctor not as a Lord but 

as an outsider and a refugee who is 

exploited by the society they take 
shelter in. 

 
Inevitably for a long-running story with 
such historic weight, Moffatt’s 

commentary on the Doctors lordly 
status becomes a comment on the 

program itself and its roots in the 
Victorian and early 20

th
 century pulp 

fiction of Empire. But whereas Moffatt 

seems more inclined to consider and 
comment, Chibnall is willing to turn 

things upside down and open up the 
Doctors story to everyone. 
 

For young people especially, the way 
they engage with a text can have a 

profound impact on their view of the 
world and the way they see 

themselves. For Doctor Who to 
explicitly say this character could be 
you or someone like you, in fact they 

could be absolutely anyone, is 
important and radical. It is a definite 

opening out of the horizons of the 
show that goes a significant step 
further than Moffatts oblique meta 

commentary. 
 

Already over the course of the last 
year we have seen this opening up 
picked up and built on. Obverse Books 

published Forgotten Lives, a wonderful 
anthology of stories featuring the now 

canonical Morbius Doctors. While 
during the first lockdown the 
StayingInTheTARDIS hashtag used 

the fact that the Doctor could now 
explicitly be anyone to bring people 

together at a strange and difficult time 
to create their own Doctor. 
  

More recently, the fan anthology 
Gender Who? offered a great 

celebration of Doctor Who by trans and 
nonbinary fans. In it, a number of 

contributors talked about how Jodie 
Whittaker, Jo Martin and the opening 
up offered by “The Timeless Children” 

had affected the way the relate to and 
engage with the program. The essay 

by Jonah Akos in particular looked at 
this in detail and explored his personal 
response to the episode. His response 

to the accusation that the revelations 
of “The Timeless Children” make the 

Doctor ‘too special’ are really 
interesting. Citing examples of medical 

exploitation of people of colour, he 

writes amongst other things about the 
story of Henriette Lacks. Lacks was an 

African American woman whose cells 
were taken without her consent and 
used as the basis for the development 

of the polio and HPV vaccines, as well 
as other medical breakthrough’s. Proof 

that someone can be both completely 
ordinary and the most important 
person in the world at the same time. 

  
Akos also argues strongly and 

effectively in favour of the widening of 
the field the story offers: “Here I was, 
feeling connected to this character as 

a person of colour for the first time in 
Doctor Who’s entire run, and other 

people were treating this as universally 
and inherently bad simply because it 

wasn’t made for them. They didn’t feel 
connected to the story, so they made a 
snap judgement that it meant nobody 

connected with the story. Maybe if 
they’d seen it with me and seen how 

much I cried at it or how I sat there in 
silence after the credits rolled – maybe 
then they’d recognize it wasn’t a net 

loss for fans.” It’s a great article and 
one I’d encourage people to look up. 

 
Hopefully, these works and 
engagements with the text are just the 

beginning. Really, the question of 
whether “The Timeless Children” is in 

and of itself actually any good is 
secondary and pales in the light of the 
exciting new horizons that the change 

it delivered has opened up. I’m not 
sure if that counts as sitting on the 

fence or having your cake and eating 
it, but on balance that’s how I feel! 
 

Looking back on “The Timeless 
Children” a year on, Doctor Who is still 

here, it’s still in production despite a 
world-wide pandemic that has seen 
other productions fall to the wayside 

and it has a broader palette to create 
stories with in the future. Whatever 

criticisms I might have about the 
specific execution of “The Timeless 
Children” are, I think, far outweighed 

by this. So, there you go Chibnall – I’d 
call that a win. 
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Welcome everyone to the next 

instalment of “Who You Build”, 

Dave Etches continuing look at 

model making. 
 

In this issue we’ll be looking at the 
Dalek appendages. How the parts 
varied through the years and of course 

the different methods to construct 
them. 

 
For all the dimensions of the various 
parts covered in this article, and 

indeed for any of the previous articles. 
I whole heartily recommend joining the 

Project Dalek Forum, for one thing it’s 
free to join, always a bonus. But once 

you’re a member you’ll be able to 
download some very well-produced 
plans, free of charge and get some 

help and support during your descent 
into madness. 

 
Firstly, let’s look at which parts of the 
Dalek are referred to as the 

appendages, and a quick bit of their 
history behind the creation of these 

props. 

Ok the first thing to note is the dome 
lights aren’t the Daleks ears. Builders 
only refer to them in this way because 

let’s face it that’s what they look like. 
 

