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ABSTRACT 
 
 
This PhD project consists of a creative writing component, which is a feature film screenplay 

titled The Pyjama Girl, and an exegesis entitled ‘Submerged women, liminal voices:  A 

feminist investigation of feature film screenwriting as creative practice’. 

 

In the creative work the central image of a murdered, submerged women is used as a 

catalyst to produce a feminist reading of the detective crime genre. The subject matter of the 

screenplay is inspired by a notorious murder case that took place in Australia in 1934. The 

factual case was not closed until 1944; however, many questions remained open and 

unresolved. The screenplay pivots around the murders of two young women. One woman’s 

body is submerged in formalin and preserved for ten years; the other is submerged in the 

Murray River, New South Wales.  

 

The exegesis argues that women screenwriters and women directors have been largely 

excluded from feature film screenwriting and production. The effect of this exclusion is that 

women’s authorship and voice have been submerged and have yet to be thoroughly 

articulated in the feature film form. The thesis offers an analysis and critique of women’s 

participation in the feature film industry, using feminist theory and philosophical frameworks, 

which draw on Mikhail Bakhtin’s concept of dialogism and Gilles Deleuze’s concept of 

affect. It uses autoethnographic, and conventional evaluative methodologies and the acting 

theories of Stanislavski to explore the context and creative challenges faced when writing a 

feminist feature length screenplay.  

 

The exegesis links to the creative work through the central metaphor of the submerged 

woman, using this metaphor to explore the history, philosophy and politics of feminist and 

women’s feature film production with particular emphasis on the screenwriting process. The 
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exegesis also considers the submerged woman as the other of screenwriting and points toward 

the liminal state of screenwriting as an in-between state to the becoming-film. The thesis 

outlines a theoretical framework and context for considering screenwriting as a liminal text 

and argues that women screenwriters are the limina within the liminal, excluded by the 

politics of the film industry. Finally, through the exegesis and creative work, I challenge that 

exclusion  and emerge as woman-screenwriter.  
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MUSIC: Suspense 
 

1 EXT. VAST RURAL AUSTRALIAN LANDSCAPE - SUNSET (1934) 1 

A spectacular violent storm simmers on a molten horizon. 
The vast Murray River snakes through perfect fog-filled 
valleys. Kangaroos take flight into a native forest. 

2 INT. A DARK ROOM - NIGHT 2 

Dark shadows. A 1930s revolver cocks. The sight line of 
the gun cautiously approaches the head of a sleeping MAN. 
A WOMAN'S HAND nervously nudges the muzzle against his 
head. Her manicured finger hesitates on the trigger. The 
man makes a lunge for the gun. The woman fights 
viciously. He wins possession -- aiming the revolver at 
her head. We look straight down the barrel -- the GUN 
FIRES -- blood -- silence -- black. 

3 INT. A DARK ROOM - CONTINUOUS 3 

Inky shadows. A WOMAN gasps for air -- images and sounds 
are indistinct -- we lose focus sliding in and out of 
consciousness. We hear the muffled raging of a MAN 
shouting. 

 
YOUNG WOMAN 

(terrified) 
It’s the truth. He’s lying. I love 
you.... On my life it’s the truth... 

 
Something slams us hard -- we go down -- black -- 
silence. We regain consciousness and see a hazy FEMALE 
form approaching, she wraps a towel across our eyes -- 
darkness. A GUN BLAST rips -- we jerk back -- blood -- 
silence -- black. 

 

DISSOLVE TO: 
 

4 EXT. RURAL LANDSCAPE, VICTORIA - NIGHT 4 

Dark winter clouds spew rain. Below, a tiny beam of light 
slices through the storm. It’s a speeding 1930s car. 

5 EXT. FOREST ROAD - NIGHT 5 

The rain persists. The car is now parked. The DRIVER, a 
slight man, refills the fuel tank, water pours off his 
hat and coat. He gets back in the car. Concealed in 
shadow, he studies a road map of Victoria. 

The car drives through the storm, and through the night. 
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6 INT. MURRAY RIVER, RIVERBED - NIGHT 6 

ANGLE FROM RIVERBED. BLACK. We hear a strong current 
overhead. The darkness above us is actually water. We 
hear the car approach. Headlights arc across the river 
illuminating the murky depths. The engine cuts. An object 
breaks the surface of the water and sinks towards us. 

 
Time extends -- as the object descends closer we see it 
is a 1930s revolver. 

 
Above, the surface breaks again. A HUMAN CORPSE, a 
beautiful young woman pirouettes feet first toward us. 

 
Time slows -- her silk garment engulfs her head and arms 
revealing voluptuous breasts. She twists in a balletic 
dance. The car screeches away. The body settles on the 
riverbed, enchanting and tragic in her murky grave. 

 
Time rapidly advances -- a blanket of silt covers the 
corpse, the body swells, a cancer of crabs devour flesh, 
the skeleton collapses. The body is finally consumed by 
the riverbed. 

 

7 I/E. MONTAGE - STOCK/ARCHIVE PHOTOS AND FILM FOOTAGE 7 

Credits: Macabre early forensics: finger printing - 
microscopic fragments - blood - bone - lab slides - a 
surgical knife dissects - a tooth is drilled - flesh is 
stitched - X-rays - diagrams - handwriting - photo 
negatives - bullet markings. The cops: smash cocaine labs 
- arrest drug barons and bent bookies - raid bootleggers - 
brothels and abortionists. The poor: queue for soup - 
march for jobs - beg and build squatter camps. 

 
TITLE: THE PYJAMA GIRL 

 

8 EXT. RURAL LANDSCAPE, NEW SOUTH WALES - DAWN BREAKS 8 

Below, bushland extends for miles eventually giving way 
to pasture, sheep and acres of vines. It is breathtaking. 

 
CAPTION: Days earlier - August 1934. 

 

9 I/E. CAR - CONTINUOUS 9 

In the rear passenger seat MABEL BLACKETT (40), 
intelligent, determined and elegant in a fashionable home- 
made Vogue-style suit, attentively looks ahead. An ornate 
gateway announces... the Griffith Estate. Beyond is a 
grand nineteenth-century mansion, thoroughbred horses 
train in the paddock. The driver, TOM GRIFFITH (20s), 
entitled boyish good looks, watches her in the rearview 
mirror. We follow the car as it speeds up the driveway. 
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10 EXT. GRIFFITH MANSION, REAR ENTRANCE - CONTINUOUS 10 

Tom pulls up at the rear of the mansion. Mabel steps out 
of the car raising her chin summoning a confidence that 
belies her working-class roots. She approaches the 
tradesman entrance and presses the bell. 

11 INT. GRIFFITH MANSION, HOUSEKEEPER’S OFFICE - DAY 11 

A formidable, no-nonsense HOUSEKEEPER (late 60s), 
snootily reads Mabel’s brochure: The Women’s Employment 
Agency. Providing quality staffing for quality clients. 
Flustered Mabel inspects a rack of identical very small 
French couture waitress uniforms. 

 
MABEL 

They are lovely... but- 

HOUSEKEEPER 
(Northern English accent) 

They’re the latest from Paris. Mrs 
Griffith doesn't want the guests thinking 
we’re unsophisticated country folk. And, 
she says she doesn't want any ‘shapely’ 
girls. She says it’s best to let the 
guests shine. 

 
Mabel holds a uniform to her body, the cut is impossibly 
tight. The housekeeper loses her patience. 

 
HOUSEKEEPER (CONT’D) 

If you can’t guarantee the girls I can go 
elsewhere- 

 

MABEL 
That won’t be necessary, I always keep my 
word ... Luckily for Mrs Griffiths the 
Depression has made sure the women of 
Sydney are fashionably thin. 

 
Mabel forces a smile and gives her a contract. 

HOUSEKEEPER 
Don't get ahead of yourself. Is this your 
first time at this? (realising it is) 
Well, we’ll have to see what Mrs Griffith 
thinks... contracts! Whatever next. 

 
Humiliated, Mabel blushes. The housekeeper leads Mabel 
through the opulent mansion. The house is in a flurry of 
preparations, deliveries, food, china, linen and silver. 
An argument raging upstairs moves downstairs in the form 
of MRS GRIFFITH (45), a striking boney beauty and MR 
CHARLES GRIFFITH (60), tall, silver-haired, expensive 
tailor. They pause in the entrance hall oblivious of the 
staff. 
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Tom lounges in a chair ignoring his parents arguing. He 
sees Mabel notice the gun holster beneath his jacket. 

 
MRS GRIFFITH 

I am warning you Charles, if it happens 
again- 

 

MR GRIFFITH 
You don’t know what you’re talking about 
woman. What would they know anyway? It’s 
gossip, idle gossip.(to Tom) Tom, did you 
hear my old bull won first prize up in 
Sydney? 

 
Tom looks impressed. Mrs Griffith, agitated, turns to the 
housekeeper. 

 

MRS GRIFFITH 
There you are, Mrs Mac, it’s ninety, 
final. 

 

HOUSEKEEPER 
Ninety! I will need more staff for that 
many. (calculating) Two more kitchen 
maids, another cook...and six more 
waitresses- 

 

MRS GRIFFITH 
Charles? It has to be done right, there’s 
the Premier, Sir Henry Gullet, our banker 
and his new wife and Florence Austral! 

 
They all stare at her husband he relents and nods. 

MRS GRIFFITH (CONT’D) 
Who’s this? 

Mabel takes her chance. 

MABEL 
Mabel Blackett, proprietor of The Women's 
Employment Agency. Rest assured I will 
get you the extra staff. 

 
MRS GRIFFITH 

Good, that’s settled. 

Relieved Mabel smiles at the disconcerted housekeeper. 
 

12 EXT. RURAL TRAIN STATION, TICKET COUNTER - DAY 12 

Albury station is bustling with activity. Mabel ignores 
the preying eyes of swagmen, beggars and farm folk. She 
weaves her way to the ticket counter. 
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MABEL 
Twelve 2nd class returns, Sydney-Albury- 
Sydney, departing the day after tomorrow. 

 
As Mabel pays the TICKET-MASTER, a once handsome now 
broken INDIGENOUS WOMAN BEGGAR (40) approaches her. Later 
we will know her as LUCY COLLINS. 

 
LUCY 

Spare some change? 

Mabel gives Lucy her change. 

MABEL 
Sorry, that’s all I have. 

 
Mabel walks up the Sydney platform. She admires the 
shirtless SHEEP SHEARERS train hopping and loading goods 
trains with wine crates and bales of wool stamped 
‘Griffith Estate - London.’ A handsome RED-HEADED MAN 
catches her eye. Later we will know him as GINGER QUIN. 

 

13 INT. TRAIN - DAY (MOVING) 13 

Mabel settles on the crowded train. She studies her 
address book. Fields and vineyards rush by. A passenger 
reads the ‘Albury Border News.’ Mabel scans the front 
page, ‘Election contest escalates...More mob looting at 
Delaware, insurance agents issue guns... Europe defaults 
on war debt.’ A photo of a young woman on a horse wearing 
a winner’s sash catches her eye. The caption: ‘Meg 
Griffith & Mecano win pony hack championship of Australia 
1934.’ Mabel smiles to herself. 

14 LATER 14 

Mabel, now alone sleeps. The train brakes, squealing, 
jolting Mabel awake. The guard enters the carriage. 

 
GUARD 

Sydney, last stop Ma’am. 

Mabel nods a thank-you and gathers herself. 
 

15 EXT. STREETS, SYDNEY - NIGHT 15 

Mabel cycles through the city. A marked Vauxhall cop car 
and several paddy wagons race by narrowly missing her. 

 

16 I/E. VAUXHALL COP CAR - NIGHT 16 

Deputy Police Commissioner, WILLIAM MACKAY (49), a 
handsome Glaswegian former boxer and a by-any-means- 
necessary leader floors the gas. 
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We pass squatter camps, soup kitchens and enter 
Darlinghurst the home of the unemployed working-class. 
MacKay looks at his patch with disdain. Up ahead is a 
full-scale Anti-Eviction League street protest: tenants 
vs bailiffs. 

 

17 INT. MABEL’S HOUSE, LIVING ROOM - NIGHT 17 

It is a modest tasteful homey worker’s house. Mabel 
furiously works a sewing machine. She is letting out the 
uniforms. Her husband LIAM (50s), ex-army and their SON 
RYAN (15) kiss Mabel goodnight. The radio is on. 

 
NEWSREADER 

(continues in 
background) 

The man of the hour is 
William MacKay, newly 
appointed Commissioner of 
Police for NSW. Applauded 
by the government he 
stopped the striking 
miners, he ended the razor 
gang wars, he is known for 
his hardline against crime. 

 
LIAM 

 
MABEL 

I’ve got to get these done. 
If this job buggers up I 
can’t pay the rent on the 
office and that’ll be the 
end of it before I even 
start. 

I’m going up. Don’t be long love. 

Mabel sews, irons and listens. 

NEWSREADER 
As unemployment peaks at 30% concerns 
about security and what has been called 
the near ‘revolutionary conditions’ have 
been raised in Parliament. 

 
Mabel squeezes into the last uniform, the zip does up. 

 

18 INT. MABEL’S BEDROOM - NIGHT 18 

Mabel flops into bed and passes out. The sound of the 
eviction a few streets away escalates. Mabel registers 
the noise in her sleep, she stirs but does not wake. 

19 EXT. SLUMS, DARLINGHURST - EARLY MORNING 19 

Mabel cycles into a street, rubble and broken furniture 
are strewn everywhere. Workmen board up a house. MARY 
(30s), curvy, a born leader helps a group of women clear 
up. Mabel looks on horrified as she approaches Mary. 
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MABEL 
Christ, another bloody eviction? (Mary 
nods) I got something for you ... 1pm 
sharp. Interested? Know anyone else? 

 

MARY 
(Irish accent) 

Hell yes. Bastard bailiffs had the cops 
with them this time. Factory’s laid 
everyone off. What the hell are we 
supposed to do? 1pm y’er say? 

 
Mabel nods sympathetically and cycles off. 

 

20 INT. APARTMENT - DAY 20 

PHILOMENA (23), a well-dressed beautiful platinum blonde 
searches under a mattress, whatever she is searching for 
is gone. Agitated and fighting her emotions she picks up 
a small suitcase, takes a last look and leaves. 

21 INT. APARTMENT BLOCK, STAIRWELL - DAY 21 

Philomena locks the door and goes down the dark 
stairwell. At the ground floor, she knocks on a door, a 
sign announces Rooms For Rent. Her landlady MRS. CALLOW 
opens the door; a little girl, JANE (7) runs out. Jane 
reaches up to Philomena and they hug. 

 
MRS CALLOW 

Mrs Coots! We’ll miss you dear. 

Philomena hands her the key. 

PHILOMENA 
I was wondering did my husband leave 
anything for me? He said he would leave 
me the rental bond- 

 
MRS CALLOW 

(cuts in, misunderstanding) 
Ohh, Mr Coots has settled up and took the 
bond. He said you’d understand why. 

 

PHILOMENA 
(rankled) 

Didn't he leave any of it for me? I need 
it to get to Melbourne. 

 
MRS CALLOW 

Oh no. I’m sorry love, here I’ve the 
receipt. Look ... in the book here. Maybe 
he forgot? Sorry love. Good luck. 
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Philomena swallows her anger. Sensing trouble Mrs Callow 
quickly shuts the door. Philomena is left standing. It 
hits her she is in trouble. Tears prick. 

 

22 EXT. PITT STREET, SYDNEY - EARLY MORNING 22 

Mabel stops outside a doorway leading to an upper-office. 
A modest typed card announces ‘The Women’s Employment 
Agency.’ A glass cabinet displays vacancies. Mabel adds a 
new job card. A crowd of eager women push in to read the 
notices. ‘Experienced Waitresses for Society Events, 
immediate start - Albury - interviews 1pm today.’ 
Philomena looks at the new card. 

23 INT. EMPLOYMENT AGENCY - DAY 23 

A sign reads, ‘independence, equality, efficiency - 
employment for all women.’ Framed pictures of women adorn 
the walls: film stars, nurses, pilots, farmers, 
engineers, domestics and factory workers. Mabel is busy 
at her desk. A full silver service place setting is laid 
out on a table. Mabel nervously looks at the clock -- 
12.55pm. She peeks out the window, the street is empty. 
She looks again -- nothing. As the hand of the clock 
moves to 1pm there is a knock at the door. Mabel opens it 
to find Mary and a line of women trailing down the stairs 
spilling out onto the street. Mabel beams. 

24 MONTAGE - MABEL CONDUCTS INTERVIEWS 24 

Mabel watches a petite woman demonstrate her terrible 
silver service skills. Mabel nods apologetically. The 
next woman is efficient, but she is large. Mabel hands 
her a business card. Another woman is excellent but she 
is even larger. A slim woman scrapes through the test. 
Another petite bubbly young woman, DOREEN excels. Mabel 
keeps interviewing dozens of women. The clock reads 6pm. 
She finally checks off her list. She sighs, relieved. 

 
A dozen women are squeezed into the French uniforms, most 
sporting the fashionable Mae West bob. Mabel briefs them. 

 
MABEL 

Departure six am tomorrow, the journey is 
5 hours, when you arrive in Albury you 
will be collected at the station and you 
are on duty immediately. 

 
Mabel inspects them. Impressed she hands DOREEN the train 
tickets. The women are professional and clearly excited. 
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MABEL (CONT'D) 
Full service for lunch, and tea, followed 
by cocktails served on the lawn while 
Miss Meg exhibits her pony, Mecano. Then 
formal silver service dinner for ninety. 

 
Mabel notices Mary’s fringe is covering a bruise, and her 
uniform zip is not doing up. 

 
MABEL (CONT'D) 

Opera singer Madame Florence will sing, 
followed by a dance band, and service as 
required. Mr Charles Hunter Griffith is 
famous for his wandering hand problem. I 
don’t want any scandal, so, keep at least 
a yard away from him at all times and 
don’t get cornered by the old lech. 

 
The women giggle. Mabel looks at Mary, concerned. 

MARY 
(whispers) 

I really need this job, Mabel 

MABEL 
(dismissing the women) 

Do your best and there will be plenty 
more work. Good luck. 

 
The women leave, excited. Mabel catches Mary’s arm. 

 

25 MOMENTS LATER 25 

Mary now alone with Mabel, her bust bandaged flat, Mabel 
forces the zip up. Mabel dabs some make-up concealer on 
Mary’s bruise. They share a complicit sisterly moment. 

26 LATER 26 

Mabel, now alone and exhausted, puts on her coat. There’s 
a knock on the office door. Mabel shouts. 

 
MABEL 

I’m closed, come back in the morning. 

PHILOMENA 
I saw a job advertised and I’d like to 
take it. 

 

MABEL 
Well it’s a little late... 

 
Mabel musters a smile and lets Philomena in. She notices 
Philomena’s expensive clothes and perfectly painted face. 
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PHILOMENA 
(offers her hand smiling) 

Philomena. 
 

They shake hands. Mabel notes her long painted nails. 

MABEL 
Mabel Blackett. Please sit. Which 
position are you interested in? 

 
She indicates for Philomena to sit. Mabel settles behind 
her desk, taking out a fresh filing card and pencil. 

 
PHILOMENA 

The Albury position. 

MABEL 
That’s a domestic service job. You don’t 
look like you’re used to service work? 

 
Philomena is ruffled. 

 

PHILOMENA 
I am more than qualified and I can start 
immediately. 

 

MABEL 
Well, I am afraid that position is filled 
now. What was your last job? I will need 
references and your details? 

 
PHILOMENA 

Romano’s. 

MABEL 
(surprised) 

You worked for Romano? 

Mabel is impressed but not convinced. 

PHILOMENA 
Yes. Azzalin will give me a reference - 
call him now if you like. 

 
Philomena writes ‘Azzalin’ and a number on notepaper and 
hands it to Mabel. Mabel puts it on her desk. 

 
MABEL 

What exactly did you do at Romano’s? 

An edge of desperation creeps over Philomena. 

PHILOMENA 
I really want that job. I can do it. 
Please? 
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MABEL 
(sensing something is wrong) 

What is it? Look, maybe you’d feel better 
if you talk about it? Maybe I could help 
in some way? 

 

PHILOMENA 
I just really want that job in Albury. I 
promise I won’t let you down. 

 
Mabel can see Philomena is getting agitated. 

MABEL 
I might have something else more suitable 
for you if you tell me what experience 
you have. I need your address, date of 
birth, previous skills, qualifications- 

 
Philomena cuts in, desperation mounting. 

PHILOMENA 
You don’t understand. I need that job. 

MABEL 
But, why? I might be able to get you 
something better here in Sydney. (pause) 
Are you in some kind of trouble? 

 
Philomena fights back tears. 

PHILOMENA 
No. I need to see someone there and I can 
do that job and it will get me to Albury. 

 
MABEL 

I am sorry, Philomena, these are 
important clients. I can’t take that 
risk. 

 
Philomena is crestfallen. Mabel thinks for a moment. 

MABEL (CONT’D) 
Why don’t I set you up with a local job 
tomorrow, as a trial run? If that goes 
well then I can put you down for the next 
Albury job. 

 
Philomena is gripped with despair. Mabel feels for her. 

MABEL (CONT’D) 
(kindly) 

Why don’t you tell me what’s really 
bothering you? 

 
This hits a nerve. Philomena snaps, choking back tears. 
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PHILOMENA 
No point in that, you wouldn’t believe me 
anyway. 

 

MABEL 
I am trying to help you. Hang on, I- 

PHILOMENA 
(cutting in angry) 

Bugger your bloody job. You’re no 
different to the rest of them. You’ll 
regret this. 

 
Philomena runs downstairs. 

MABEL 
No, wait, please listen. 

Mabel stalls, then pelts after her. 
 

27 I/E. PITT STREET, SYDNEY - EVENING 27 

Mabel races after Philomena. Mabel runs faster, getting 
closer and closer but she can’t make it. Philomena jumps 
on a passing tram. Mabel stops, breathless. She watches 
Philomena and the tram disappear. Regret washes over her. 

28 EXT. MODEST TERRACE, ROUTLEDGE HOUSE - NIGHT 28 

It’s raining. Philomena, drenched, knocks urgently on the 
front door. Her knuckles raw, she doesn’t give up till 
the door finally opens. MRS ROUTLEDGE (38), a once 
handsome woman, is shocked and angry to see Philomena. 

PHILOMENA 
I need help. 

Mrs Routledge tries to push the door closed. Philomena 
grabs the doorjamb, pleading. 

 
No wait! Please listen. I, I need some 
money that’s all and I’ll go. 

 
Mrs Routledge cuts her off. 

MRS ROUTLEDGE 
(South African accent) 

I can’t help you Phil, you know why. 

PHILOMENA 
(pleading) 

Please, I’ve never asked you for 
anything. This will be the one and only 
time. I need your help, mum. He found out 
about Blue and chucked me out and took 
all my money. 

(MORE) 
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PHILOMENA (CONT'D) 
He told him I was still with him. Blue’s 
as mad as a cut snake. I got to go and 
talk to him... I love him mum. We are 
going to get married for real. 

 

MRS ROUTLEDGE 
(looking over her shoulder) 

Keep your voice down. Don’t chase him, 
Phil. Nothing good will come of it. I 
warned you, if you get too involved 
you’re done for. Now, go girl. I have 
enough problems of my own. 

 
PHILOMENA 

(lurching forward) 
Please, I wouldn’t ask unless I had to, 
you know that. 

 
Inside the house young children cry. A man shouts. 

MR ROUTLEDGE 
Who is it, Jean? 

MRS ROUTLEDGE 
(to her husband) 

It’s just some tramp begging. 

This hits Philomena in the gut hard and she tears up. 

Mrs Routledge whispers hard and cruel to Philomena. 

I said No! Sort your own mess out and 
don’t come near me or my family ever 
again, hear me girl? 

 
PHILOMENA 

(shaking) 
You can’t pretend you never had me, even 
if you never wanted me. 

 
Anger escalates between the women. 

MRS ROUTLEDGE 
If you try anything smart, I swear if you 
ever tell him, I will kill you. You’re 
dead to me Phil, don’t come back here. 

 

PHILOMENA 
Kill me and I’ll haunt you till the day 
you die. 

 
Philomena steps back and the door slams in her face. 
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29 EXT. ROMANO'S RESTAURANT CLUB, GRAND ENTRANCE - EVENING 29 

Romano’s is an exclusive restaurant dance club. The 
suited Italian security men greet Philomena with warm 
familiar smiles and European cheek kisses. 

30 INT. ROMANO'S, FOYER CLOAKROOM - EVENING 30 

Philomena crosses the plush foyer towards the cloakroom. 
The attendant, ANTONIO AGOSTINI (28), attractive, slim, 
charming Italian man. He has the radio on low and is 
engrossed in a dirty girlie ‘PIX’ magazine. He senses 
Philomena approaching and stands up. We see inside the 
magazine he is hiding a book, ‘La Dottrina del Fascismo - 
Benito Mussolini’. Antonio flashes Philomena a genuine 
smile. He likes her and senses she is upset. 

 
NEWS READER 

Today Sir Otto who is 
currently in Sydney on a 
mission from the Bank of 
England, demanded that 
Australia not default on 
her international loan 
obligations to Britain. 

 
NEWS READER 

He advised the Australian 
government to implement a 
deflationary policy. 

 
ANTONIO 

(Sicilian accent) 
Hi, Franki, how are you? 

 
 
 
 
 

PHILOMENA 
(clearly agitated) 

I need to see Azzalin, is 
he in? 

 

Antonio takes her coat and suitcase. 

ANTONIO 
In office. You OK, Franki? 

 
Philomena nods, it’s clear she is not OK. Antonio picks 
up the phone. 

 

NEWS READER 
Niemeyer contended that 
wages must be cut to make 
exports more competitive 
and to raise profits. 
Niemeyer advised savage 
cuts in all existing social 
services. 

ANTONIO (CONT'D) 
I let him know you on way 
up. 

 

Philomena makes her way through the elegant restaurant. 
 

31 INT. ROMANO'S - AZZALIN'S OFFICE - DAY 31 

AZZALIN ROMANO (40s), suave, immaculate suit, sits behind 
an antique desk. Philomena sits opposite in an ornate 
chair. He pours her a whiskey and perches on the desk 
next to her. 
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AZZALIN 
(Italian accent) 

You don’t look so good my dear. Now 
Franki, what can be so bad? Huh, aren’t 
we looking after you well enough? 

 
He looks at her. She is clearly upset and frightened. 

AZZALIN (CONT’D) 
What’s the big panic, Franki, you gonna 
just walk out on me like that? 

 
PHILOMENA 

Just trust me Azzalin, I have to do 
something, (tears smarting) I’ll be back 
soon, OK? 

 

AZZALIN 
Is it woman trouble Franki? I know 
people, it’s risky to go it alone, I can 
help you with that, you know I always 
look after my girls. 

 
Philomena buries her face as tears erupt. 

AZZALIN (CONT’D) 
Does he know? 

PHILOMENA 
It’s not that, Azzalin. He threw me out 
of the apartment. He caught me with- 

 
Azzalin’s face clouds. 

 

AZZALIN 
Oh! It’s that one. (pause) Franki, my 
advice is forget about it. You’re a 
beautiful woman, let him calm down, he 
will see you all right. Look, you want me 
to have a word with him? 

 

PHILOMENA 
No, no. You don’t understand, I can’t do 
this anymore. 

 

AZZALIN 
Franki, leave it, you are young, the 
feeling will go. Believe me I do 
understand, and I want you to listen to 
me for your own good. It’s not a good 
situation for you. I can’t help you 
Franki. You know I would if I could. 

 
The rejection hits Philomena hard. Azzalin softens. 

 

Stay here with my family for a while. 
(MORE) 
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AZZALIN (CONT'D) 
Take some time off. Everything will be 
better. 

 

PHILOMENA 
Please Azzalin, just give me an advance. 
I’ll do what ever you want when I get 
back. 

 

AZZALIN 
I have my family to think about, you know 
what’s at stake. If he finds out I helped 
you it will be the end for me. I am sorry 
Franki, my hands are tied. 

 
PHILOMENA 

Guess he has something on all of us. 
 

He looks at her apologetically and ushers her to the 
door. He kisses her warmly. Philomena forces a smile. 

 
AZZALIN 

Franki, think it over. He’s a bastard. We 
all know that. You take care of yourself. 

 
She leaves. Alone, Azzalin seems genuinely troubled. 

 

32 EXT. HUME HIGHWAY - NIGHT 32 

A haunting operatic Aria begins. Philomena is 
hitchhiking; a sign indicates ‘Hume Highway, Canberra 180 
miles, Albury 355 miles’. Dejected and alone, her tears 
of despair wash away in the rain. Lights approach. 
Philomena’s hopes rise. 

33 INT. GRIFFITHS HOMESTEAD - NIGHT 33 

The source of the aria is FLORENCE ASTRAL (40). She is 
singing for the wealthy Griffith guests. Mabel’s girls 
quietly work the room serving drinks. The guests applaud. 
The party is awash with fashionable silk-clad platinum 
blondes. The glamorous elite of the day, politicians, 
bankers, industrialists, artists and gangsters. 

34 EXT. HUME HIGHWAY - NIGHT 34 

Taillights disappear into the distance. Philomena has 
gone. The relentless storm rages. 

35 INT. GRIFFITH HOMESTEAD - NIGHT 35 

FRANK COUGHLAN and his jazz band are in full swing. Frank 
leads on trombone. 
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MONTAGE: The dance party as seen by Mary and Mabel’s 
staff. Twelve hours of excess captured in seconds - old 
man Griffith flirts - Mary sees Tom get fresh with a 
young blonde socialite as they drive off in his car - 
Mrs Griffith is a belligerent drunk. The East Coast 
elite party hard till dawn when the cocaine finally 
wears off. 

36 EXT. VERANDAH - SUNRISE 36 

Exhausted the YOUNG SOCIALITES lounge on the massive 
verandah, sipping cocktails watching the sunrise. Mabel’s 
staff remain attentive. 

 
YOUNG FEMALE SOCIALITE 

Anyone seen Tom? 

MALE SOCIALITE 
Said he had to get a prize bull from the 
station. 

 

YOUNG SOCIALITE 
That’s a load of bull. I saw him going 
off with Matilda. 

 
They giggle and accept more cocktails from Mary. 

 

37 EXT. GRIFFITH MANSION, DRIVEWAY - EARLY MORNING 37 

A shiny new car speeds unsteadily down the driveway. 

38 I/E. HOWLONG ROAD, NEW CAR - EARLY MORNING 38 

The young socialites are crammed together, drinking, 
laughing, flirting and kissing. The DRUNK DRIVER, 
struggles with double vision and doesn’t see the SHADOWY 
FIGURES ahead. A female passenger suddenly shouts. 

 
FEMALE PASSENGER 

Hey, who’s got pies? Hand them over I’m 
starving. Come on, I can smell them. 

 
OTHER PASSENGERS 

(all at once) 
No pies here. Nor me. I’d kill for a pie- 

 

39 EXT. HOWLONG ROAD, STORM DRAIN - EARLY MORNING 39 

The speeding car suddenly swerves, narrowly missing a 
hung-over Tom Griffith as he pulls a huge prize bull off 
the road. Tom shouts after car. 

 
TOM GRIFFITH 

Ruddy idiots. 
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Shocked, Tom vomits in the ditch. The bull bucks, 
spooked. Tom sees a thin reed of smoke rising from the 
ditch. He follows the smoke down into the storm drain. He 
sees the smouldering HUMAN CORPSE of a beautiful young 
woman. She is half naked, her perfect small breasts 
exposed beneath a yellow silk pyjama jacket, her head 
wrapped in a sack. Tom stands frozen with shock and fear. 

 

40 LATER 40 

CONSTABLE KELLY (26), lanky good looks, DETECTIVE 
INSPECTOR HENRY GOODSELL (50s), cynical worn face, silver 
beard and SERGEANT CLEAVER (40s), affable and puffy, with 
Tom and Charles Griffith, stare at the body. Constable 
Kelly inspects the brick storm drain, water runs through. 
He notices an oily substance next to the body that 
stretches a good twenty yards across a large sheet of 
water. He touches the oil, smells it. 

CONSTABLE KELLY 
Kerosene. 

Inspector Goodsell and Sergeant Cleaver nod agreement, 
brushing away flies. They bend down to get closer look at 
the corpse. Constable Kelly, sickened, photographs the 
body; the jute sack covering her head, the breasts, and 
the surrounding scene. Charles watches over them, sober 
and commanding. Tom is silent and withdrawn. 

 
MR GRIFFITH 

Henry. I’ll take Tom back to the house. 
Come up when you’re ready. 

 
Goodsell looks up at Charles, they are clearly mates. 
Inspector Goodsell looks at Tom. 

 
INSPECTOR GOODSELL 

Do you know her? 

MR GRIFFITH 
(answering for Tom) 

No, never seen her before. 
 

INSPECTOR GOODSELL 
Might she be one of your guests? It’s 
hard to tell with her face covered. 

MR GRIFFITH 
(impatient) 

Henry, I said, everyone’s accounted for. 
 

41 INT. ALBURY HOSPITAL, AUTOPSY ROOM - MORNING 41 

Constable Kelly, camera in hand, frames up a shot of the 
dead girl. 
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He adjusts focus as DR WOODS (50s), well-kept, tweedy, 
delicately removes the jute bag that covers her head. 
Constable Kelly’s face drains. Through the lens he sees 
the head is wrapped in a blood-soaked towel. Dr Woods 
gently peels back the towel. Constable Kelly swallows, 
surprised. 

 
CONSTABLE KELLY 

She looks like a movie star- 

DR WOODS 
(irritable) 

Except this blood isn’t fake, boy. 

Dr Woods removes the towel completely, revealing a huge 
gaping hole in the right side of her skull. Constable 
Kelly steadies his hand and frames up a shot. Dr Woods 
tilts the body, now stiff with rigor, towards the camera - 
FLASH. Inspector Goodsell interrupts. 

 
INSPECTOR GOODSELL 

How long was she out there? 

DR WOODS 
I’d say she died between midnight and two 
am. This is the worst case I’ve seen. 
Bludgeoned to death and burnt. 

CONSTABLE KELLY 
Who could do such a thing round here? 

 
Inspector Goodsell considers the victim’s wounds a moment 
then examines the towel and the singed jute sack. Printed 
on the sack are the letters D L W. The W is unclear and 
torn through and could be half an M. 

 
DR WOODS 

Your colleagues will find that out when 
they know who she is. 

 

INSPECTOR GOODSELL 
D L W or M? That could be Delaware sheep 
station over at Henty? Was she raped? 

 
Constable Kelly flattens out the ragged sack. 

DR WOODS 
Evidence of recent intercourse but 
bruising is from earlier, 24 hours or 
more. 

 

CONSTABLE KELLY 
Or, it could be Delamere Farm. They use 
those sacks for potatoes. Or Dalmouth 
near Falls Creek? 

 
Dr Woods studies the girl’s blue iris and jots down 
notes. 
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He inspects her hands, a couple of perfect lacquered 
nails are broken off, and he carefully removes the yellow 
silk jacket. 

 

INSPECTOR GOODSELL 
Expensive exotic tastes. A good-looking 
blue-eyed blonde, not short of a bob or 
two, that should narrow it down. Doesn’t 
look like she’s from round here. You ever 
seen her, Kelly? 

 
CONSTABLE KELLY 

I’ve lived here all my life and I’ve 
never seen any girl like her, Sir. 

 

42 INT. TELEGRAPH OPERATOR - AFTERNOON 42 

A telegraphist taps out a Morse code message on a 
telegraph transmitter. 

43 INT. SYDNEY POLICE HEADQUARTERS - AFTERNOON 43 

Commissioner MacKay reads the telegram with concern. 

‘CHARRED BODY OF YOUNG FEMALE FOUND. IDENTITY NOT KNOWN. 
NO FEMALES REPORTED MISSING. PLEASE SEND EXPERIENCED 
DETECTIVE.’ MacKay carefully folds the telegram and locks 
it in his desk drawer. He takes off his uniform jacket 
and puts on a long trench coat and a battered Akubra hat. 