In the original design of the Daleks the 
lights on top of the dome had not been 

included. It was only during rehearsal 
stage that it was noted that the 
audience would have no idea which 

Dalek was supposed to be talking. To 
give the viewer a distinguishable 

reference, car lamps where quickly 

fitted to the top of the domes and 

disguised by ping pong balls. 
 

These lamps could then be flashed by 
the operator using a simple push 
button switch inside the prop when 

their Dalek was talking. 
 

In the original script the single eye 
stalk was one of the few details 
outlined by Terry Nation’s for how the 

Daleks were to look like.  The iconic 
look of the final prop was down to the 

work of BBC designer Raymond 
Cusick.  
 

As with all props used on Doctor Who 
at this time, money was tight for the 

actual builds. It was never envisioned 
that these props would ever reappear 

after their episodes where completed. 
So little thought therefore went into 
making the props a show piece build, 

and all cost saving where welcome. 
  

The eye is one such piece where the 
expedient use of a Chappie dog food 
tin helped cut the cost, with the bottom 

of the dog food tin being used to create 
the Iris rings on the Dalek eye.  

 
The Daleks exterminator fared much 
better during the build, but 

unfortunately the same cannot be said 
of the arm. The arms original design 

had a manipulator claw that the 
operator would be able to use for 
picking items up etc. During the build 

stage this was deemed too costly for a 
prop that would be scrapped after 

production had finished. The arm was 
then finished off instead with the 
dreaded sink plunger, not one of Sci-

Fi’s finest hours. 
 

The more modern Daleks like the white 
imperial had some subtle changes to 
them. But it wasn’t until the 2005 

redesign these items where drastically 
changed for the better. And in the case 

of the sink plunger shown to operate in 
a really cool way. 

 

“My vision is impaired; I cannot see”. 
Those immortal words along with 

“Exterminate” would fill the school play 
grounds for many a year. That and the 
dam sink plunger becoming 

synonymous with the Dalek’s in the 
60’S and throughout the classic era. 

 
Any changes that occurred in Dalek 
design during the classic years, where 

small and where relevant I’ll try to point 
these out. The build techniques, 

however, are the same for all classic 
Daleks.  
 

The eye is made up of four basic 
components, the pivot point that sits 

partly inside the dome to allow 
movement up and down. The eye stalk 
discs, the eye stalk itself and the iris 

ball at the end.  
 

For the sake of this article, we’ll start 
with the classic Dalek first. Mainly 
because it’s been around the longest 

and is the basis for all the classic 
builds. 

The pivot as stated is there to simply 

allow movement up and down, it’s 
usually made from two discs of 18mm 

ply wood stuck together to produce the 
correct thickness. The easiest way of 
doing this is to use a 102-104mm hole 

cutter. I’ve done it using a Starret hole 
saw that is intended to be used on 

metal. 
  
The reason for using a 102-104mm 

diameter hole cutter is because we 
want the internal core bit that has been 

cut out, not the hole diameter. Also, 
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the pilot drill gives you a nice centre 

hole to bolt the two halves together 
when gluing and saves you a bit of 

work.  
 
Once the glue is set some gentle 

sanding, and possibly with the help of 
a bit of filler, you should be able to 

produce a nice round disc. Then all 
that’s left to do is produce a flat 
surface on one side and attach a 

threaded insert in the middle of the flat 
for the eye stalk to screw into. 

The eye stalk disc can be cut out in a 
similar fashion. There are different 

sizes of disc that need to be cut as 
seen. When working out which cutter 
to use, please remember that the 

specified hole is the outside of the 
cutter. As we want the bit left over in 

the middle, allowances for material cut 
of will need to be made. 
 

The Mk1 Dalek had 9 discs on its eye 
stalk, but this soon was reduced to 5 

and then 4 on the Mk2 & 3 versions. 
The original discs where cut from matt 
blue Perspex. A similar type of 

Perspex is still obtainable, but not the 
exact same. However thin ply cut and 

sanded before spraying can be used to 

produce a decent replacement 

alternative. 
  

Looking at the Iris ball itself, this part is 
usually made from 2 halves of a 
100mm Christmas bauble, a magic 8 

ball or if you’re feeling adventurous 2 
halves of a stainless-steel gazing 

globe. 

Before the two halves are joined 

together 4mm is cut off the large 
diameter, if you’re using a plastic 

Christmas bauble as most builders do. 
First remember to trim of the male 
joining ring of the relevant half, before 

measuring the 4mm for removal. 
 