 

44 INT. MABEL’S LIVING ROOM - EVENING 44 

The radio is on low playing classical music. Mabel is 
studying a ‘Law for Business’ correspondence course. Liam 
dries the dishes. He moves with difficulty and we realise 
his leg is missing and his body is covered in terrible 
scars. He smiles at Mabel. 

 
LIAM 

Wish I could help with that. 

Mabel looks up from her books and smiles. 

MABEL 
I’m enjoying it. I’ve been thinking, if I 
get all the Griffith bookings it’ll cover 
the office rent for the whole summer, I 
could take someone on to help. 

 

LIAM 
The lads been chewing me ear off ... 
think you’re stealing jobs from the men. 
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MABEL 
(laughing) 

Is that what you think? 

Liam puts his arms round her. 

LIAM 
No. I don’t dare think where we’d be 
without you. I’m a lucky man. 

 
Mabel leans into him affectionately. 

MABEL 
Anyway, half them men piss their wages up 
the wall. Mary was so desperate she said 
if she hadn’t got the job she was going 
to the knocking shop. I hope she was 
joking, but? I wonder how it went? 

 
The radio music shifts abruptly to a news bulletin. 

NEWS READER 
The mutilated body of a murdered young 
woman has been found in Albury. The 
Police Commissioner is yet to make a 
statement. Women are advised not to go 
out unaccompanied. 

 
Mabel listens horrified. 

 

45 EXT. TRAIN STATION, PLATFORM - EVENING 45 

Mabel waits anxiously on the platform as the train pulls 
in. Passengers pour off the train. Mabel scans the sea of 
faces. The platform empties. Mabel finally catches sight 
of Mary and the other women. Mabel does a quick head 
count -- Doreen and another woman are missing. She runs 
up the platform searching the carriages. She finds them 
canoodling with a couple of young men. Mabel sighs. 

 
MABEL 

Thank God, you’re bloody safe. 

MARY 
You heard about the murder then? 

MABEL 
It’s on the radio. It’s terrible. 

 

46 INT. MORGUE, ALBURY - NIGHT 46 

The body is cleaned and packed in ice in a makeshift 
bath. MacKay gazes at the poor girl with genuine empathy. 
His protégé DETECTIVE ALLMOND (30s), ambitious, trim, 
good-looking, nice suit, joins him. They both peer into 
the coffin. 
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MACKAY 
These cases never get easier no matter 
how many you see. Such a pretty wee 
lass... Allmond, this is your case now 
and you report directly to me. 

 
DETECTIVE ALLMOND 

Understood, Sir. And, the Press are all 
over town. They’re demanding a police 
statement. 

 
MacKay’s face darkens, Detective Allmond looks at him. 

MACKAY 
Who bloody tipped them off? (Allmond 
shrugs) Well that’s blown our chance of a 
discreet investigation. That’s all we 
need ... a shower of fucking muckrakers 
stirring up public panic. Which rags are 
out there? 

 

DETECTIVE ALLMOND 
Sydney Herald, Melbourne Argus, The Age 
(pause, then sarcastic) and your 
favorite, The Truth. Ezra himself. 

 
MacKay winces at the mention of Ezra. 

 

47 EXT. ALBURY MORGUE - LATER 47 

A queue of people snake down the High Street and into the 
morgue. Gossip sizzles as the TOWNSFOLK of Albury, 
including the Griffith household wait in line. A gaggle 
of journalists take photos and ask questions. 

 
TOWNSFOLK 

(whispering gossip) 
She’s from the city ... theatrical girl 
they say ... an underworld type ... a run- 
away ... someone’s hiding something ... 
came from old Griffith’s place ... She’s 
not from round here. There was a posh do 
at the big house last night ... drinking 
and dancing all night ... disgusting 
showing off when people have nothing ... 
I wouldn’t trust the old man with a young 
girl ... reckon his wife did her in; 
she’s the jealous type ... heard rumours 
they were fighting. 

 

48 INT. MORGUE, ALBURY - CONTINUES 48 

Detective Inspector Goodsell and Constable Kelly oversee 
the public viewing. In turn, people look at the body. 
Many recoil in shock. 
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The red-headed shearer Ginger scarcely glances, his 
cousin WILLIAM takes a long look. Mr and Mrs Griffith and 
their guests look troubled. 

 
CONSTABLE KELLY 

What’s the Commissioner doing here? 

INSPECTOR GOODSELL 
Observing. 

In plain clothes, Commissioner MacKay watches everyone. 
 

49 INT. ALBURY-WODONGA POLICE STATION - AFTERNOON 49 

The back room is now an incident room. A police sketch 
artist finishes a drawing of the girl. Displayed on a 
table are the yellow pyjamas, the jute bag and the bloody 
towel. Detective Allmond is briefing his investigation 
team, Dr Woods and MacKay also listen. 

 
DETECTIVE ALLMOND 

I’m Detective Allmond and I will be 
taking charge of this case. I want every 
missing person file matching her 
description opened. We have no local 
identification. No witnesses. No finger 
print match on file in NSW. A local 
dentist is preparing her teeth. She might 
have come in from Melbourne. We need to 
follow up on the sack and the silk 
pyjamas. Someone must know her. A girl 
like this can’t disappear without someone 
knowing something. For all we know the 
murderer is still in the area and 
dangerous. We need to ensure the safety 
of the community and it goes without 
saying that the safety of young women is 
a priority. I want this young woman 
identified and this murderer caught. 

 
Constable Kelly, breathless, rushes in. They all look up. 

CONSTABLE KELLY 
Sir. Melbourne has no match for her 
prints on record in Victoria either. 

 
MACKAY 

Suspects? 

DETECTIVE ALLMOND 
There’s a rumour about Griffith senior, 
but we interviewed him and his wife 
accounted for him at the party all night. 
The band manager, again he has a 
reputation. We’re interviewing everyone. 
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CONSTABLE KELLY 
And a Mr Ezra Norton has requested an 
interview. He’s from the- 

 
MACKAY 

(flaring) 
I know where Ezra's bloody from. This 
one’s just up that bastard’s alley. He’s 
nothing but bad news for us. He goes by 
the three C’s Cricket, Cunt and Crime. 

 
DETECTIVE ALLMOND 

(indicating the victim) 
Nothing’s cricket for her, that’s 
certain. 

 

MACKAY 
(to Detective Allmond) 

Keep an eye on Ezra, he’ll have his snout 
in everything. Don’t give him a chance. 
Get this wee lassie identified. Launch a 
nationwide hunt and tell those fucking 
scandalmongers to find out who she is. 
(pause) I’ll give the scoop to Packer, 
that’ll piss off Ezra. And, as far as 
anyone’s concerned I’ve not been down 
here, is that clear? Leave Griffith to 
me. I’ll have a word with him on my way 
back. Keep me informed about everything. 

 
Mackay leaves Allmond in charge. 

 

50 EXT. GRIFFITH HOMESTEAD - AFTERNOON 50 

In the distance, MacKay and Charles Griffith are deep in 
conversation. Charles slips MacKay a bottle and a 
friendly wave as MacKay drives off in his unmarked car. 

51 INT. MABEL’S BEDROOM - NIGHT 51 

Mabel is asleep. She wakes with a start as Liam shouts 
out -- he is plagued by violent night terrors. Mabel 
gently calms him. Finally, he comes out of it. He looks 
up at the ceiling, shell-shocked, exhausted, tears 
streaming. Mabel gently strokes his hand. He looks at 
her. 

 
LIAM 

(his voice cracks) 
I’m sorry, Bel. 

 
Mabel looks at him, confused. 

MABEL 
(she whispers, tearing) 

For what? 
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He looks depressed. 

LIAM 
I keep thinking I would have served you 
best if I’d been killed in action - with 
the pension and all- 

 
MABEL 

(cuts him off) 
Don’t say such things. (tears well) You 
daft big lump of a man. 

 
She pulls him close but he resists. 

 

52 LATER 52 

He sleeps now, his breathing irregular. Mabel is wide- 
awake staring at the ceiling, anxieties churning. 

53 EXT. PITT STREET, SYDNEY - MORNING 53 

Busy morning commuters, a paperboy yells. 

PAPERBOY 
Albury Murder Mystery Deepens. Read all 
about it. Exclusive! See the pictures ... 
only in the Tele. 

 
Mabel hands over a coin and takes a paper. She reads the 
Daily Telegraph headline, ‘A Pyjama Clad Murdered Girl 
Found In Albury. Do You Know Her? Have You Seen Her? £250 
Reward For Information.’ Beneath is the artist’s drawing. 
Mabel stops in her tracks as she looks at the sketch. 

 

54 INT. EMPLOYMENT AGENCY, STAIRS/OFFICE - CONTINUOUS 54 

Mabel races up stairs. She picks up the phone and dials 
the police contact number printed in the newspaper. 

 
MABEL 

Commissioner MacKay, please. I have 
information about the murdered girl. 

 

55 INT. SYDNEY POLICE HEADQUARTERS - DAY 55 

MacKay's office is decorated with documents charting the 
success of his career, framed photos of him with 
dignitaries, and photos of Scottish scenery. A pair of 
bagpipes and the MacKay tartan are displayed on the wall 
behind his huge desk. There is a photo of his austere 
wife and five daughters. Mabel and Commissioner MacKay 
are mid conversation. 
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MABEL 
The Griffiths are important clients and I 
couldn’t take the risk. She got upset, 
started crying and ran out. 

 
MACKAY 

Did she say why she wanted that 
particular job, Mrs Blackett? 

 

MABEL 
I got the sense it was personal. She was 
distressed, desperate to get to Albury. 
Commissioner, I think she was scared. She 
said her name was Philomena and that she 
had worked at Romano’s. That’s all she’d 
give me, she wouldn’t tell me her last 
name. I am absolutely sure it’s... I have 
a feeling it is her. 

 
MacKay takes notes in shorthand. 

MACKAY 
Philomena you say? I’ll have my men make 
inquiries. Rest assured we will 
investigate every report of every missing 
women fitting the description. We already 
have 125 young women on that list. ‘Tis a 
sad sign of the times, Mrs Blackett. You 
have my word. I will make New South Wales 
safe for its women. I’ll get the 
murdering coward you’ll see. 

 
MABEL 

(reassured) 
Thank-you, Commissioner. 

MACKA 
(kindly) 

It’s always hard to tell from the sketch. 
That wee girl might be away with a 
boyfriend somewhere quite safe. 

 
MABEL 

Let’s hope so. Let me know if I can help. 

Mabel is charmed. He offers his hand and ushers her out. 

Alone he stands at the window deep in thought. DETECTIVE 
LATROBE (38), MacKay’s personal Rottweiler, enters. 

 
LATROBE 

We’ve copped an indecent at the botanical 
garden shitter. He’s bawling like a baby. 
His faggot mate got away. He wants to 
talk to you, says he’s got connections. 

 
MACKAY 

Bring him in. 



27 
 

 

 

56 LATER 56 

MacKay, commanding behind his desk talks to a deeply 
troubled, well-dressed, effeminate man GERALD. 

 
MACKAY 

A dentist, you say? Where do you 
practice? 

 

GERALD 
Macquarie Street, Commissioner (begging) 
my wife can’t know about this... 

 
MACKAY 

Fancy area. Are you a good dentist? 

GERALD 
My clients think I am. (desperate) If 
this gets out it will ruin me. Is there 
any way you can make this go away? 

 
MacKay thinks carefully as he weighs up Gerald. 

MACKAY 
Here’s what I’m going to do for you. I 
can make this disappear ... no record ... 
but you’ll owe me. 

 
MacKay smiles revealing his decaying teeth. Gerald smiles 
suddenly understanding the deal. 

 
GERALD 

Yes, of course. Thank-you commissioner. 
Call me whenever you like. 

 
Gerald gives MacKay his business card, flashes his own 
matinee idol perfect white smile. 

 
MACKAY 

I will. Good day. 

Gerald leaves as fast as he can. 
 

57 EXT. ARCHIVE FOOTAGE, NUREMBERG RALLY - NIGHT (1934) 57 

Extracts: Leni Riefenstahl’s ‘Triumph of the Will’, Nazi 
Party Congress Nuremberg, Germany, September 14, 1934. 

 
Thousands of Nazi flags unfurl beneath the Reichsadler 
Nazi war eagle. Hitler, framed by a cathedral of lights, 
surveys the hundreds of thousands of adoring Nazis 
standing in formation chanting and saluting him. 

 
NAZIS 

Sieg Heil! Sieg Heil! 

Hitler raises his arm, the crowd settles. He speaks. 
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HITLER 
(German, English subtitles) 

The very best German blood, rose to 
 

CONTINUES OVER: 
 

58 INT. ROMANO'S, CLOAK ROOM - NIGHT 58 

Antonio is utterly absorbed listening to the same speech 
on his radio. Unseen MacKay arrives. He studies Antonio, 
noting the hidden book inside the dirty girlie magazine. 

 
HITLER (O.S.) 

the leadership of the nation and exercise 
it, and never give it up again. There 
will always be only one segment of a 
people who will be really active 
fighters, and more is demanded of them 
than of the millions of other people. 

 
MacKay coughs, Antonio turns down the radio and quickly 
feigns humility. Antonio hides his book. 

 
ANTONIO 

Sorry Mac, I not see you there. 

Antonio smiles inanely, placing a package on the counter. 
 

HITLER 
It is our wish and intent 
that this state and this 
Reich shall endure through 
the millennia ahead. 

ANTONIO (CONT'D) 
Azzalin left this for you. 

 

Antonio pushes a thick bank-note sized package and a 
bottle of expensive Scotch towards MacKay. MacKay smiles 
to himself. 

 

HITLER 
We can rejoice in the 
knowledge that the future 
belongs totally to us 

MACKAY 
I’ll take it on me way out. 

 

The Nazis roar appreciation, applauding. 

NAZIS (O.S.) 
Heil Hitler! Heil Hitler! 

 

59 EXT. MORGUE, ALBURY - MORNING 59 

Cops carry out a coffin. A pack of journalists mob them, 
fighting to get photos. 
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EZRA 
Is that the girl? Is that the Pyjama 
Girl? Do you have a lead? A word for The 
Truth readers, Detective Allmond? 

 
It’s getting ugly -- the coffin nearly goes over. 

DETECTIVE ALLMOND 
(to his men) 

That’s enough. Back inside, lads. 

Detective Allmond indicates his men to take the coffin 
back inside. The hacks are pissed off. Detective Allmond, 
addresses them. He is firm, serious and shows them he’s 
in control. 

 

DETECTIVE ALLMOND (CONT’D) 
Settle down, or bugger off ... you’ll get 
your statement and a photo, when I say 
so, understood? 

 
Detective Allmond motions them to get back, and they 
settle. Allmond strikes a formal pose; he’s a media 
natural. The hacks hang on every word. 

 
DETECTIVE ALLMOND (CONT’D) 

I am Detective Inspector Allmond. We are 
taking the body to Sydney for further 
investigation. As yet the identity of 
this young woman is unknown. The murderer 
is very dangerous and might strike again. 
Ask your readers does anyone know of a 
missing young woman who matches the 
victim’s description? If so they should 
come forward. Young women everywhere 
should take great care at this time. We 
need to find out who this woman is then 
we can find her murderer and bring him to 
justice. 

 
He indicates for his men to bring out the coffin. 

DETECTIVE ALLMOND (CONT’D) 
Now give the lads a chance and you’ll all 
get your pictures. 

 
Detective Allmond joins the cops carrying the coffin and 
they strike a pose. The photographers lap it up. 

 

60 INT. POLICE HEADQUARTERS, MACKAY’S OFFICE - MORNING 60 

Detective Allmond throws down a pile of morning 
newspapers in front of MacKay. All the main Sydney and 
Melbourne newspapers are there. 

 
HEADLINES: Truth, ‘Mass murderer might strike again.’ 
Telegraph, ‘Do you know this girl?’ 
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Melbourne Argus, ‘Women be warned murderer on the loose.’ 
Herald, ‘Who is the fiend?’ The Age, ‘The Pyjama Girl 
Mystery deepens.’ 

 

DETECTIVE ALLMOND 
Phones are running hot! Every lost 
fucking daughter, jealous husband, 
runaways and the usual pack of liars, 
incriminating neighbours, dobbers 
settling old scores. We’re flat out. 

 
MACKAY 

Recurring names? 

DETECTIVE ALLMOND 
Beryl Cashmere, Anna Morgan, Linda 
Agostini and Jeanette Morris. 

 
MACKAY 

Linda Agostini? Check them all. I want 
to know every detail about these women. 

 
Allmond hands MacKay the missing women’s files. MacKay 
looks at their photos, lingering on Anna (Philomena) and 
Linda. 

 

61 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - DAY 61 

PROFESSOR ARTHUR BURKITT (70s), balding, rotund, rumpled, 
is scrutinising every inch of a back-lit X-ray profile of 
the victim’s head. He finds an obscured object in the 
back of her throat. 

 
AUTOPSY SLAB 

The body is on the autopsy slab. Burkitt makes a surgical 
incision across the woman’s throat and extracts the 
object; he washes it and inspects it. It’s a bullet. 

 
LATER 

Her throat is now stitched up. MacKay listens as Burkitt 
points to a small puncture below the woman’s left eye. He 
demonstrates the angle of the gun. 

 
PROF BURKITT 

The bullet was fired from above at an 
angle like this. It entered here (he 
points) penetrating the intracranial 
cavity. If you look here... 

 
Prof Burkitt points his lecture stick at the X-ray of the 
woman’s head and traces the trajectory of the bullet, 
demonstrating it skirting between the cranium and the 
brain. 
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PROF BURKITT (CONT’D) 
The bullet travelled all the way round 
inside the skull, right to the back of 
her head and down into her throat. It’s 
remarkable, I have never seen anything 
like this before, and the probability of 
that happening is incredibly small. Look 
here, (points) at no point did the bullet 
even touch the brain tissue area. It’s a 
remarkable case. I have never seen a 
point-blank shooting with this trajectory 
before. 

 

MACKAY 
But the bullet did kill her? 

PROF BURKITT 
Unfortunately not, she eventually died 
from the blows on her head. I am afraid 
she would have suffered a long painful 
death. She may have still been 
technically alive when she was doused 
with Kerosene and burnt. But I hope to 
god she had lost consciousness by then. 
The bullet is definitely not the cause of 
death. 

 

MACKAY 
Let’s not stir this up anymore. We’ll 
keep this quiet for now. 

 
Burkitt is uneasy about this. MacKay picks up the bullet 
and inspects it at close quarters. 

 
PROF BURKITT 

(protesting) 
But, surely- 

 
MacKay cuts him off and rolls the bullet between his 
finger and thumb. 

 

MACKAY 
Tomorrow she’ll go on show. We can’t take 
the investigation forward until we know 
who she is. 

 
MacKay discreetly pockets the bullet. Professor Burkitt 
notes this but keeps quiet. 

 

62 EXT. PITT STREET, SYDNEY - MORNING 62 

The street is bustling with commuters. Gangs of men paste 
up larger crime circulars on walls and lamp-posts. It’s 
a life size photograph of the murdered girl’s face. The 
caption reads ‘Do you know this Girl? 
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Information wanted, public viewing at Sydney University.’ 
Mabel takes a circular and reads, ‘5’3”, blue eyes, 
platinum blonde short hair, slim build, early twenties.’ 

63 INT. MABEL’S BEDROOM - NIGHT 63 

Mabel is getting ready for bed, Liam is already in bed. 
She is agitated and upset. 

 
MABEL 

It’s her, I know it’s her. I was certain 
when I saw the sketch but now I’ve seen 
the photo I am absolutely sure. 

 
LIAM 

The cops will deal with it. Don’t worry 
yourself love, there’s nothing more you 
can do. 

 

MABEL 
Poor girl. I keep thinking if only I’d 
taken her on. I didn’t give her a fair 
chance. 

 

LIAM 
You can’t think like that Bel. 

MABEL 
I know but? If one thing went different 
that night, if I’d done things different, 
she’d still be here. 

 
LIAM 

No love, it’s not like that, you could 
say that about anything. If I’d taken a 
smoko instead of Johnno I’d have been 
killed and not him. We’d tossed a coin 
and that’s how it went, no one’s fault. 

 
MABEL 

Yes, but that hasn’t stopped you thinking 
about it and feeling bad all these years. 

 
LIAM 

And you’re the one who tells me not to. 

He tries to comfort her but she pulls away. 
 

64 INT. POLICE HEADQUARTERS, MACKAY’S OFFICE - DAY 64 

Mabel and MacKay are mid meeting. 

MABEL 
Nothing? Someone must know her. Has 
anyone else reported a Philomena missing? 
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MacKay shakes his head. 

MACKAY 
I wish we did. Unfortunately, we have a 
strong hunch she was a prostitute, 
servicing men at the port in Queensland, 
probably got caught up in drugs. These 
girls get themselves in trouble and- 

 
MABEL 

(cutting in) 
That doesn’t sound right at all. She was 
well dressed with good manners. She was 
headstrong... She was scared of 
something. Did you try to trace her 
family? Did you check with Azzalin 
Romano? 

 

MACKAY 
She could have had an appreciative 
client. We can’t do anything without a 
last name. (pause) I understand these 
type of things worry women, but you’d be 
best to go home to your husband and 
family. Forget about the wee lassie, it’s 
tragic but these things happen. 

 
Mabel, doesn’t appreciate the brush-off. MacKay dismisses 
her flashing his perfect new smile. 

 

65 EXT. DARLINGHURST - EVENING 65 

Mabel cycles home, it’s 6 o’clock closing time. Drunken 
men brawl as they spill out of the pub and into the 
bootleg shop two doors down. A bootlegger slips hush 
money in a copper’s pocket. 

66 INT. MABEL’S LIVING ROOM - NIGHT 66 

Mabel feeds Liam - his health has declined dramatically. 
A Pyjama Girl photo adorns the Labor Daily. 

 
MABEL 

He might as well have told me to bugger 
off. 

 

LIAM 
They seem to be putting a lot into it; 
they should know what they are doing. 

 
MABEL 

We thought that when he said he’d cleaned 
up the brothels and drugs and that’s all 
back now, and now there’s the off-course 
betting, it’s all just underground. 

(MORE) 
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MABEL (CONT'D) 
For starters they should let the pubs 
open after six, it’s been seventeen years 
since the war so there’s no excuse 
anymore. Even Americans don’t have 
prohibition anymore. 

 

LIAM 
Someone’s making on it Mabel, they like 
it just the way it is. 

 
MABEL 

I saw a copper take a backhander at the 
bootleg in broad daylight today. 

 

LIAM 
It won’t be just the coppers. Look at 
the money to be had, they’re raking it 
in. 

 
Mabel finishes off feeding him in silence, thinking. He 
looks at her sadly. 

 

67 INT. FORMALDEHYDE FILLED ZINC COFFIN - DAY 67 

Time accelerates: The Pyjama Girl ages a year in seconds. 
Her skin tightens, the formalin clouds. 

68 INT. ITALIAN CAFE, MELBOURNE - DAY 68 

Antonio, morose, sits at the counter of PELLEGRINI’S 
CAFE. MRS CASSTELLANO (70s), small, grey hair up, makes 
espresso and looks at him anxiously. She shoots MR ZUMMO 
CASSTELLANO (70s), large, thick white hair, a look urging 
him to speak to Antonio. 

 
MR CASSTELLANO 

(Sicilian, with subtitles) 
Tony, it’s a long time since you heard 
from your Lin. What is it over a year? 
Have you seen her at all? 

 
Antonio, shakes a negative, stirs his coffee. A pause. 

How’s everything in Sydney? How’s it 
going with the paper? 

 
Antonio brightens and passes him a copy of Il Giornale. 

ANTONIO 
It is going good, Zummo. The Party 
promoted me to editor. Have you thought 
more about joining? We’re recruiting. 

 

MR CASSTELLANO 
No, no. Tony, Fascism, hmm, it’s not for 
us. We’re not a political people. 

(MORE) 
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MR CASSTELLANO (CONT'D) 
We are happy here, we have everything 
nice just as we are. (pause) Tony, you 
should be careful with all this politic 
stuff, a lot of the Australians don’t 
like it. We Italians need to settle 
quietly, make a good life here. The paper 
is good for community things, but not the 
politics Tony. 

 

MRS CASSTELLANO 
(blurting out) 

We’ve been thinking, maybe, you should go 
and look at the body at the university? 
Maybe she is your wife, Huh? 

ANTONIO 
(ambushed) 

I’ll think about it. Maybe, you’re right 
Mrs Casstellano. But, Linda might just be 
on the cruise boats. You know how she 
liked working there and it’s hard to make 
contact when they are at sea so long. 

 
MRS CASSTELLANO 

It’s not that hard to a write post card 
Tony. They’re in an out of the ports all 
the time. 

 
Mr Casstellano, leans in, looks Antonio in the eye and 
pushes the Pyjama Girl crime circular towards him. 
Antonio is uncomfortable. He gets up to leave. He pulls 
out money, Casstellano waves it away refusing. 

 
MR CASSTELLANO 

Think about it Tony, you’re like family 
to us we know you so long. You can’t wait 
not knowing this way or that forever. 

 
Mrs Casstellano tries to lighten the mood. 

MRS CASSTELLANO 
I need to know if she’s dead so I can fix 
him up. He need a good Italian girl next 
time, plenty of good ones I know in 
Melbourne. Australian girls no good, 
drink, dance, do what they want. He needs 
a good Italian wife. 

 

MR CASSTELLANO 
Shut up woman, you talk rubbish, this 
isn’t your business. 

 
She just laughs at him. 
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69 INT. ANATOMY DEPARTMENT - DAY 69 

The open zinc coffin is placed on trestles. The silk 
pyjmas, towel and jute sack are displayed in a cabinet. 

70 INT. LEAD COFFIN - CONTINUOUS 70 

A murky haze, the formalin ripples from the vibrations of 
trams below. A shaft of light cuts through, refracts into 
blues, greens and purples. The body quivers. A shiver of 
light catches her bright blue iris. For a split moment 
she looks alive. 

71 LATER 71 

Faces gawp into the coffin. Most are here for morbid 
entertainment. Some are hopeful. Some fearful. People 
gasp and giggle. Jeanette Routledge is serious as she 
approaches the black coffin, she nervously looks at the 
body. Grief chokes her, she covers her face and quickly 
walks away. Antonio approaches the coffin with 
trepidation, he stares in, determined to control his 
emotions. He studies the body, a flicker of sadness 
dances across his face. 

72 TIME PASSES 72 

The body ages four years in ten seconds. Her skin 
leathers, flesh swells and ruptures, hair browns, blue 
eyes cloud. 

73 INT. MABEL’S LIVING ROOM - DAY (1939) 73 

Mabel, graying, is in tears. Mary, heavily pregnant 
again, is comforting Mabel as the CORONER and his men 
stretcher down Liam’s covered body. A gaggle of Mary’s 
children read comics and play with toys, a small boy 
shoots imaginary enemies with a stick. 

 
CORONER 

My condolences Mrs Blackett. If it’s any 
comfort he died peacefully in his sleep. 

 
MARY 

He’s at peace now, love. 

Mabel is inconsolable, Mary tries her best. 
 

74 INT. CHURCH - DAY 74 

Mabel bravely stands next to Liam’s coffin. Beside her 
Ryan, now a man of 19 in army uniform. 
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Mabel addresses the congregation - Mary, her family, 
Doreen and the women from the agency. And a dozen war 
veterans. 

 

MABEL 
He was a loving husband and father. He 
served his country and was a loyal 
friend. But the man that returned from 
war was never the same. I hope his 
sacrifice and that of all the diggers was 
not in vain. May he rest in peace. 

 
Mabel, lost in sorrow, watches as Ryan and Liam’s mates 
lift the coffin. The choir and congregation sing ‘Abide 
With Me.’ Mabel follows the coffin; her emotions get the 
better of her. Mary and Doreen steady Mabel. 

 

75 INT. PUB, SALOON BAR, WAKE - DAY 75 

Mabel stands alone in a fog of emotion. The choral voices 
still ringing in her mind are drowned by a raucous 
drunken pub sing-along wafting in from the public bar. 
Everyone around Mabel scramble for drinks, lay out 
sandwiches, offer condolences, and the radio at the back 
of the bar competes with the sing-along. Mary smiles at 
Mabel and shoves a stiff drink in her hand. 

 
MARY 

Get that down you. You did well by him. 
He’d be proud of you Mabel. 

 
Mabel bucks herself up, knocks back the drink and manages 
a weak smile. Suddenly, the PUBLICAN shouts. 

 
PUBLICAN 

Quiet please! Oi, Quiet. 

Everyone goes quiet as he turns up the radio. 

PRIME MINISTER MENZIES 
(Audio archive recording) 

Fellow Australians, it is my melancholy 
duty to inform you officially, that in 
consequence of persistence by Germany in 
her invasion of Poland, Great Britain has 
declared war upon her and that, as a 
result, Australia is also at war. No 
harder task can fall to the lot of a 
democratic leader than to make such an 
announcement. 

 
The gravity of the situation hits everyone. Panic- 
stricken, Mabel looks at Ryan. His uniform and his 
expression tell us he will go to war. 
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76 INT. EMPLOYMENT AGENCY - DAY (1940) 76 

The phones are hopping. The windows are taped. Posters 
cover the walls, ‘Winnie the War Winner’, ‘Join us in a 
Victory Job’. The agency is thriving, Mary and Doreen 
tend the frantic phones. 

 
MARY 

(friendly efficiency) 
Women’s Agency how can I help you? 

 
Mabel is hauling out an old filing cabinet to squeeze in 
another desk. As the cabinet finally gives she sees a 
scrap of paper. She picks it up. Recognising it 
immediately, she rubs off the dust. In Philomena's hand 
is written ‘Azzalin 4343 521.’ Mabel considers tossing it 
then carefully puts it in her pocket. 

 

77 INT. NEWSPAPER PRINT FACTORY, PRINT FLOOR - DAWN 77 

Antonio oversees the printing of the Il Giornale 
newspaper. The noise is deafening as print run rolls off. 
The Headline: 10th June 1940 ‘Benito Mussolini, Dictator 
of Italy declares war on France and Great Britain.’ 

 
MacKay and his men burst in. Latrobe, switches off the 
printer. The place goes quiet. MacKay approaches Antonio. 

 
MACKAY 

Sorry Tony - the warrant for your 
internment. 

 
MacKay holds out the warrant. Antonio takes it and reads: 
‘By order of the Commonwealth of Australia warrant for 
internment of enemy aliens. Antonio Agostini Fascist 
Party member editor of fascist journal Il Giornale.’ 

 
ANTONIO 

Where am I going? 

MACKAY 
Loveday internment camp, South Australia. 
I’ll put in a good word. Good luck. 

 
Antonio nods compliance. Latrobe slaps him in cuffs. 

 

78 INT. CINEMA - EVENING (SEPTEMBER 1940) 78 

Mabel, Mary and Doreen settle in the packed cinema. 

Archive Newsreel: The London sky darkens as hundreds of 
Luftwaffe bombers fly in V formation. Suddenly, they 
disgorge bombs. London is pummelled. Sirens sound. 
Civilians run for cover. Buildings burn. People are hit. 

Mabel, Doreen and Mary watch in horror. 
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NEWSREEL V.O 
(Posh British voice) 

The devastation is Hitler’s war of 
terror. Amid the hell, Nazi bombs reign 
down on London. The whole of the skyline 
is lit up like a ruddy glow almost like a 
sunrise or sunset. It’s hard to describe 
the horror: the most hateful, most 
beautiful single scene I have ever known. 
Hitler’s dreadful masterpiece. 

 
We see the German night bombs rain down on London, wave 
after wave, planes ‘dog fight’ in the sky, devastation, 
fire fighters, the sky turns black, London is blazing. 

 
Caption: September 7th, 1940. London the blitzkrieg. 

MARY 
Have you heard from Ryan? 

MABEL 
Not for a while, but they say it’s hard 
for post to get through. 

 
Mabel sits in the cinema with Doreen and Mary either side 
of her. Time accelerates: Four years rush by in seconds, 
Mabel, Doreen and Mary age, fashions change. Doreen works 
through a series of USA Servicemen boyfriends. Mary has 
more kids. Mabel remains still. 

 

79 INTERCUT WITH ACCELERATED ARCHIVE FOOTAGE WORLD WAR II 79 

1941 - Pearl Harbour, Allies take Tobruk. 
1942 - Darwin attacked. Sydney attacked. Singapore falls. 
1943 - Surrender at Stalingrad, first German defeat. 
1944 - London attacked by V-1 bombs, D-day landings. 

We return to real time in 1944 as the newsreel changes 
from news of war to an Australia Today item of the 
‘Pyjama Girl’ Murder Case reconstruction by Rupert 
Kathner (clip from the National Archives). Doreen, Mabel 
and Mary are in the same cinema in their usual seats. 
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NEWSREEL V.O 
the shocking state of the 
body when found ... of 
kerosene traces on the 
grass ... and then the 
dramatic statement, it is 
imperative that in the 
interest of justice this 
woman’s body be preserved 
indefinitely. These are a 
piece of the actual pajamas 
worn by the murdered girl, 
this the self same towel 
taken from the battered 
head. 

 
MABEL 

Christ, not this again. I 
can’t believe the police 
haven't solved this. Fancy 
doing this (points to the 
screen) when the war’s on. 
Aren't they ever going to 
let that poor girl get 
buried. I’m sure they could 
trace her mother if they 
look into it. I can’t watch 
any more of this. You 
coming? 

 

The audience shush and tut Mabel as she leaves. At the 
back of the cinema she watches with tears in her eyes. 

 

80 INT. EMPLOYMENT AGENCY - DAY 80 
 

Phones are ringing hot. Doreen and two other women 
answer. A TRADESMAN is painting ‘Mabel Blackett 
registered employment agent’ on the glass pebbled door. 
Mabel helps Mary heave a baby stroller up the stairs. 
Mary is smartly dressed as is Mabel - always. 

MABEL 
There are no appointments scheduled so 
it’s just walk-ins. Write down any 
messages. Doreen knows the drill. 

 
MARY 

Remember, you have two hours. Good luck. 

Mabel smiles thanks, takes a deep breath and leaves. 
 

81 INT. LIBRARY, NEWSPAPER ARCHIVE - DAY 81 

Mabel is buried in a mountain of newspapers. The dates 
and newspaper Headlines flick by: 
1936 - ‘Sensational Move by Police - Public May See Body’ 
1937 - ‘New Teeth Clue in Pyjama Girl Murder.’ 
1940 - ‘New Line on Pyjama Girl Murder.’ 
1941 - ‘Murder Reward NSW Offers £1,000.’ 
1943 - ‘New Evidence in Pyjama Girl Murder.’ 

 
More papers arrive from the vaults and Mabel diligently 
ploughs on. Suddenly, a small item in ‘The Truth’ dated 
late 1940 grabs her attention: 

 
‘A Mrs Presley identified the body of the ‘Pyjama Girl’ 
as that of her grand-daughter, Anna Philomena Morgan. 
She had written to the police after seeing press 
photographs of the ‘Pyjama Girl’. 
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Philomena Morgan had lived with her grandparents for a 
number of years and this makes the identification by Mrs 
Presley a strong one.’ Success! Mabel grins. 

 

82 INT. STATE RECORDS OFFICE, SYDNEY - DAY 82 

Mabel approaches the enquiries desk. The officious 
administrator makes her wait. 

 
MABEL 

I am looking for personal records. 

RECORDS OFFICER 
(this guy hates his job) 

Living or dead? 
 

Mabel thinks. 
 

MABEL 
Living. She may have changed names, deed 
poll or marriage? 

 
He indicates a vast maze of wall to ceiling records. 

RECORDS OFFICER 
Alphabetical. 

Mabel follows his direction. She orientates herself in 
the stacks -- Births, Deaths, Marriages, and Deed Poll. 
She settles at Marriages and pulls out a dusty ledger 
marked P and takes it to a small desk. Her finger traces 
down the columns. Pa, Pe Pi, Pl, Pr, Pres, Presley. 
Success! She searches through Marriages and Births. 