An easy way to mark the parts for 
cutting is to hold the pen still whilst 
rotating the part, strangely most pens 

have a nib 4mm high when laid flat on 
its side. About now you’d be forgiven in 

thinking Shawcraft was taking the path 
of least resistance making these 
things. 

 
Once marked out and trimmed one half 

has a hole cut out in its centre to 
enable the can to be fitted into it.  And I 
bet you were thinking I was kidding 

about the dog food can. 
  

Once all the cutting is done the two 
halves are glued together, it’s a good 
idea to also reinforce the joint with 

some fibre glass on the inside of the 
ball.  

 
If you’re planning on making the eye 
without a removal iris, then the 

mounting nut or bolt will need to 
secured to the back of the eye prior to 

fitting the front lens pieces.  
 
Once the two halves are joined 

together the dreaded dog food can is 
fitted in and glued in place, the lip of 

the tin needs to be left proud and car 
body filler is used to smooth the end 
off.  

 
Right here you have a choice. 

Underneath normal metal cans there 
are a series of rings. If you wish to 
follow Shawcraft’s example of cost 

saving, you can paint these rings to 
produce the Lens Iris or you can trim 

out the bottom so you can make 
proper Iris parts and maybe light them 
from within.  

 
Either way once all the parts are fitted 

together it’s time to get busy sanding 
down the filler and then filling and 
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sanding it down all over again. 

It may seem a pain at times but don’t 

get carried away with trying to do the 
fill and sand in one go. I’ve yet to meet 
anyone who has achieved the desired 

result in the first pass. But on the other 
hand, try not to get too carried away 

with perfection. 
 
The irises on the Daleks are one of the 

changes that occurred over the years, 
so depending on which era Dalek your 

building, the parts required will vary 
slightly. Consider the following Irises 
from the classic era. 

As you can see the changes are minor 

depending on how the Dalek was 
refurbished for that season’s episodes.  

Home builders tend not to just paint the 
bottom of the dog food tin, and take a 
bit of a better approach to their props. 

The iris typically is made up of the 
following components, the outer ring is 

made from the dreaded dog food tin.  A 
slight lip is formed on the inner edge to 
retain the acrylic disc’s, there will be a 

least three disc’s a clear outer disc 
behind which a black non-transparent 

disc is fixed. Depending on which era 
you’re building a smaller black disc will 
make up the pupil. Behind these a off 

yellow disc is fixed. Personally, I think 
the off yellow disc is a result of 

Shawcraft having some old Perspex 
laying around that had discoloured, but 
that’s just me.  Obviously, the exact 

size and number of parts will vary with 
the era of Dalek you wish to make. All 

the parts are then glued in place inside 

the dog food tin.  

OK let’s be up front here I really don’t 
like the tin can method of building the 

eye, for one thing any thin wall tube will 
do the job. Also, if you want to light the 

iris then making the discs as an 
independent unit capable of being 
taken in and out makes so much more 

sense if you have the smooth wall of a 
tube. Also, you can get 75mm plastic 

pipe from DIY shops and if you buy a 
coupling rather than a pipe you can 
create the lip on the tin as well, if you 

must, just saying. 
 

There are of course other ways of 
building the eye but I’m not planning on 
covering all ways just the most used 

methods. A lot of good tips however 
can be found on the Project Dalek 

Forum (www.projectdalek.com) and for 
some very useful information on the 

various designs of iris, I recommend a 
visit to site called Dalek 63-88 
(www.dalek6388.co.uk) which is a 

great resource for reference photo’s 
etc. 

 
The eye stalk itself is not just a straight 
tube. It has a section in it that is 

tapered part way along its length. Why 
this was added I don’t know. When 

assembling the eye stalk, it’s easier if 
each of the different parts are broken 
down into series smaller sections, then 

assembled onto a threaded rod. This 
then allows the builder to treat the 

tapered piece as an individual part. 
Also, it enables the discs to be spaced 
out using a series of short tubes, this is 

a much better method of building than 
trying to stick the discs onto the 

outside of a tube. 
 
The tapered section is a 110mm long 

piece that sits before the start of the 
discs and if you have access to a 

wood lathe it is easily reproduced. For 
the rest of us mortal’s other means of 

producing this part need to be found. 
Here I have sneaking idea as to how 

this part was produced originally. 

 
The Daleks were produced in the early 

60’s and at the time it was fashionable 
to have round tapered legs on your 
coffee tables etc.  

O yes table legs of the type used for 

60’s furniture strangely happens to be 
of the right size and taper for our use. 
The shorter ones tend to be best as 

they have a nice straight bit before the 
taper, just like the Daleks have, 

strange that don’t you think. These 
legs are of course still available to buy 
from DIY stores, so why not use them. 

 
The tapered part will need drilling 

through its length, fortunately the legs 
have a thread insert that can be 
removed. This will then leave a 

predrilled hole in the centre of the leg. 
Standard drills are not long enough to 

do this, so a long series drill will be 
required for it.  
 

Once the taper part has been suitably 
drilled the parts are assembled onto 

the threaded rod. Each disc is then 
fitted with a short piece of tube to 
space them out the correct amount. 

After the last disc is fitted another 
longer piece of tube is fitted before all 

the parts are clamped up using the 
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eye’s internal nut. 

 
If indeed you are intending to light the 

back of your Daleks Iris, which by the 
way was only ever done for the Dalek 
Supreme on TV, then using a threaded 

tube will enable you to run cables 
down its length.  

 
Of course, things in life are never 
simple as thread light fitting tubes 

come in M13 and M10 fine thread 
pitch. So, you can’t just buy standard 

M10 or M13 nuts and taps as they 
aren’t compatible. So, when you’re 
ordering the threaded rod, please 

remember to get compatible nuts. The 
thread at the pivot point can be easily 

glued in using Araldite or you can fix a 
suitable thread into the pivot.  
 

As I’ve said this method is the most 
commonly used for building the eye, it 

is also the most common method for 
building other versions of the Daleks. 
There are of course differences 

between the Classic design and the 
NSD, the pivot has extra detailing on 

them, and the eyeball is much 
different. The eye discs are also 
concave not flat.  

 
If anyone is familiar with the look of a 

timing belt, they will recognise the 
tooth pattern look of the pivot. I’m not 
sure if this was the intended idea but it 

makes the pivot look a whole lot better. 
There are many ways of producing this 

look, short of wrapping the pivot in a 
timing belt. The most common used 
method though is to cut a series of flat 

strips which are then stuck to the 
outside edge spaced evenly to 

produce the toothed look. 

The concave discs are another subtle 

change to make the Daleks different to 

the classic design. There are a couple 

of ways of making these, some 
builders have good results heating 
Petg plastic sheet and moulding them 

over mould. But a lot of builders have 
gone for the easier method of using 

the lens cover from battery-operated 
stick-up lights. There are six discs in 
all in three sizes, once the centre hole 

has been drilled in the lens the disc is 
carefully trimmed to size before the 

edge is sanded flat. 

The biggest change is the main eye 

ball, this time thankfully there is no dog 
food tin insight. Now the bad news, it’s 
takes more work to build it.  

 
As with the classic eye the basis of the 

NSD eye ball starts off with a 100mm 

magic 8 ball cut in half or one half of a 
plastic Christmas bauble, to which a 
short length of 100mm diameter plastic 

tube is attached. Around the outer 
edge of the tube is arranged a series 

of 12 half round 4mm diameter pieces 
spaced equally.  
 

The front section of the eye slides 
inside the rear section and is held in 

place by three cap heads. This of 
course enables the eye to be taken out 
for lighting and ease of clamping the 

parts together.  
    

The Lens part of the eye is made up of 
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a series of stepped rings. These are 
laid up on top of each other starting 

with the smallest diameter centre hole. 
These are then left proud so that the 

step can be filled with filler and 

smoothed down to make the front 
chamfer.  The centre of the lens is 
then filled with a disc of blue opaque 

Perspex and lite from behind. 

Unlike the classic eye the stalk on the 

NSD is the same diameter all the way 
down with no taper. As before each of 

the elements are fitted onto a threaded 
bar or rod using spacers made from 
the aluminium tube. The eye is again 

used as the clamping method with the 
nut pulling the parts together. 

 
As I said earlier in this article there are 
other ways of building these parts, I’ve 

only covered the most used methods. 
However, it is worth noting that when 

NSD was redesigned by Mike Tuckers 
team, the parts they used where 
purchased from EMA Model Supplies 

Ltd. Why don’t most builders use these 
parts, lets be honest, it’s mainly down 

to cost. But should you wish to 
purchase the parts for the eye and dish 

parts for the rings. Then happily the 
great plans from Project Dalek Forum 
have all the part numbers listed for you 

to purchase them. 
 