She locates Philomena’s mother, Jeanette Routledge, 
formerly Mrs De Peier, and before that Mrs Morgan. Mabel 
draws a family tree. She checks the clock and gathers her 
things. 

 
 
83 EXT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - AFTERNOON 83 

Mabel briskly enters the School of Medicine. 

84 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - EVENING 84 
 

The vast room is almost empty, two lab technicians wheel 
the zinc coffin into an annex. Mabel arrives just as a 
security guard ALBERT (30s), beefy gentle giant, is 
closing up. Mabel looks around. 

 
ALBERT 

Sorry we are closed for today, she’ll be 
on display again next week, as usual 
every Tuesday and Thursday. 
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MABEL 
I am Mabel Blackett looking for Professor 
Burkitt. I have an appointment. 

 
ALBERT 

Ahh, yes, he is just finishing. Next door 
down the corridor - you’ll just catch the 
end if you’re lucky. 

 

85 INT. SYDNEY UNIVERSITY, LECTURE THEATRE - DAY 85 

Mabel, slides into a back seat of the packed dimly lit 
hall. The audience listen to the charismatic DR THOMAS 
PALMER-BENBOW (48), intelligent, tall, expensively 
dressed, at the podium. Beneath his professional persona 
is a grieving man burdened by the chilly soul of the war. 
He completes his lecture with wit and verve. Behind him 
is a giant projection of a fingerprint. PROFESSOR BURKITT 
sits in the front row. 

 
DR PALMER-BENBOW 

(Transatlantic accent) 
Dactylography... the study of 
fingerprints. Edmond Locard developed the 
12 matching points for fingerprint 
comparison. He claims ‘every contact 
leaves a trace’ which he calls ‘the 
exchange principal.’ Locard purports that 
the evidence does not forget and indeed 
holds information like a silent witness. 
It is actually factual evidence. Its 
memory does not diminish its value. The 
only failure is human, that is, our 
inability to read it, or to understand 
what the evidence is telling us. This is 
our future challenge, the challenge of 
forensic pathology and science. Locard 
holds the view that the criminal will 
also introduce something of himself into 
the crime event, evidence of his own 
existence that can be used as forensic 
evidence. It maybe his fingerprints, 
footprints, fragments, some trace of 
himself. That trace can, if we do our 
part, convict the criminal. That is if 
our flat-footed friends with their 
Luddite mulishness don’t get there first 
and destroy the evidence. 

 
The students laugh. Mabel smiles, inspired. The students 
applaud. Professor Burkitt steps forward applauding Dr 
Palmer-Benbow. Professor Burkitt approaches the podium 
addressing the audience. 
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PROF BURKITT 
Thank-you Dr Palmer-Benbow. While our 
legal system is grappling with its 
thoughts about the value of our 
profession may I remind you that the 
British Police authorised Hendon, the 
first British forensic science 
laboratory, nine years ago in 1935. The 
FBI established a technical lab in 1932 
and of course Locard has operated a crime 
lab in France since 1910 and Christ knows 
what the Germans have. We in Australia 
are yet to see such progress but we live 
in hope. 

 
As the theatre lights go up Mabel sees a sea of eager 
young students -- all are male. 

 
PROF BURKITT (CONT’D) 

In my next lecture I will cover the 
remarkable work of the learned British 
Pathologist, Sir Bernard Spilsbury in the 
case of Dr Crippen, who, with his 
mistress Ethel Le Neve, was accused of 
murdering his wife Cora Belle Emor. The 
reading for the week is Locard’s volume 
on Dactylography in Traité de 
Criminalistique. Good day gentlemen. 

 
The students jostle to leave and floods of young men rush 
towards Mabel. She is acutely self-conscious as they 
rudely stare at her. Burkitt nimbly takes her arm and 
addresses the students. 

 

PROF BURKITT (CONT’D) 
Move along brutes. Have you never seen a 
living woman before? 

 
The young men move along embarrassed. The Professor 
offers his hand, Mabel smiles and they shake hands. 

 
PROF BURKITT (CONT’D) 

Mabel Blackett? I am Professor Burkitt 
and this is Dr Palmer-Benbow, who I am 
pleased to say has recently returned 
safely home to us from poor old Blighty. 

 
Dr Palmer-Benbow, bows to Mabel and holds out his hand. 
She reciprocates. We notice a flicker of attraction. 

 

86 INT. ANATOMY DEPARTMENT, BACK ROOM - MOMENTS LATER 86 

Mabel contemplates the body floating in the formalin. 

PROF BURKITT 
You won’t be able to tell much from 
there. I’ll get the boys to get her out. 
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Two technicians haul out the body. As the head lifts out 
it is clear to Mabel this is Philomena. 

 
MABEL 

Yes, it’s her. It’s Philomena. 

PROF BURKITT 
I am so sorry... you were close? 

MABEL 
No not really. I met her the day before... 
this. 

 
PROF BURKITT 

Let’s get some tea in my office, my dear. 

Mabel stares at the body horrified. 
 

87 INT. PROFESSOR BURKITT’S OFFICE - CONTINUOUS 87 

The office is crowded with books. The Professor hands 
Mabel tea and a plate of homemade pastries. Despite his 
job he is a kindly empathetic man. 

 
PROF BURKITT 

Unfortunately we get used to the bodies 
round here. But somehow their tragedy 
never goes away. 

 
MABEL 

Do you know what happened to her? 

PROF BURKITT 
The cruelty of men. Perhaps you shouldn’t 
torture yourself with it any more. 

 
MABEL 

Actually, I need to know. I keep blaming 
myself. I could have helped her. 

 
PROF BURKITT 

It’s likely it would have happened 
anyway, if not in Albury on that day, 
then somewhere else on another day. So, 
what line of work are you in? 

 
The Professor helps himself to another pastry. 

MABEL 
I was a teacher. I dreamed of studying at 
a University. The Department of Public 
Instruction found out I was married and 
they sacked me. So, I started an 
employment agency for women. 

 
The Professor chuckles impressed. He admires her spirit. 
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PROF BURKITT 
Why they think women can’t teach once 
they are married doesn't make any sense. 

 
MABEL 

(risking a joke) 
Professor, as Head of Anatomy I’d expect 
you to know women’s brains dissolve into 
their ovaries when they marry? 

 
The professor laughs. He likes this woman. 

PROF BURKITT 
We need more teachers, not fewer. The 
University lost some of our brightest 
minds to the marriage bar, yes, one of 
the more ridiculous pieces of legislation 
this government has made yet. Now, you 
were saying about the girl. 

 
MABEL 

I don't understand why the police haven’t 
resolved it. Her grandmother came forward 
and identified her as Philomena Anna 
Morgan but the mother, a Mrs Routledge 
denied the body’s her daughter and is 
estranged from the grandmother who 
doesn’t know where she is. She has been 
married three times and convicted for 
nine months for bigamy. 

 
She hands him her notes. He dusts off crumbs and reads. 

PROF BURKITT 
Good research skills Mabel Blackett. 
Mabel, you are clearly a capable woman. 
You have determination, the will to find 
the truth and a bright questioning mind. 
Do you have strength and courage? That is 
all you need and knowledge will be yours. 

 
Mabel blushes, and considers his challenge. 

 

88 INT. PUBLIC LIBRARY - DAY 88 

Mabel searches the pages of a Sydney telephone directory 
for Routledge. She notes down addresses. 

89 EXT. STREET, SYDNEY SUBURBS - EARLY EVENING 89 

- Mabel knocks on a door, a woman shrugs her shoulders. 
- Mabel knocks on another door, a man nods. 
- Mabel is about to knock on a door when Jeanette 
Routledge opens it. 
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MABEL 
Mrs Jeanette Routledge? 

Jeanette Routledge is suspicious - almost rude. 

MRS ROUTLEDGE 
Who’s asking? 

MABEL 
I am trying to track down a young woman 
named Philomena Anna and I believe 
Jeanette Routledge is her mother. Is that 
you? 

 

MRS ROUTLEDGE 
Got the wrong person, my daughter’s not 
called Anna. Anyway I’ve got to get on. 

 
Jeanette Routledge eases the door closed. Mabel has a 
feeling about this woman. 

 
MABEL 

Please wait. Have you heard the name De 
Peier? (the woman flushes) 

 
MRS ROUTLEDGE 

What’s that, French? Never heard of it. 
Good day to you. 

 
She shuts the door on Mabel. Mabel looks up at the modest 
working class terrace. A curtain twitches. 

 

90 INT. POLICE HEADQUARTERS, MACKAY’S OFFICE - DAY 90 

Mabel is again in a tense meeting with MacKay. 

MABEL 
(frustrated, insistent) 

This woman must be her mother. Even the 
Grandmother Mrs Presley says so. 

 

MACKAY 
(frustrated, impatient) 

I will ask my detectives again, but I can 
assure you we have checked this woman 
before. I remember something about a 
family feud. You know, these women can be 
what they want you to see. They change 
their name as often as their hair. Now, I 
appreciate your concern Mrs Blackett. We 
are launching an international appeal, we 
think she may have gone overseas on the 
boats. We have a lot of manpower working 
on the case, as yet, we have had no 
verifiable identification. 

(MORE) 
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MACKAY (CONT'D) 
Mrs Blackett, I can’t keep seeing you 
unless you have anything new to add to 
the investigation. You have to trust us 
to do our job. 

 
Mabel bristles with frustration but remains polite. 

 

91 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - MORNING 91 

Burkitt is in his element showing Benbow the Pyjama Girl. 

PROF BURKITT 
We are very familiar with your work from 
before the war of course, no journals 
getting through now. Here she is. 
(showing him the coffin) Awful case, 
she’s been with us nearly ten years. 

 
Benbow is both appalled and fascinated. 

DR PALMER-BENBOW 
Some forensic investigation should help 
solve the case. 

 
PROF BURKITT 

I have done all I can, we don’t yet have 
an official department so forensic 
research isn't admissible. I am working 
on it but the university Governors are 
hostile and think it’s all hocus-pocus. 
(pause) I can pull her out for you any 
time. It would be a pleasure to have you 
around, give me some relief from the dry 
eggheads round here. 

 
Benbow contemplates the offer. 

PROF BURKITT (CONT’D) 
If you can find the time, you would be 
most welcome to use any of our 
facilities. And, spare a thought for 
that poor girl. She really ought to be 
buried soon. 

 
Without realising it, Benbow has been led by the 
Professor through to his office. 

 

92 INT. PROF BURKITT’S OFFICE - DAY 92 

Prof Burkitt rummages around and pulls out a bulging, 
file marked ‘431/a - The Pyjama Girl.’ He pushes it 
towards Benbow. 

 

PROF BURKITT 
You can’t do worse than the coppers, 
that’s for sure. 
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Benbow gingerly thumbs the file. 
 

93 INT. POLICE HEADQUARTERS, SYDNEY - DAY 93 

MacKay is reading a letter of introduction from the 
Metropolitan Police. Benbow sits patiently. 

 
MACKAY 

We don’t have anything in the way of 
forensics, apart from finger printing. 

 

DR PALMER-BENBOW 
If we apply a scientific approach I am 
confident that the case can be resolved. 

 
MACKAY 

It’s years since the murder, do you 
really think there would be any evidence 
out there still? 

 

DR PALMER-BENBOW 
If there is, I assure you I will find it. 
If I can prove to you that forensic 
science can help your investigations, 
then my hope is that we could develop a 
future business arrangement. 

 
MacKay considers the Doctor’s offer. 

MACKAY 
We are under a lot of pressure to close 
some of these old cases. The newspapers 
are always raking them up. I’ll tell my 
boys to help you. 

 
DR PALMER-BENBOW 

Thank you, Commissioner. I will need 
access to all the case files. 

 
MACKAY 

That will not be possible. But if there 
is anything specific you need then 
request it and we will try to help. 

 
DR PALMER-BENBOW 

I will need the original reports from the 
detectives and witnesses involved in the 
finding of the body and any statements 
from people who claim to have identified 
the body- 

 

MACKAY 
(cuts him off) 

Certainly, I will have them prepared for 
you. 

(MORE) 
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MACKAY (CONT'D) 
If and when you find anything Dr Palmer- 
Benbow, anything at all, I expect you to 
keep me informed, and if there is 
anything I can do to help you, just let 
me know. 

 
MacKay smiles and stands outstretching his hand. Benbow 
smiles warmly. They shake on the deal. 

 

94 INT. ROMANO'S RESTAURANT - DAY 94 

MacKay and his men enjoy a boozy lunch at a discreetly 
placed table. Frank Coughlan and his band play. Pretty 
girls drink at the bar. The place is heaving. Every 
influential section of society rub shoulders and indulge 
in pleasures. MacKay notices Antonio, now aged, in a 
waiter uniform. He beckons him. Azzalin nods, Antonio 
complies. 

 
MACKAY 

Tony! I heard you were out! 
 

Antonio, deferential, refills MacKay’s glass. Years of 
internment have impacted his demeanour. He looks worn, 
grey hair thinning, his charming smile gone. 

 
MACKAY (CONT’D) 

(feigning concern) 
How did they treat you, Tony? 

Antonio 
I survived. I worked in the library most 
of the time. 

 

MACKAY 
So, did Linda stick around for you while 
you were away? 

 
Antonio wasn’t expecting this. MacKay searches Antonio's 
face, has he ruffled him? Antonio considers his answer. 

 
ANTONIO 

No, she left me before I was interned. I 
think she went back overseas working on 
the passenger boats. I haven’t seen her 
for years. 

 

MACKAY 
Is that so? Well it’s good to see you 
back Tony. 

 
Antonio bows politely. Mary and Mabel, dressed to the 
nines, sashay into the restaurant. Azzalin greets them 
and ushers them to their table. They catch MacKay’s eye. 
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95 MABEL’S TABLE - CONTINUOUS 95 

Mabel and Mary take in the heady opulence. The famous 
dine and men drink and flirt with pretty women, the band 
entertains and guests dance. 

 
MARY 

I could get used to this. 

MABEL 
We deserve a treat, business is going 
better than I could ever have imagined. 

 
Antonio hands them menus. Mabel discreetly watches MacKay 
as he holds court with the city’s movers and shakers. 

 
LATER 

Antonio serves them lunch. 

MABEL (CONT’D) 
Is the Commissioner a regular? 

ANTONIO 
Yes, mam, most days. 

 
 
96 EXT. ROMANO'S RESTAURANT, SERVICE ENTRANCE - NIGHT  96 
 Mabel secretly watches the constant stream of pretty 

girls, musicians, service staff, kitchen deliveries, 
barrels of liquor and Griffith Estate wine. 

  

 
97 

 
INT. WOMEN'S EMPLOYMENT AGENCY, RECEPTION - DAY 

  
97 

 The office is busy, Doreen and Mary are on the phones. Dr  

Benbow sits awkwardly opposite Mabel’s desk. She is warm, 
but clearly assessing him. 

 
DR PALMER-BENBOW 

Professor Burkitt suggested I contact you 
with a view to collaboration. 

 

MABEL 
Did he now. I am impressed the police 
have agreed to assist you. The 
Commissioner seems more interested in 
stirring up a scare campaign in the press 
than solving the damn case. 

 

DR PALMER-BENBOW 
I understand it’s the question of 
identification. The professor thought you 
had made further inquiries of your own? 

 
Mabel considers him for a moment. He seems genuine. 
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DR PALMER-BENBOW (CONT’D) 
Perhaps you would like to come to the 
university tomorrow? I can share my 
findings with you and show you how we 
approach the problem from a scientific 
perspective? Unless you are squeamish? 

 
MABEL 

Not at all, I’m a country girl used to 
hunting and gutting. So, you think you 
might still find clues on her body? That 
would be interesting, but- 

 
Mabel looks at Mary and Doreen. 

MARY 
You go ahead, we can manage here. 

DR PALMER-BENBOW 
Most definitely. 

Mabel smiles as he leaves. Mary looks at her. 

MARY 
Is he married? He seems to like you. 

MABEL 
Mary, I have no idea and that’s not 
important, this is about that girl. 

 
Mary raises an eyebrow teasing Mabel. 

 

98 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - DAY 98 

The technicians haul the body out of the formalin with a 
hoist. The body, supported by a plank swings above them 
precariously threatening to slide loose. Burkitt grabs 
the hoist and steadies it. 

 
PROF BURKITT 

Easy does it, we don’t want her falling 
in bits on the floor. You’re not at the 
bloody abattoir now, you know. 

 
Benbow, gloved and gowned, helps Mabel fasten her gown. 
Prof Burkitt guides the body down onto the post-mortem 
slab. The technicians set about mopping up the spilt 
formalin. 

 

PROF BURKITT (CONT’D) 
And you can clean out the tank- 

DR PALMER-BENBOW 
Actually, I’d like to take a look at it 
later, if that’s OK? Fragments may have 
dislodged. 
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PROF BURKITT 
Good point Benbow, whatever you say. 

Mabel looks at the bruised, battered girl. Benbow is 
professional, gentle and methodical in his examination. 
He inspects her scalp with a magnifier. He pulls out a 
minute crystal fragment with a pair of tweezers. He 
places it on a slide under a microscope. Benbow invites 
Prof Burkitt to have a look. The Professor plants his eye 
over the microscope. We see the facets of a cracked 
crystal gem. Benbow invites Mabel to look next, helping 
her adjust the lens. The work forces them close. 

 
MABEL 

A gem from an earring, or a necklace? 

DR PALMER-BENBOW 
Right first time, there are no signs of a 
chain being torn from the neck. But she 
does have pierced ears. 

 
Benbow takes the fragment and carefully archives it in a 
box file of slides. He scrapes the nails and places the 
matter on a slide and looks at it under the microscope. 
Mabel notes his wedding band. 

 
DR PALMER-BENBOW (CONT’D) 

Human blood and skin tissue. She fought 
hard against her attacker. 

 
He finds fur, hair and fibre. He conducts tests and 
meticulously measures the wounds, apertures and lengths 
and distances of features. He makes notes and intricate 
diagrams. He collects and archives endless samples. 