Hopefully should there another issue of 
Whotopia I will cover the arm and the 

exterminator till that time happy 
building and stay safe. 
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In January 2018 I began watching every episode of Doctor 

Who in chronological order, at the rate of one a week. In 
making this sixteen plus year commitment I hoped to 

rediscover my love for the show and understand why it 
continues to motivate and inspire me. I also wanted to 

watch the story unfold in context. 
 
The initiative presented some 

difficulties, not least because, unlike 
the original audience, I know what 

will happen. The episodes are all 
familiar to me, some more than 
others, but I will not be surprised 

when an old enemy reappears or a 
companion dies. Nor will I 

understand or fully appreciate 
references to contemporary issues. 
There will be moments when I fail to 

grasp the intended meaning and 
others where I find things missed on 

the previous viewing.  
 
Here are my musings on the fourth season. 

 
The fourth season of Doctor Who is weaker than the first 

three and yet the most important. Without a successful 
change of lead actor, the show could not have continued. 
William Hartnell is in sparkling form in his last two stories 

then Patrick Troughton eases himself into the role, adding 

more comedy and a darker, manipulative side. The change 
is gradual. His first five stories could conceivably have 

featured the first Doctor, with some dialogue changes and 
no disguises. “The Faceless Ones” and “Evil of the Daleks” 
wholly belong in the new era. Credit goes to the writers 

charged with the almost impossible task of creating the 
same individual with differences. 

Foremost amongst these is David 
Whittaker, responsible for many 
memorable characters in previous 

stories. He also improved the 
Daleks, restoring some of their 

cunning and making them 
formidable opponents once again. 
 

That is not to say that either Dalek 
story is worthy of classic status. 

“Power of the Daleks” works as an 
introduction to the new Doctor. The 

narrative is stretched and none of the inhabitants of the 

colony or their politics are interesting. Crucially, and 
inexplicably, a Dalek recognises the Doctor and thereafter 

the viewers, along with Ben and Polly, are convinced of the 
lead character’s credentials. In their second appearance of 
the season the Daleks have a photograph of both the 

Doctor and Jamie. This story has some memorable 
moments, suffering from a nonsensical and elaborate plot. 

“The fourth season of Doctor Who is 

weaker than the first three and yet 

the most important.” 
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From the third episode onwards, it feels 

like a first draft. This is a recurring 
feature of a season populated with 

unnecessary scenes. “The Faceless 
Ones” and the two Dalek stories would 
be better if an episode, or two, were 

edited out.  
 

Like the previous two seasons we begin 
with a lightweight story. “The 
Smugglers” is rather charming and 

more enjoyable than the other 
historical, “The Highlanders.” Both try 

and fail to get the right balance 
between drama and comedy. This is 
the first season when the TARDIS does 

not travel earlier than the seventeenth 
century and neither story is a good 

example of the historical format. The 
only moment of real tension is when 
soldiers prepare to hang the Doctor, 

Ben and the Jacobites in the first 
episode of “The Highlanders.”   

  
It is the first season with no complete 
stories left in the archives, meaning that 

the general shift from dialogue towards 
action cannot be properly appreciated. 

Nor can the more contemporary 
settings. “The Faceless Ones” and the 
first episode of “Evil of the Daleks” are 

grounded in the 1960s. Both benefit 
from this and from then moving to other 

locations. Gatwick Airport switches to 
the Chameleon’s base and “Evil” takes 
us to Victorian Kent then Skaro, the first 

planet after Earth to be revisited. The 
other science-fiction stories are variants of the base under 

siege theme, with “The Macra Terror’s” holiday camp 
offering the most original setting. 
 

“The Macra Terror” is affected by the loss of visuals more 
than the others. In the interests of fairness and authentic 

experience, I listened to the sound track instead of viewing 
the recent reconstruction. This was largely frustrating 
because the dialogue does not convey the intended terror. 

“The Tenth Planet, The Moonbase” and “Evil of the Daleks” 
also incorporate horror elements. “The Underwater 

Menace”, by far the worst story of the season and possibly 
of the first four seasons, could be seen as an attempt to 
mimic James Bond with a mad scientist attempting to raise 

Atlantis and destroy the world. Zaroff could easily have 
been a Bond villain in the Roger Moore era ten years 

ahead of time. The realisation is poor, and there are too 
many characters with too much running round, being 
captured and then escaping. Particularly inexcusable is the 

Doctor’s decision to capture Zaroff, then leave him in 
Polly’s charge. Fortunately, it is followed by “The 

Moonbase”, a far more sensible adventure. 

As the Daleks approach what was 

considered their ultimate end, the 
Cybermen emerge to challenge them 

as the more popular monster. “The 
Moonbase” repeats “The Tenth Planet”, 
a noticeable cheat because they are so 

close together. “The Tenth Planet” 
works better, due to General Cutler. 

Hobson initially has the same role in 
“The Moonbase” but trusts the Doctor 
and works with him when his story is 

proved true. Cutler continues to provide 
an additional threat and keeps the 

narrative moving. His descent into 
madness, prompted by concern for his 
son, is particularly well conveyed. 

 
The most important development in the 

season is the completion of the 
Doctor’s transformation into a 
protagonist. Hartnell’s verbal sparring 

with General Cutler confirms his hero 
status, far removed from the 

uninterested observer in his first story. 
The new Doctor explicitly states his 
remit to fight evil, staying in locations 

for this reason. Writers were no longer 
obliged to find a reason for integrating 

him in the plot and, more than Hartnell, 
he became responsible for solving the 
problem. When we reach “Evil of the 

Daleks” he is the reason for the story, 
only the second time that this 

happened. 
 
Jamie emerges as the lead companion 

after a long time in Ben’s shadow. 
Some of his scenes are delightful, particularly his 

interactions with female characters like Sam Briggs in “The 
Faceless Ones” and Mollie Dawson in “Evil of the Daleks”. 
He’s also willing to challenge the Doctor. Victoria, when 

released from captivity, shows that she will be a worthy 
regular, whilst Ben and Polly leave with potential unfulfilled. 

Their departure is truly the end of the Hartnell era. 
 
The most contemporary season concludes with a bold 

decision to move away from a contemporary crew. It tries 
to be different without quite delivering on its potential. 

 

The Best of the Season 
 
Best Story:  The Tenth Planet 

Best Writer:  David Whittaker 
Best Regular Actor: Patrick Troughton (The Doctor) 

Best Supporting Actor: Robert Beatty. (General Cutler) 
Best Adversary:  The Daleks 

Best Scene:  The Doctor acknowledging that evil  
   must be fought (“The Moonbase”) 
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Doctor Who has always had a 

relationship with the horror genre. It 
has hijacked and reinvented horror 

tropes and themes from the very start, 
and throughout its decades long run, it 
has had no qualms paying homage to 

specific sub genres 
such as the classic 

run of Universal horror 
films or wider and 
loser genres including 

Gothic fantasy and 
body horror. 

 
This series of articles 
will examine each 

story of Doctor Who 
by looking at the roots 

and antecedents of 
popular monsters and 

stories, as well as 
investigating the 
contribution made to 

the horror genre by 
the technicians and 

actors who populated the series. The 
topic of the articles will not be confined 
to looking at horror cinema alone, but 

will take in all forms of popular media 
including literature, comic strips, 

television and radio. Horror will be the 
main emphasis of these articles, but 
we won’t be ignoring the genres of 

science fiction or fantasy either, 

especially when it comes to the credits 
of technicians and actors. This is in 

part due to some filmographies 
containing only mainstream 
contributions with none or very little 

horror flavoured credits, but also 
because very often fantasy and 

science fiction (sci-fi) has many cross 
overs with the horror genre. I like to 

imagine that if I drew a Venn diagram 
of the three genres under the 
microscope of these articles that the 

fuzzy bisection of all three is the 

territory and hunting ground of these… 

erm, words! 
 

We will see that Doctor Who is, in 
storytelling terms, a magpie and also a 
nexus point in many actors and 

technicians 
filmographies who have 

dabbled or been heavily 
involved in genre film or 
TV. Part of the remit of 

these articles will also 
look at horror in the 

cultural aspect and how 
some stories have been 
singled out for critical 

reaction by both the 
viewers and reviewers 

and how cultural 
aspects have influenced 

the storylines, design 
and production of The 
Doctors televisual 

adventures. We will 
also, where possible, 

examine the ancient myths and 
legends that have and inspired and 
informed the series. Only stories 

transmitted on TV will be included, so 
no Shada, no Scream of Shalka or pilot 

episode. It’s going to be a bumpy but 
thrilling ride, so hold onto your fez...  
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STORY 002 

EDGE OF DESTRUCTION  
AKA INSIDE THE SPACESHIP / BEYOND THE SUN  

( 2 episodes transmitted 8th February 1964 – 15th 

February 1964) 
 