 
LATER 

Mabel now perfectly at home in the lab, looks through the 
microscope at the laundry mark on the towel. We see her 
mind’s eye reconstructing the letters. The first is 
either a ‘Q’ or ‘R’ or ‘O’, the second is definitely ‘I’ 
and the third is either ‘N’ or ‘H’ or ‘W’. Mabel hands 
Benbow the towel, he carefully examines it finding a 
small hole. He shows Mabel. 

 
DR PALMER-BENBOW (CONT’D) 

She was bashed, her head wrapped in the 
towel, then shot... through here. 

 
Mabel listens intently. 

 

MABEL 
But why put the towel over her head? 

DR PALMER-BENBOW 
That, I am not sure. It could be two 
different people’s work. 

(MORE) 
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LATER 

DR PALMER-BENBOW (CONT'D) 
And, curiously they washed her face 
before putting the towel round her head 
(pointing) see. There, (showing her) or, 
there would be far more blood on the 
towel. 

 

They work long into the night. Benbow magnifies a green 
fleck of paint and rust, excited, he shows them. 

 
DR PALMER-BENBOW (CONT’D) 

See here, the murder weapon has written 
its signature into the wound. I need to 
go and see where the body was found. 
There will be more evidence I’m sure. 

PROF BURKITT 
Mabel why don’t you go down there with 
Benbow? You’ve got a knack for this 
detective work. 

 
 
99 I/E. MABEL’S HOUSE - MORNING 

On the modest working class street a group of excited 
kids gather round a huge flashy white Bentley. Mabel, 
hearing the excitement looks out of her bedroom window 
and to her amazement sees Benbow get out of the Bentley 
and knock on her door. Mabel runs down and opens the 
door. She is flustered and embarrassed and quickly gets 
in the front passenger side before he can help her. 

 

100 INT. BENTLEY - CONTINUOUS 

Mabel slides in the plush interior. Kids mob the car. 

MABEL 
Christ, let’s get out of here before they 
wreck it. Is this your car? They’ll think 
you’re a gangster. 

 
Benbow smiles, amused at her reaction. 

 

101 EXT. HUME HIGHWAY - MORNING 

Benbow speeds along the scenic highway. Mabel relaxes 
enjoying the ride. 

 
99 

 
 
 
 
 
 
 
 

100 
 
 
 
 
 
 
 
 
 

101 

 

MABEL 
Do you always drive this fast? 

DR PALMER-BENBOW 
You want me to slow down? 
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MABEL 
No, not at all. But, I feel like the 
bloody Queen. Everyone’s staring. 

 
People stare as the car races 

MABEL (CONT’D) 
So, is your wife still in America? 

 
Benbow is momentarily taken aback, this is clearly 
painful for him. Mabel senses his hesitation. 

 
DR PALMER-BENBOW 

No. She’s, she was English. I, I am a 
widower. 

 
Mabel is mortified at her faux pas. 

MABEL 
Oh, I am so sorry. I, I didn’t realise. 

She is utterly embarrassed. 

DR PALMER-BENBOW 
No, please, it’s an understandable- 

He thumbs his wedding band. 

Haven’t taken it off yet. 

He looks at her, she sees his pain. She feels a 
connection but, embarrassed, she looks away. 

 
 
102 EXT. MURRAY RIVER, RIVER BANK - DAY 

Mabel and Benbow picnic in an idyllic spot on the 
riverbank, willow trees lazily caress the glassy surface 
and paddle-boats chug by. 

 
MABEL 

So, coming back to Australia must be 
quite a change? You must have spent a lot 
of time overseas? Whereabouts did you go? 

 
DR PALMER-BENBOW 

America mainly ... then England and 
Europe. 

 
102 

 

MABEL 
You have to tell me more than that. You 
must have been in America a long time to 
pick up that accent? 

 
DR PALMER-BENBOW 

20 years in Philadelphia. My parents 
emigrated from a small town near here in 
Victoria when I was a child. 

(MORE) 
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DR PALMER-BENBOW (CONT'D) 
I studied to be a surgeon at Jefferson 
University, then I went to England to the 
Royal College of Surgeons and practiced 
there. I suppose there is always the pull 
to return home. 

 

MABEL 
Sorry, I am being nosy. I didn’t mean to 
make you feel uncomfortable. 

 
DR PALMER-BENBOW 

No, actually I enjoy talking to you. 
 

She smiles and relaxes back on the grass. Their body 
language is subtly flirtatious. Benbow fills the silence. 

 
I did some special research at Oxford 
University and that’s where I became 
interested in the scientific side of 
detection. Then there was the war. I 
joined the medical unit in the British 
army, posted in Serbia and France. And 
saw more than I care to remember. 

 
Benbow looks at her wedding band. 

DR PALMER-BENBOW (CONT’D) 
So, tell me about your family? 

She blushes and tries to fend off her emotions. 

MABEL 
My husband passed away five years ago. He 
was also in the army, the first war. His 
injuries eventually got the better of 
him. I have a son who is now serving in 
New Guinea. 

 
They allow the awkward silence to settle. 

 
 
103 EXT. HOWLONG ROAD, STORM DRAIN - DAY 

Mabel and Benbow inspect the storm drain, the brickwork 
has aged. 

 
Benbow looks through field glasses. He scans the flat 

 
103 

horizon. Uninhabited bush, scrub, woods and fields. As he 
completes a 360-degree pan, something catches his 
attention. He pans back, adjusts focus, and through a 
dense cluster of trees he can see the ridge of a hidden 
roof. 

 
 
104 INT. CHINESE LAUNDRY, ALBURY - DAY 

Mabel shows the towel fragment to a LAUNDRY WORKER. 

 
104 
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MABEL 
Is this one of yours? 

LAUNDRY WORKER 
(Chinese accent) 

It’s terrible condition, it look like 
individual marking, maybe OIN, QIN, QIH? 
If it local I reckon it’s Quin’s. 

 
MABEL 

Do you know where they live? 
 
 
105 INT. COUNCIL CHAMBERS, ALBURY - DAY 
 

Mabel searches through the electoral register. She 
checks the Q column, and she finds ‘Quin’. There is a 
whole family, one Quin has a bracket after the listing 
with ‘fostered’ hand written in. She reads the address. 
‘Quin’s Farm, Albury Common, Howlong Rd, Wodonga.’ 

 

106 INT. PUB HOTEL, HOWLONG RD ALBURY - EARLY EVENING 

Benbow and Mabel settle with a couple of scotches. A 
country barmaid is pulling dozens of pints and lining 
them up on the counter. 

 
105 
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BARMAID 
Can’t say I know them. There’s a shack 
called Quin’s on the reserve land. 
Lucy Collins used to live there. 

 
DR PALMER-BENBOW 

She’s not there anymore? 

BARMAID 
Not since that girl was murdered. She 
moved out. Called it the death house. 
Seemed to think that was where the Pyjama 
Girl was murdered.  Claims she saw 
something. Knowing her it could just be 
the grog talking. Mind you, something 
must’ve frightened her ‘cos Quin’s shack 
is a darn sight more comfortable than 
where she is now. Can’t be good for 
business. But then they aren’t fussy 
round these parts. 

 
Benbow and Mabel understand perfectly. 

BARMAID (CONT’D) 
I’d say most cases of the clap round here 
would come from her. She don’t care who 
she goes with when she needs grog. 

 
Suddenly, a sea of farmhands and workmen fill the bar. 
The barmaid frantically serves the six o'clock swill. 
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107 EXT. QUIN’S SHACK - DUSK 107 

Benbow looks at the abandoned rusty tin shack; the rotten 
door is hanging off. Benbow inspects it with great care. 
He takes photos. Mabel shudders, it’s creepy and cold. 

 
DR PALMER-BENBOW 

We need to come back when it’s light. 
 

Mabel looks through the field glasses. She sees smoke 
rising from a small shanty; a rough assemblage of 
salvaged weatherboard, corrugated iron and fibro sheets. 

 
MABEL 

I think I have found something, look. 

She hands him the glasses. He locates the shanty. 
 
 
108 EXT. WOODLAND/BUSHLAND - EARLY MORNING 

The Bentley is parked off the road. Benbow carries the 
camera. Mabel is now in stout walking shoes, slacks and 
knapsack. They hike through the woods until they see a 
small shanty, 20 yards away in a clearing. Mabel stops. 

 
MABEL 

Perhaps you should stay here and let me 
say hello to her first? We don’t want to 
scare her, or she won’t talk to us. 

 

DR PALMER-BENBOW 
Of course, that makes sense. 

Mabel pushes on through the long grass towards the 

 
108 

shanty. Benbow watches. Outside the shanty Mabel looks at 
a mound of empty wine bottles and broken glass strewn 
around and general detritus and decay. It is not fit for 
habitation. Unsure if anyone is home, she shouts out. 

 
MABEL 

Hello. Lucy Collins? My name is Mabel, 
can I speak with you? 

 
After a long pause a derelict woman scuttles out. Lucy 
scowls at Mabel. She is defensive. 

 
LUCY 

Why? Who’s asking, what do you want? 

Mabel, smiles warmly, decides being direct is best. 

MABEL 
I wanted to speak with you about the 
murdered girl at Quin’s shack. I think 
she might be someone I know. I heard you 
saw something the night she died? 
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LUCY 
I did, I saw it all. No one believes me, 
but I did. 

 

MABEL 
Maybe I will believe you. 

Mabel offers her hand to steady the woman, Lucy takes her 
hand and holds it tight looking her straight in the eye. 

 
LUCY 

I know your face. You’re not messing with 
me are ya? 

 

MABEL 
I just want to find out what happened to 
that poor girl. 

 
Lucy, notices Benbow. 

 

 
He with you? 

LUCY 
  

MABEL 
Yes, he’s a doctor helping me. Is it Ok 
if he comes over? 

 
LUCY 

Doctor? Yous tricking me? 
You’re not here to take me away? I won’t 
go. 

 
Lucy searches Mabel’s face for a hint of dishonesty. 
Mabel, meets her eye. 

 

MABEL 
I promise. We just want to know the truth 
about the girl. 

 
A long pause as Lucy weighs her up. 

LUCY 
(her mind made up) 

All right. You look like a good one you 
do. Go on then and him. (pointing at 
Benbow) 

 
Mabel waves at Benbow to join them. 

 
 
109 EXT. SHANTY - DAY 

Mabel and Benbow sit on crates, Lucy Collins is huddled 
in the entrance of her shanty, it does make Quin’s shack 
look like a palace. Benbow looks uncomfortable, he hands 
Lucy a bottle wrapped in a plain brown paper bag. She 
opens the beer and takes a long swig. Mabel smiles 
patiently, putting Lucy at ease. Lucy begins her story. 

 
109 
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LUCY 
She arrived, late at night. Carrying a 
suitcase. Beautiful she was, fair hair 
looked like an angel. Sopping wet. I’d 
been out minding my own business... 

 
Lucy goes quiet for a while as she thinks back. We see. 

 
 
110 EXT. WOODLAND, LUCY’S FLASHBACK - NIGHT (1934) 

Black -- the unmistakable sound of a man getting a hand 
job. A storm threatens. As we become accustomed to the 
light we see Lucy work the PUNTER with one hand and 
deftly search his pockets with the other. She finds what 
she is looking for, cash and a 1/4 bottle of whiskey. He 
roughly flips her over, yanks up her skirt. The man 
knocks away her hand, kicks her legs apart and pushes in 
hard from behind. Lucy fights. 

 
LUCY 

I told’ya I don’t do it up me clacker. 

PUNTER 
You’ll do anything I bloody want you 
stinking slag. 

 
Lucy jabs her heel back into his groin. He squeals with 

 
110 

pain. Lucy scrambles away, he grabs her again, she kicks 
him off. Free again she scrambles away. He runs after 
her, she’s vanished. He stares into the inky darkness. He 
realises he’s been robbed. 

 
PUNTER (CONT’D) 

(shouts after her) 
God damn you thieving whore; wait till I 
get hold of you, you fucking bitch. I 
swear I’ll kill you 

 
Lucy crouches silently in the undergrowth. 

 
 
 
111 EXT. BUSHLAND - NIGHT (1934) 

Foul wet weather whips across the bushland. Swagmen and 
the homeless huddle together under makeshift tarpaulins, 
corrugated tin, rubbish, anything for protection. 

 
Philomena, soaking wet, lugs a small suitcase. Lucy’s 
Punter, still raging, lurches out at her. Scared, she 
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runs fast. Ahead she sees a dim light glowing from Quin’s 
shack. She runs straight for it. 



60 
 

 

 
 
112 I/E. QUIN’S SHACK - NIGHT (1934) 

Lucy huddles round a make shift fire. Philomena knocks 

 
112 

desperately on the door. Lucy, drunk and paranoid, inches 
open the door. She is surprised to see Philomena. 

 
LUCY 

Oh, you poor thing, you’re sopping wet, 
come and dry yourself by the fire. 

 
PHILOMENA 

(out of breath) 
There’s a crazy man out there- 

LUCY 
(butts in) 

He won’t get us in here. Come in. 

PHILOMENA 
(reassured) 

That’s kind of you. I’ve got no money and 
nowhere to go. 

 
LUCY 

It’s not much of a place, but it’s better 
than out there. 

 
Lucy offers Philomena a drink from the stolen whiskey. 
Philomena nods. Lucy pours a good measure in a tin mug 
and hands it to her. She makes her a space close to the 
fire. Lucy looks at the pretty girl. 

 
LUCY (CONT’D) 

You come far? 

Sydney. 
PHILOMENA 

LUCY 
You got business here? 

PHILOMENA 
Ginger ... this is his place isn't it? 

Lucy has a twinkle in her eye. 

LUCY 
You must be his girl? 

Philomena nods and looks like she might cry. 

LUCY (CONT’D) 
Love? Huh! Men are always bleedin’ 
trouble. 

 
Philomena recovers. 
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PHILOMENA 
Thanks for taking me in. 

LUCY 
He’ll come by here later or tomorrow, he 
will ... that Ginger will. Well, you can 
stay here for a few days. 

 
PHILOMENA 

Thank-you. 

LUCY 
You get warm and dry now. 

Lucy swigs her grog and leaves. 

 
 

 
BACK TO PRESENT (1944) 

 
 
113 INT. SHANTY, ALBURY - DAY (1944) 

Mabel and Benbow patiently listen. Lucy feels more at 
ease. These people are taking her seriously. 

 
LUCY 

It was the second day she stayed with me. 
Sweet girl she was. I’d been out. It must 
have been late afternoon when I came back 
and Ginger was sitting on the bed with 
her. They looked like lovers, you know... 

 

114 I/E. QUIN’S SHACK, LUCY’S FLASHBACK - EVENING (1934) 

Lucy sees a horse tethered. She opens the door, sees 
Ginger sitting close to Philomena on the iron bedstead. 
They look intimate. Lucy smiles. Ginger jumps up. 

 
LUCY 

Don’t mind me lad. I’ll be outta your way 
for a while. I have to sort the cows out 
down the paddock. 

 

115 INT. SHANTY, ALBURY - DAY (1944) 

Lucy looks sad and pours herself another drink. Mabel 
presses her gently to go on. 

 
MABEL 

So, Lucy, what made you think they were 
lovers and not just friends. 

 

LUCY 
Well, you can tell can’t you. The way 
they sat together. She had her legs 
tucked under her on the bed and they 
looked like they’d been cuddling. 

(MORE) 
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LUCY (CONT'D) 
You could see it in her face, like she 
loved him and was happy to see him. 

 

MABEL 
So, you left them alone for a while? Then 
what happened? 

 
LUCY COLLINS 

Just a few hours, give them some time. 
And, it was dark and getting cold so I 
thought it was time to go back. I’d been 
up the pub and got myself a bottle. 

 
Lucy is a bit embarrassed. Mabel glances at Benbow. 

 
I’d had a few. Merry more than drunk, you 
know? I’d been singing to myself. So, I 
didn’t hear it at first... 

 
 
116 EXT. QUIN’S SHACK, LUCY’S FLASHBACK - NIGHT (1934) 
 

Lucy, rolling drunk, staggers towards the shack. She is 
singing. She struggles with double vision. She hears a 
row coming from inside the shack. Lucy stops in her 
tracks, swaying, straining to hear. The row is getting 
nasty. Outside the door she steadies herself and peeks 
through the crack. 

 

117 INT. QUIN’S SHACK, LUCY’S FLASHBACK - NIGHT (1934) 

Lucy struggles to focus. Ginger is raving mad, he grabs 
the broken bedstead and repeatedly smashes Philomena's 
head. Lucy is frozen with terror. The girl is moaning on 
the floor. The beating has stopped. Lucy, sobered with 
shock, looks again. Blood gushes from the girl’s skull, 
forming a large pool on the floor. Ginger is now on his 
knees, kissing Philomena, blood all over his hands. 

 
GINGER 

Sorry Phil. Sorry. What have I done? 
Christ, what have I done? 

 
PHILOMENA 

(murmurs, pleading) 
I didn’t go with him. He made me. He’s 
lying. Get me help. Help me please... 

 
Ginger kisses her and gets up. Lucy shrinks into the 

 
116 
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bushes. Ginger runs out, mounts his horse and gallops off 
across the common. Lucy waits till he’s well on his way 
and she cautiously opens the door and goes in the shack. 
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118 INT. QUIN’S SHACK, LUCY’S FLASHBACK - NIGHT (1934) 118 

Lucy sees Philomena is in a bad way. She goes to the girl 
and wipes her face with an old towel. Comforting her. 
Philomena is fading -- she goes in and out of 
consciousness, her breathing uneven. Lucy hears horses 
galloping closer, pulling a light cart. 

 
LUCY 

He’s got help coming love, you’ll be all 
right now. I’ll be just outside. I’m 
frightened what they’ll do to me if I get 
involved in this business. I’ll be right 
outside. Don’t worry now sweet girl. 

 
Lucy quickly slips outside and hides in the bushes. 

Ginger pulls up his horse and dismounts moments before a 
horse and cart draw up. An older couple QUIN SENIOR 
(60s), a hard man and MRS QUIN (50s), dismount and stride 
into the shack. The woman holds a lamp, a bundle of white 
towels and a bucket. 

 
Mrs Quin kneels down to attend to Philomena. Blood 
gushes. Mrs Quin looks up at her husband. He can see from 
where he stands that it’s bad; the girl is dying. He 
boils with barely contained rage. 

 
QUIN SENIOR 

What the hell have you gone and done? 

GINGER 
I’m sorry. Ma, will she be right? Can we 
get her to a doctor? 

 
Mrs Quin shakes her head. Blood soaks the towels. 

MRS QUIN 
(spitting) 

You should’ve thought before you belted 
her. Your temper always gets the better 
of you. 

 

GINGER 
(anger rising again) 

We’ve got to do something. 
 

PHILOMENA 
(fading fast) 

Help me... 
 

Ginger is by her side now in tears, holding her hand 
kissing her. Quin Senior looks at the pair with disgust. 

 
MRS QUIN 

She’s not going to last long. 
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QUIN SENIOR 
Cover her face. 

Mrs Quin wraps a towel around Philomena's head. Lucy sees 
Quin Senior draw his gun. 

 
GINGER 

No, please help her. There must be 
something we can do? 

 
QUIN SENIOR 

Clean up your bloody mess. What we always 
do. 

 
He cocks the gun and points the muzzle at Philomena's 
head -- FIRES POINT BLANK the shot rips straight through 
the towel -- her body jerks back -- blood trickles down 
her long neck -- silence -- her body flops -- deathly 
still. Matching scene 3. 

 
Ginger, sobbing, clutches Philomena's limp body in his 
arms. Quin Senior grabs a sack off the floor and throws 
it at him. 

 

QUIN SENIOR (CONT’D) 
Over her head. Move it boy. I need her 
off our land, and then you jump a train 
to Henty shearing shed, get there before 
dawn and don't be seen. William will 
vouch you were there all night. 

 
Quin Senior, hears a twig snap in the bush, he freezes. 
Lucy cowers down low, not daring to breath. Quin Senior 
dives into the bush and roughly drags Lucy out by the 
hair. Lucy is petrified, shouting. 

 
LUCY 

Don’t shoot me please. I saw nothing. 

QUIN SENIOR 
Shut your mouth. Get the hell out of it 
and keep your mouth shut, or you’ll be 
joining her. 

 
He throws her violently to the ground, Lucy runs. 

 
 
119 EXT. QUIN’S SHACK - NIGHT (1934) 

Quin Senior and Ginger load the body onto the cart. 

QUIN SENIOR 
Follow me and stop when I stop. 

Quin Senior takes off across the common. Ginger follows. 
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120 EXT. LUCY’S SHANTY - DAY (1944) 
 

Mabel and Benbow look at each other astounded. This is 
more than they expected. 

 
LUCY 

And that’s all of it that I saw. 

MABEL 
Thank you so much Lucy. You have been a 
great help. 

 
Lucy smiles, happy they believe her. 

DR PALMER-BENBOW 
Lucy, if we needed you to, would you be 
prepared to make a statement to the 
police. 

 
Lucy’s face clouds. 
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LUCY 
They don't believe me. I already told 
them. They said I was just on the piss 
and making it up for attention. 

 
DR PALMER-BENBOW 

But if we can confirm facts, then we 
might have a case. 

 
LUCY 

I don’t know. I don’t want any more 
trouble. 

 

MABEL 
Well think about it and we will come and 
see you again if that’s all right? 

 
LUCY 

Of course love, but get him to bring wine 
next time. I don't really like beer. Red 
wine. I got Anaemia see, I need the iron 
for me blood. 

 
Mabel smiles and nods, she understands. Benbow takes this 
in, deep in thought. They bid Lucy good-bye. 

 
 
121 EXT. BUSHLAND NEAR QUIN’S SHACK - CONTINUOUS 

Mabel and Benbow hike on towards Quin’s shack. 

DR PALMER-BENBOW 
Lucy wouldn’t present as a credible 
witness. She’d be easy to discredit on 
the witness stand in court. 
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MABEL 
Yes, you’re right. But, I believe her and 
I think she is telling the truth. 

 
DR PALMER-BENBOW 

It’s not enough, we need proof. 
 

They reach the shack, consider it a moment then Benbow 
goes inside this time. 

 
 
122 INT. QUIN’S SHACK - CONTINUOUS 

The shack has aged, weeds push through. In the middle of 
the concrete floor is a stained dark patch. Benbow 
scrapes a sample into a pot. In a corner are the 

 
122 

dismantled remains of an old iron bedstead. A broken hand- 
made wood burner sits in the other corner. Mabel sets 
about photographing the shack. Benbow carefully collects 
samples. In a corner Mabel finds a tiny crystal similar 
to the splinter Benbow found on the body, she shows it to 
Benbow, he secures it in a specimen jar. He goes outside, 
squinting in the bright sunlight. 

 

123 EXT. QUIN’S SHACK - CONTINUOUS 123 

Round the back of the shack, under the water tank, Benbow 
digs around in the grass. He finds some junk. One piece 
catches his eye. He pulls it out -- it’s a bedpost with 
flakey green paint. 

He pulls it out and holds it in his fist estimating its 
size. It’s about as long as a hammer, 16oz. He closes his 
eyes recalling... 

 

124 BENBOW REMEMBERS THE CADAVER 

Philomena’s head -- her face in terror -- the impact of 
the bedpost -- pain -- her mouth -- blood. It’s a match. 

 

125 INT. QUIN'S SHACK - CONTINUOUS 

Benbow checks the bedpost with the remains of the iron 
bed in the corner. It’s a match. Mabel takes photos and 
labels samples. Benbow goes outside again. 

 

126 EXT. QUIN'S SHACK, REAR RUBBISH DUMP - CONTINUOUS 

Further behind the shack is a rubbish dump. Benbow sifts 
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through the debris. A movement on the horizon catches his 
eye. He looks up and sees a man on a horse galloping 
toward the shack. 
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Benbow boxes up a number of objects including a mouldy 
leather suitcase and some decaying women’s clothing. 
Mabel goes out the front of the shack to meet WILLIAM 
QUIN as he pulls his horse up sharp. 

 
WILLIAM QUIN 

What yous doing here? 

MABEL 
Investigating. We think the Pyjama Girl 
might have been murdered here. 

 
WILLIAM QUIN 

Y’got that wrong, this is private 
property. You have to leave now, or I’ll- 

 
MABEL 

And who are you? 

WILLIAM QUIN 
William Quin and this is our land. 

MABEL 
So are you Ginger’s brother? 

WILLIAM QUIN 
Why, what’s it to you, who are you? 

MABEL 
Do you know where Ginger was the night of 
the murder? 

 

WILLIAM QUIN 
With me and my brother at Henty shearing 
shed. All night. Now leave and don’t come 
back, yous hear me? 

 
MABEL 

(false flattery) 
You have an excellent memory. 

Benbow appears from behind the shack. 

DR PALMER-BENBOW 
Or what young man? What is it you’re 
threatening you’ll do? 

 
WILLIAM QUIN 

Who are you? I’ll get the police. 

DR PALMER-BENBOW 
I have the Commissioner’s permission. 

WILLIAM QUIN 
Is that right? 

William Quin looks angry and confused. He gallops off. 
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127 INT. RECORDS OFFICE, ALBURY - DAY 127 

Rows and rows of files and ledgers. This time Mabel hunts 
through the births and deaths section. She finds Qu-Qui- 
Quin ‘Ginger’(fostered) 1912. William Quin DOB 1913. She 
approaches the CLERK. 

 
MABEL 

Can you get me the birth certificate for 
Ginger Quin and John and William Quin? 
Thank you. 

 
 
128 LATER 

 
 

CLERK 
Just these two, there’s nothing for a 
Ginger Quin anywhere. 

 
128 

 

The clerk hands Mabel the birth certificates. She reads 
the first one and the second and quickly walks down the 
Marriages row and looks up Tom Quin, she locates the 
marriage entry. Thomas Quin and Frances Quin (nee Jones) 
Married March 1912. She notes the dates and thinks hard. 

 

129 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - DAY 129 

A crystal sparkles through the microscope lens. Professor 
Burkitt removes the sample and places another one under 
the microscope. He increases the magnification, repeats 
and compares them again. He looks up, satisfied. 

 
PROF BURKITT 

The earring is a perfect match. We have a 
positive result for human blood and 
muscle tissue on the bedstead. The size 
of the weapon corresponds to the 
indentation in the skull of the victim. 
The traces of green paint and rust found 
in the wound are an exact match with the 
rust and green paint found on the post. 
Fur and fibre from a coat match those 
found in the scalp. That’s your murder 
weapon and you have established the 
murder site. Brilliant! 

 
Benbow and Mabel smile, satisfied. 

 

130 INT. DR PALMER-BENBOW'S APARTMENT - EVENING 

Benbow rushes in holding a package postmarked 
Philadelphia. He unwraps it and takes out three academic 
papers: and a card of Thomas Eakins' painting The Gross 
Clinic. He smiles. On the back is scrawled Good Luck! 
Benbow looks at the papers: 

 
130 



69 
 

 

 
 

"Über 3-aminophthalsaure-hydrazid" in the Journal für 
Praktische Chemie 146 (1936) author Karl Gleu and Karl 
Pfannstiel. 

 
“The chemiluminescence of haemin, an aid to the finding 
and recognition of forensically significant blood traces” 
in Chemie V 50 (1937) author Walter Angewandte Specht. 

 
"Detection of blood by means of chemiluminescence," 
Journal of Laboratory and Clinical Medicine, 24 authors 
F. Proescher and A.M. Moody A.M. (1939). 

 
He pours a large bourbon and settles at his desk. 
Consulting a German-to-English dictionary he begins 
translating the German papers. He writes the English 
translation between the German print in pencil. 

 
 
131 LATER 

Benbow, in his dressing gown, closes the last paper. He 
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picks them up, straightens them and places them neatly on 
his writing desk. He pulls down the roll top and locks 
it. He retires switching off the lights. 

 
 
132 INT. SYDNEY UNIVERSITY, CHEMISTRY DEPARTMENT - NIGHT 
 

The vast lab is deserted, everything is packed away for 
the night, apart from one bench that is an array of 
bubbling chemistry apparatus; flasks, burettes, tubes, 
bottles, Bunsen burners and vials. Benbow, Prof Burkitt 
and Mabel are in the middle of some experimental 
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chemistry. C8H7N3O2 + H2O2 is chalked up on the black board. 
Burkitt and Benbow are the Chemists. Mabel reads the 
translation of the formula. 

 
MABEL 

Specht mixed the luminol and hydrogen 
peroxide together. Says here, vaporising - 
turning into a spray. But how does it 
work? 

 

PROF BURKITT 
Oh, it’s because the hemoglobin in the 
blood catalyses the breakdown of hydrogen 
peroxide into oxygen. It then oxidises 
the luminol. When the luminol is 
oxidised, it creates a glow, also known 
as a chemiluminescent reaction, instead 
of a colour. The later at night or darker 
the room is, the easier it is to see the 
chemiluminescent glow. They use it in 
mining for detecting copper, iron and 
cyanides. They reckon it’s accurate for 
years and even better on dried blood. So 
hopefully you’ll be in luck. 
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DR PALMER-BENBOW 
We need it to crystallise so we can take 
it down there. 

 
Burkitt, gently heats up a glass flask, the substance 
inside transforms into pale yellow crystals. 

 
PROF BURKITT 

There you go. Not much but hopefully 
enough. Now we re-constitute it and 
vaporise the area and see if it works. 

 
Burkitt turns off the lights. 

It is pitch black. We hear a vaporiser spraying. Nothing 
happens. They groan in collective disappointment. 

 
PROF BURKITT (CONT’D) 

No luck this time. Back to it then. 
 
 
133 A WHILE LATER 

Darkness. Someone pumps the vaporisor. Silence no one 
dares to breathe. Nothing. 

 
PROF BURKITT 

And again troops, we need to start again. 

More chemistry, cooking and checking of journals. 
 

134 MOMENTS LATER 

Black. The vaporiser pumps. Suddenly an electric blue 
luminescence glows over the cadaver - illuminating every 
bloodstain previously invisible to the naked eye. They 
‘whoop’ and ‘WOW’ in amazement. The light show dies away 
very fast. The Professor snaps the lights on. Benbow, 
excited, awkwardly hugs Mabel. 

 
PROF BURKITT 

You bloody beaut Specht! Evil but clever 
those bloody Jerries - trouble is we need 
to photograph it or get court witnesses 
down there. I am not sure how often you 
can repeat the demonstration? 

 
DR PALMER-BENBOW 

(excited) 
Very impressive. We can prove it is the 
victim’s blood in Quin’s shack and the 
patterning will reveal what happened. 

 

PROF BURKITT 
It only works in pitch-dark mind. What 
made you think of it Benbow? 
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DR PALMER-BENBOW 
It was Lucy Collins when she said about 
needing red wine to boost the iron in her 
blood. 

 

MABEL 
Well we’d better get the poor old soul a 
a couple of bottles of red this time. 

 

135 INT. QUIN'S SHACK - MOONLESS NIGHT 135 

Mabel and Dr Palmer-Benbow set up a tripod and the camera 
and prepare the Luminol solution by torchlight. 

 
DR PALMER-BENBOW 

Are you ready? 

MABEL 
Yes. Let’s see if we can capture this. 

They turn off the torches and spray the shack. After a 
few anxious seconds the electric blue luminescence glows 
everywhere revealing the violent energy, force and spray 
pattern of the attack. It is both wondrous and vile. 
Mabel intakes a deep breath and sets about taking photos. 

MABEL (CONT’D) 
It’s like we are back in time - there 
with her. Her murder is frozen like a 
ghost. It would be magical if it wasn’t 
so grotesque. 

 
DR PALMER-BENBOW 

I don’t think anyone can doubt this was 
the murder site now. 

 
The electric glow quickly dies away. 

 
 
136 INT. SEEDY BOOTLEG PARLOUR, NOOK - NIGHT 

MacKay, incognito, is deep in conversation with FRANK 
FAHY (30s), an undercover cop who looks like a criminal. 

 
MACKAY 

You sure? German books? 

FAHY 
No doubt. Postmark was America, 
Philadelphia. 

 
MacKay leaves confused. 
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137 EXT. SYDNEY, BACK STREET - NIGHT 137 

Fahy is trailing Benbow, who is onto Fahy immediately. He 
continues to drive at a regular pace. Benbow turns a 
corner and another, and parks right outside the Police 
Headquarters! He casually gets out of his car lighting 
his pipe, watching Fahy as he snakes away. 

 

138 INT. DR PALMER-BENBOW'S APARTMENT - NIGHT 

Benbow lets himself in, pours a bourbon and unlocks his 
desk. He freezes, someone has been through his papers. 

 

139 INT. POLICE HEADQUARTERS, MACKAY’S OFFICE - DAY 

MacKay opens a file marked ‘FBI top security - Report 
subject: Dr Palmer-Benbow. Spies and saboteurs.’ 

 

140 INT. POLICE HEADQUARTERS, SYDNEY 
 

Benbow is reporting back to MacKay. He has prepared a 
document for MacKay. It is open on MacKay’s desk. MacKay 
is skeptical. 
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MACKAY 
The Collins woman is a notorious drunk 
and liar. My men have interviewed her 
several times. They say she has a grudge 
against Quin. 

 

DR PALMER-BENBOW 
(professional, insistent) 

But the scientific evidence corroborates 
her claim. Look at the luminal results. 
(he points at a photo) I admit the photos 
don’t do the test justice, but I can 
demonstrate the test for you at the site 
if you’d care to come down? 

 
MacKay scornfully looks at the luminal photograph. All he 
sees are gray smudges. He rudely drops it on his desk. 

 
MACKAY 

With respect Doctor, this proves nothing. 
The blood could be from hunting and 
killing an animal in there. This is not 
proof. I am sorry but I can’t waste any 
more police resources on your amateur 
games. 

 

DR PALMER-BENBOW 
Commissioner, I think someone is trying 
to keep things from you. I suspect foul 
play. Unfortunately, I think there has 
been a cover up. 
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MACKAY 
(surprised and concerned) 

A cover up? What kind of cover up? 

DR PALMER-BENBOW 
Inside the force. I think someone knows 
the girl, or knows something about her. 
The evidence does not add up. Lines of 
investigation have been ignored or 
suppressed in some cases. I feel it is my 
duty to inform you of this possibility. 

 

MACKAY 
This is a serious accusation Doctor. I 
hope your evidence is as strong as your 
conviction? 

 

DR PALMER-BENBOW 
I need more information, Commissioner. 
Could you arrange for me to have access 
to all the files? 

 
MACKAY 

(closing this down) 
I’m afraid that’s not possible. But, I 
will have the case reviewed internally. 

 
DR PALMER-BENBOW 

I must insist, you are endangering the 
investigation. 

 
MACKAY 

Dr Palmer-Benbow, let’s be clear, this is 
my investigation. I’ve listened to all 
your rubbish and theories. Enough is 
enough. You’re on your own from now on 
mate. You’ll receive no cooperation from 
the police. I advise you to drop it. 
There must be more important things for 
you to do with your skills during a war, 
Doctor. 

 

141 INT. POLICE HEADQUARTERS, SYDNEY - DAY 141 

A secret room has been set aside, mountains of papers and 
files are laid out on a number of large tables. 
Detectives sift through the material, doctoring and 
burning files. 

142 INT. ROUTLEDGE HOUSE, SYDNEY - NIGHT 

Mrs Routledge hums as she irons. Suddenly, a gloved hand 

142 

grabs her mouth from behind, she drops the iron in shock, 
it’s Fahy. He jerks back her head, she is petrified. 
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FAHY 
I got a message, you know who it’s from. 
He says if you help that Doctor he’ll pin 
the murder on you. 

 
The iron burns. He leaves her shaking with fear. 

 
 
143 LATER 

An empty coal bucket. Photos are thrown in, all have 
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Philomena in them. A match is lit and the photos go up in 
flames. As each one burns it reveals the next. We see 
Philomena as a girl with a younger Mrs Routledge next to 
a succession of men. We see Philomena aged 12/13, a man 
has his arm around her and her mother. Philomena holds a 
small baby and leans away from the man. Philomena looks 
sad and lonely. The fire consumes the photos, lighting up 
Mrs Routledge’s sobbing, fearful face. 