THEMES, HOMAGES, TRIBUTES 

AND TRIVIA  
 

“Edge of Destruction” is an early 
example, possibly the earliest 
example, of what has now become 

known as a bottle episode. Essentially 
this is an episode that is produced 

inexpensively using as few non-regular 
cast members, effects and sets as 
possible. The phrase bottle episode 

seems to have originated during the 
production of the original Star Trek TV 

series with the cast and crew using the 
phrase “ship in a bottle episode” for 
episodes that took place entirely on the 

Enterprise. The story was 
commissioned due to an over spend 

on the production of “The Daleks” and 
concerns over the expense of the 
forthcoming “Marco Polo”. Each 

episode of Doctor Who cost 
approximately £2,500 during this 

period. The first episode of “Edge of 
Destruction” cost £1480 with the 

second coming in at £1506, making 
this the cheapest Doctor Who story 
ever made for TV transmission. 

 
“The Edge of Destruction” is also a 

prime example of psychological horror 
– a subgenre of horror fiction that 
relies on characters fears and 

emotional instability to build tension. 
Early psychological horror films include 

The Black Cat (1934) and Cat People 
(1942). Later examples include 

Repulsion (1965) and The Blair Witch 
Project (1999). The subgenre of home 

invasion films, for example Straw Dogs 
(197?) and more recently You’re Next 
(2013), are an extension of the 

psychological thriller. This story taps 
into both genres of cinema with the 

TARDIS crew experiencing 
psychological extremes such as 
paranoia as well as suspicions that 

their home, the TARDIS, has become 
invaded. 

 
This story also sees the very first hint 
in the series that the TARDIS may well 

be alive and sentient on some level, 

possibly telepathically. It’s worth noting 

that The Doctor is somewhat surprised 
by this development, a thread that 
eventually becomes fully developed in 

the Matt Smith era in the episode “The 
Doctor’s Wife”. 

 

The effect of the melting clocks is a 

nod towards the paintings of Salvador 
Dali, the Spanish surrealist painter, in 
particular the 1931 painting “The 

Persistence of Memory”. The painting 
displays four clocks in an empty desert 

landscape. The clocks are not flat as 
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expected, but bent out of shape as 

though melting under intense heat. So 
what does this signify? A remit of the 

surrealist movement was attempting to 
depict in the medium of art what it was 
like to dream, indeed Dali himself once 

described his art as “hand painted 
dream photographs.” If 

“Persistence of Memory” 
depicts a dream state, we 
can begin to interpret the 

image. In our waking state 
we can easily keep track 

of time, but in dreams time 
is flexible and fluid. It can 
ebb and flow at different 

rates. In our dream state 
time and therefore the 

clocks have no meaning 
so perhaps they are 
melting away because 

they are insignificant? 
 

Now this is where it gets 
even more weird and 
interesting when relating the meanings 

of the painting back to the world of 
Doctor Who. Some scholars believe 

that the clocks actually represent 
Einstein’s Theory of Relativity. With 

this ground breaking theory Einstein 
proposed a different way of viewing 
time as something varied and complex 

and not something that is fixed and 
easily measured by a clock or watch. 

With this in mind the clocks can be 

viewed as melting because they have 
lost their stability and power in the 

wake of Einstein’s theory. Surely if one 
were able to travel in time then our 
perception of the passage of time 

would become equally fragile and 

malleable? It’s extremely debatably 

that any of this was actually on the 
minds of the writer or production staff 

at the time, but the coincidental 
connection certainly makes food for 
thought. 

Of all of the early seasons of Doctor 
Who this story is, in storytelling and 

presentation techniques, the closest 
the programme comes to a stage play 

due to its limited sets, camera angles 

and actors; it all gives the impression 
of watching as the action unfolds as if 

on a stage. We’re also tentatively in 
the territory of the haunted house, a 
film genre as old as the medium itself, 

with themes and stories being explored 
in early silent cinema right 

through to the present day. 
The TARDIS exerts a 
supernatural influence over 

the environment and 
possesses the TARDIS 

crew, tropes explored in a 
typical haunted house 
horror movie. For a prime 

example of this see The 
Amityville Horror (1979 and 

the 2005 remake) and all its 
associated remakes, 

sequels or spin offs.  
 
With two directors helming 

an episode each it’s worth 
noting that there are distinct 

differences in style which add to the 
overall atmosphere and tone of the 
episodes. Richard Martin goes for a 

mainly static traditional approach but 
flavours his episode with moodier 

lighting lending a film noir tone to the 
events. On the other hand the newer 
blood that is Frank Cox brings more 

energy to his work with a more fluid 
camera involving plenty of panning and 
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zooming (pushing the boundaries that 

the extremely heavy and slab like 
cameras can achieve within studios), 

whilst the lighting is flatter and even. 
 
The story is also possibly the first to 

the centre of controversy over the 
depiction of death and violence in the 

series history. The scene with Susan 
brandishing scissors before savagely 
stabbing bedding warranted Verity 

Lambert receiving a serious ticking off 
from her superiors at the BBC. 

Lambert agreed that the story had 
overstepped the mark by allowing the 
use of a household implement as a 

weapon and she was incredibly careful 
about the rest of her tenure as 

producer to ensure that violence in 
future episodes was carefully and 
thoughtfully depicted.  

 

PRODUCTION STAFF 
 

DAVID WHITAKER - writer Whitaker 
wrote this 

story in only 
two days with 
the writer 

later 
reflecting that 

“It was, to be 
frank, a bit of 
a nightmare.” 

For further 
details of Whitaker’s credits see entry 

in “An Unearthly Child” (Whotopia 
Issue 26). 

 

RICHARD MARTIN – director 
episode 1 Martin began as a director 

on the early BBC soap opera Compact 
shortly after completing the internal 
BBC directors training course. He 

directed two episodes of the BBC 
anthology 

series 
suspense in 
1963 before 

going on to 
direct a total of 

twenty-two 
episodes of 
Doctor Who 

for the Hartnell 
era. He also 
contributed to the 1968 BBC anthology 

series Late Night Horror as well as the 
1976 documentary The Legend of 

Loch Ness. 

 

FRANK COX – director episode 2 
born 1940. Married to actress Bridget 

Turner (who appears in the 21
st
 

century Doctor Who episode “Gridlock” 

as Alice Cassini). Studied English at 
the University Leeds and on graduating 
applied for the 

Royal 
Academy of 

Dramatic Art. 
On being 
turned down 

he applied, 
and was 

successful, for 
a job as a floor 
assistant at 

the BBC. He 
eventually 

went through the internal BBC training 
course for directors and his episodes 
of Doctor Who were among his first 

assignments. His credits include the 
BBC series Doomwatch – Hear No Evil 

(1970). Later became a producer and 
in this capacity, he is best known as 

the producer for Euston Films Cats 
Eyes (1985) and for the Scottish soap 

opera Take the High Road (1992 – 
1993). 
 

RAYMOND CUSICK - designer see 

biography for previous story “The 
Daleks” (Whotopia Issue 27). 

 

DAPHNE DARE (1929 – 2000) – 
costumes. Dare was the most popular 
costume 
designer for the 

early years of 
Doctor Who and 

in fact worked 
on more 
episodes of the 

original series 
than any other 

costume 
designer. Born 
in Yeovil, 

Somerset. Her film work includes the 
bona fide classics of British cinema – 

Kes (1970) and Gumshoe starring  
Albert Finney (1971). 

 

DENNIS CHANNON – studio 
lighting. Responsible for the lighting 

on three episodes of the BBC sci-fi 

anthology series Out of the Unknown – 

Come Buttercup, Come Daisy (1965), 
The Machine Stops (1966) and 

Lambda One (1966) and four episodes 
of the BBC thriller anthology series 

Menace – Good Morning Yesterday 
(1970), The Millicent Sisters (1970), 

Deliver Us from Evil (1973) and Boys 
and Girls Come Out to Play (1973). He 

also contributed to the BBC Play of the 
Month – Rasputin (1971) and the 
paranormal flavoured anthology series 

The Mind Beyond – The Love of a 
Good Woman (1976). He would return 

to the world of Doctor Who working on 
“The Massacre, The Masque of the 

Mandragora” and “Vengeance on 
Varos”. 

 
CLIVE DOIG – vision mixer see his 
entry under “An Unearthly 

Child” (Whotopia Issue 26). 
 

GUEST ACTORS 
There are no guest actors in this story 
as only the regular cast features. 
 
This article was written to a soundtrack 
consisting of Werewolves of London by Warren 
Zevon, Tong Zi Dan (Mike Dehnert remix) by 
Simian Mobile Disco, Hard Knocks by New 
Young Pony Club, Endless Art by A House and 
Up Past The Nursery (Ivan Smagghe edit) by 
Suuns amongst other tunes…  
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