 
 
144 INT. PRESLEY HOUSE - NIGHT 

Mabel has tea with MRS PRESLEY (60s), MR PRESLEY hovers. 

MABEL 
Would you know of anyone who would want 
Philomena dead, a grudge or any reason? 

 
MRS PRESLEY 

You should talk to my daughter. It’s 
terrible what she’s put that poor girl 
through. They’ve not spoken for years, 
not since the other court case. 

 
MABEL 

And this erh, case. Would there be any 
serious animosity in that regard. 

 
MRS PRESLEY 

Jeanette was trying to extort money out 
of a bloke and made Phil put rape 
allegations forward. Made her lie about 
her age. I have no doubt Jeanette and 
that new husband of hers were behind it. 
God knows what else they made her do. 

 
MABEL 

Do you have any photos of your 
granddaughter Mrs Presley? 

 
Mrs Presley gets up and takes a photograph out of a 
frame. She looks at it fondly and hands it to Mabel. 

 
MRS PRESLEY 

Beautiful girl, sang like a bird, could 
have made something of herself, she had 
something special. 
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MABEL 
She was a singer? 

MRS PRESLEY 
Yes. At Romano’s. She’d make you cry, 
bless her. That’s the only photo I have 
of her. It was taken when she was 14, so 
she’s still a kid. Looked quite something 
when she bleached her hair and done 
herself up, and she held herself very 
well. Graceful girl she was. 

 
MABEL 

I promise to bring it back. So, Mrs 
Presley, did the police get back to you 
with the result of their investigation? 

 

MRS PRESLEY 
Well, not really. But, Constable Carol 
... he believed me, he knew her well you 
see from that other case. 

 
MABEL 

Constable Carol? 

MRS PRESLEY 
Yes, lovely bloke, had a kindness about 
him, unlike most coppers. He was the one 
that took us to see the body. 

 
MR PRESLEY 

It’s a dead ringer if ever I’ve seen one. 

MABEL 
Did you make a statement to the police? 

MRS PRESLEY 
Several times. 

MABEL 
Would you be prepared to come along to 
see the body again, with me? 

 
MR PRESLEY 

Don’t go love. They don’t want her 
identified. 

 
Mrs Presley turns her head away from Mabel and pulls her 
hair back showing him her ears. 

 
MRS PRESLEY 

See we have the same ears 

Mabel sees she does indeed have the same ears. 
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145 INT. DR PALMER-BENBOW'S APARTMENT -NIGHT 
 

Mabel shows Benbow the photo. It’s a profile shot, 
clearly showing the girl’s pretty face and fine bone 
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structure. Mabel nods at Benbow confirming it’s the girl. 
 

146 INT. ROMANO'S - EVENING 146 

MacKay settles down for lunch and catches sight of Benbow 
dining with Mabel, Ezra and Burkitt. 

 
Antonio attends to MacKay. 

ANTONIO 
Lobster, and steak, rare or- 

MACKAY 
The boys know how I like it Tony. 

ANTONIO 
Of course. Anything else Sir? 

MACKAY 
Tony, ask Azzalin to come over. 

 
Antonio bows and finds Azzalin. Azzalin reports to 
MacKay, flashing his famous Azzalin the dazzling smile. 
MacKay signals Azzalin to sit. 

 
MACKAY (CONT’D) 

(voice low) 
Azzalin, that man over there. 

AZZALIN 
The doctor? 

MACKAY 
Yes. Who bought him here? 

AZZALIN 
He has come with a few people, ministers, 
politicians, medicos, some of the 
newspaper guys. He seems very well 
connected. Is there a problem? 

 
MACKAY 

Not yet. I want to know who he comes 
with, who he speaks to and when. 

 
AZZALIN 

Sure Mac, no problem. 
 

The Professor tucks into a gâteaux as Benbow turns and 
sees MacKay staring right at him. Benbow smiles and mock 
salutes. MacKay raises his glass in a mock toast. 
Benbow’s too arrogant and educated for his liking. 
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147 INT. EMPLOYMENT AGENCY - LATE EVENING 
 

Mabel is busy processing invoices for the War Office. 
Mary puts on her coat. She looks concerned. 

 
MARY 

You will go home soon won’t you? 

MABEL 
Why? There’s nothing there. 

MARY 
Why don't you come out with us, meet some 
fellas with me and Doreen, have a laugh. 
The Yanks are really good fun you know. 
It doesn’t have to be serious. 

Mabel musters a smile but resists the offer. 

MABEL 
Maybe, but if I can get ahead on the War 
Office contracts at night then I can get 
time to work on the case some days. 

 
MARY 

Why do you still bother so much with it? 
 

Mabel doesn’t answer and continues working. Mary points 
at Mabel’s wedding ring. 

 
MARY (CONT’D) 

I think it’s time you took that off 
don't you? You know Liam wouldn’t want 
you being all on your own, he wanted you 
to be happy Mabel. 

 
Mabel defies the tears pricking her eyes. 

MABEL 
I can’t, I tried but I can’t let it go. 
So, I’m going to follow it through and 
that’s that. 

 
147 

 

MARY 
Okay, if it makes you happy. Mind, if you 
took that ring off then your doctor might 
get the right idea. 

 
Darkness falls across Mabel’s face. 

MABEL 
I got news of Ryan. He’s missing. 

MARY 
Christ no, Oh Mary I am so sorry. You 
should have said darling... 

 
Mabel lets Mary hug her and allows herself to cry. 
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148 I/E. FAHY’S CAR, PITT STREET - NIGHT 

 
Fahy is parked on the street, impatiently watching the 
first floor window of the employment agency. He watches 
Mabel working. Eventually she puts on her coat and locks 
up. He watches her cycle out of sight. 

 

149 I/E. EMPLOYMENT AGENCY - NIGHT 

 
148 
 
 
 
 
 
 
149 

 

Fahy silently breaks open the door. He ransacks the files 
and does the place over. 

 
 
150 INT. MABEL’S BEDROOM - NIGHT 

 
Mabel slips into bed and closes her eyes, she hears a 
sound downstairs. Startled, she listens hard, she hears 
it again. She quietly gets out of bed and gently pulls 

 
150 

out a trunk from under the bed. Inside is Liam’s uniform. 
She pulls out a pistol and loads it. Comfortable handling 
a gun she tiptoes downstairs. She checks all the rooms. 
Satisfied she checks the locks and goes back to bed. She 
shoves the gun under her pillow. She lies in bed awake. 

 
 
151 INT. DR PALMER-BENBOW'S APARTMENT, STAIRWELL - NIGHT 151 
 Benbow briskly takes the stairs to 

front door is ajar. He stops dead, 
the door open with his umbrella. 

his apartment. His 
and cautiously pushes 
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INT. DR PALMER-BENBOW'S APARTMENT 

  
152 

 

Benbow edges inside. The place has been ransacked. He 
listens for any sign of an intruder. He meticulously 
checks the rest of the apartment. All clear. He pours 
himself a very large bourbon and slumps in his chair. 

 

153 LATER 153 

The phone rings and rings. We see the mess from the break- 
in has not been cleaned up. The bottle of bourbon is 
empty. Benbow is passed out fully clothed in his chair. 

 

154 MORNING 
 

Daylight streams through the window. An incessant knock 
at the door wakes Benbow, who looks terrible. Mabel 
marches in, glances around. 

 
MABEL 

Benbow? Your door is open. 

Benbow bolts upright. 

 

154 
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DR PALMER-BENBOW 
Last night. I had some uninvited 
visitors. They broke the door. 

 
Mabel wickedly lifts an eyebrow. 

MABEL 
(sarcastic, resilient) 

Oh, and I thought you’d just had a party 
and not invited me ... The agency was 
ransacked as well. 

 
This news grabs his attention. 

DR PALMER-BENBOW 
Oh God. I am so sorry Mabel, this is my 
fault. 

 
He moves toward her. 

 

MABEL 
Our fault. Someone clearly doesn’t like 
what we are doing. 

 
DR PALMER-BENBOW 

Mabel, I really don’t want you getting 
tied up in all this business. 

 

MABEL 
Nonsense. I’ve been involved in this 
longer than you have. 

 
He can see she is not going to back down. 

DR PALMER-BENBOW 
Is the agency bad? 

MABEL 
Closed for the day. The girls are 
cleaning up. Nothing gone, just a 
warning. Any ideas who? 

 
DR PALMER-BENBOW 

I am beginning to get some. 
 

She smiles, holds out her hand and drops an army issue 
revolver in the palm of his hand. 

 
MABEL 

Thought you could do with this. 

DR PALMER-BENBOW 
Where the hell did you get this? 

MABEL 
My husband of course. He told the army it 
was lost. He said it might come in handy. 
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DR PALMER-BENBOW 
I can’t, you need it more than me. 

Mabel pulls a shiny USA army pistol out of her purse. 

MABEL 
The girls got it from a friendly Yank. 

She smiles. Benbow is taken aback, speechless. 
 

155 EXT. SHANTY, ALBURY - DAY (1944) 155 

Lucy looks at a photo of the bedstead, the suitcase and a 
matted partly mouldy jacket with a fur collar. Benbow, 
Constable Carol and Ezra watch her reaction. 

LUCY 
That’s them. 

156 MOMENTS LATER 

Lucy Collins simultaneously speaks and writes out a 
statement: 

156 

 
LUCY 

I - rec-og-nize this pic-ture as things 
which the gir-ls head was ba-shed wi-th. 
I th-rew it un-der tan-k at Quin’s. 

 
“Signed Lucy Collins.” 

Constable Carol takes his turn and writes “Witness 
signed: Constable Carol.” He smiles. 

 
CONSTABLE CAROL 

There, done. Hopefully this will get it 
on the way to being sorted out. 

 
Constable Carol gives the statement to Benbow. 

Ezra is very happy and readies his camera. Lucy puts on 
her hat and smooths her coat. 

 
EZRA 

Beaut. If I can get one of you Lucy? And 
one with you and Constable Carol. 
Excellent. A bit closer. Smile. 

He directs Lucy and Constable Carol and gets his shots. 
Benbow leaves Lucy a few bottles of red wine. 
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157 INT. MACKAY'S OFFICE - DAY 157 

MacKay is at his desk reading a selection of newspapers. 
He is fuming, swearing and muttering under his breath. 
His staff are petrified and tiptoe around him. 

 
The Truth front page:‘Sensational Truth Scoop Exclusive - 
New Development in the Pyjama Girl Murder Mystery - 
Witness Found!’ Beneath is a photograph and caption of 
Lucy Collins and Constable Carol. 

 
MACKAY 

(barking orders) 
Get me that Constable Carol in here, NOW! 

 
 
158 LATER 

MacKay paces the room shouting. Constable Carol is 
trembling but stands his ground. 

 
CONSTABLE CAROL 

(pleading, insistent ) 
Sir, with respect, I believe you are 
making a mistake. That girl is Philomena 
Morgan. We have five positive 
identifications now Sir. Surely- 

 
MACKAY 

(interrupting, aggressive) 
That is none of your bloody concern. Do 
you hear me Constable Carol. You are not 
assigned to that case. You never will be. 
That doctor’s a crackpot and you have 
just made us a laughing stock in the 
press. Mark my word Carol you will pay 
for this. You keep your bloody mouth shut 
and keep away from that smart arsed cunt 
of a doctor. Do you understand Constable? 

 
Constable Carol stands utterly humiliated. A couple of 
constables discreetly share their disapproval of MacKay. 

 

159 INT. ROUTLEDGE HOUSE, SYDNEY - EVENING 

Mabel and Benbow sit listening to Mrs Routledge. 

MRS ROUTLEDGE 
I knew it was her but I could barely 
look. They said I was the main suspect. I 
gave the cops a photo of my friend’s 
daughter. Things had got bad between me 
and Phil over the years. I was 
frightened, she was involved in things I 
didn’t like. I had a new family, my life 
was finally getting better. There was 
always trouble with Phil. 

 
158 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

159 
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MABEL 
What kind of trouble? 

MRS ROUTLEDGE 
Men trouble mostly. Powerful men. Last 
time I saw her we had a terrible row ... 
she was shacked up with an older man in 
Kings Cross, pretending to be married. 

 
MABEL 

Did she say what name she was using then? 

MRS ROUTLEDGE 
Coots. Yes, Coots. I thought she was 
going to end up in trouble with all her 
shenanigans. She had two on the go at 
once. Stupid little thing said she was in 
love. 

 

MABEL 
I’d like you to see the body again. 

MRS ROUTLEDGE 
I, I can’t live with this for the rest of 
my life. And you promise it ain’t getting 
pinned on me? 

 
Mabel takes a risk and nods yes. 

 
 
160 INT. DR PALMER-BENBOW'S APARTMENT - NIGHT 

Mabel notices how attractive and elegant Benbow looks 
dressed for dinner. Benbow hands Mabel a glass of 
champagne and appreciates how stunning she looks. They 
have grown very comfortable with each other. 

 
MABEL 

The mother’s lying, she has more to hide 
than we realize. She’s a slippery 
character, bigamy and extortion. She 
changes names at the bat of an eyelid. 
She seems settled now though. She must 
have had Philomena very young, she 
registered her under her own family name, 
no father recorded. Even her own mother 
suspects she is the murderer. The rift 
between Jeanette and Philomena must have 
been pretty bad. 

 
DR PALMER-BENBOW 

Well we shouldn’t exclude the possibility 
of her being involved in some way. Do you 
think you can persuade her to own up to 
the truth about the identity? A lie like 
that must be hard to carry through life. 

 
160 



83 
 

 

 
 

MABEL 
I can have a crack at her. 

DR PALMER-BENBOW 
MacKay banished Constable Carol to 
Tibooburra. It was that or the sack. 

 
MABEL 

Tibooburra! Oh no - the poor bugger. 

They look guilty and uncomfortable about this. 
 
 
161 INT. ROMANO'S - EVENING 

MacKay is tucked away in a booth. He eats alone. He 
watches Azzalin guide a dashing couple across the 
restaurant. It is Mabel and Benbow. A MINISTER dining 
with NSW PREMIER WILLIAM MCKELL and ARTHUR CALWELL calls 
out to Benbow. Benbow smiles and approaches them. The 
minister gets up and greets him warmly, admiring Mabel. 

 
MINISTER 

Dr Palmer-Benbow! 

They are clearly on good terms. 

MINISTER (CONT’D) 
Please join our table. 

Then whispering suggestively to Benbow. 

MINISTER (CONT’D) 
Unless you two prefer to be alone? 

Benbow looks at Mabel. She smiles extending a confident 
hand to the minister. He takes it and kisses her hand. 

 
MABEL 

We would be delighted to join you. 

 
161 

 

Azzalin clicks his fingers and the tables are immediately 
re-configured. William McKell signals Azzalin to offer 
Mabel wine. She points to the red and notices the label 
is Griffith Estate. Mabel looks at Benbow. 

 
DR PALMER-BENBOW 

Enjoy it. Azzalin has a special 
arrangement with the Commissioner to 
serve alcohol after the 6pm curfew. 

 

MABEL 
(to Azzalin) 

Thank you. Now Azzalin I heard you have 
some excellent singers working here with 
Frank Coughlan’s band? Do you know a girl 
called Philomena Morgan? 
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AZZALIN 
(answers honestly as he only 
knows her as ‘Franki”) 

No madam, I don’t know that girl - is she 
good? Should I keep an eye out for her? 

 
MABEL 

Yes. 

They chink and drink as everyone does at Romano’s. 

WILLIAM MCKELL 
Now doctor, we are interested in your 
research methods regarding the Pyjama 
Girl. 

 

DR PALMER-BENBOW 
Medical forensics - it is a scientific 
approach to crime detection... 

 
Across the room, Azzalin is chatting to MacKay. MacKay 
watches Benbow like a hawk. 

 

162 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - DAY 162 

Mabel gently guides Mrs Routledge toward the body covered 
by a starched white sheet. 

 
PROF BURKITT 

When you’re ready. 

Mrs Routledge, clearly nervous, indicates she is ready. 

Burkitt delicately lifts the sheet. Routledge gasps in 
recognition and horror at the state of the body. 

 
DR PALMER-BENBOW 

Can you make an identification? 

Mrs Routledge stares at her daughter, tears flood. 

MRS ROUTLEDGE 
Yes, yes, that’s my little Phil. 

Mabel, Benbow and Burkitt exchange a satisfied glance. 
 
 
163 INT. LAW LIBRARY, SYDNEY UNIVERSITY - EVENING 

Mabel is the only female we can see in the law library. 
She stands at the criminal law stacks selecting books. 
Male students cough and shoot hostile looks at her. A 
male LIBRARIAN scuttles up to her. 

 
LIBRARIAN 

Who let you in here? 

 
163 
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MABEL 
Professor Burkitt thought you might ask. 

Mabel pulls out a letter. The librarian reads it. 

LIBRARIAN 
Burkitt’s in Anatomy. What does he want 
you in the Law library for? 

 
MABEL 

I’m researching a legal matter, ah, an 
ethical issue ... about women's business. 

 
The librarian visibly recoils, handing back the letter. 

LIBRARIAN 
You’ll have to sit round there with the 
other female student. 

 
He points round the back of the stacks to a small 
utilitarian desk hidden in a recess where an UPPER CLASS 
YOUNG WOMAN sits dressed in her Sunday best poring over 
Family Law and Probate books. Mabel edges her Criminal 
Law books on the cramped desk and smiles at the woman. 
The woman looks down her nose and ignores Mabel. Mabel 
opens her books and conscientiously studies, constantly 
consulting a law dictionary as she does. 

 
 
164 LATER 

Mabel closes another Criminal Law book and looks up 
frustrated. Her attention is drawn to the Probate 
Inheritance law book the young woman is reading. The 
librarian calls closing time. The female student gets up 
and puts her books on a returns trolley. Mabel follows 
suit and as she does she deftly slips the Probate Law 
book in her handbag. 

 

165 INT. DR PALMER-BENBOW'S APARTMENT - NIGHT 

Benbow is delighted to see Mabel so animated. 

MABEL 
So I thought we could use probate law to 
claim the body on behalf of Mrs Routledge 
as the mother? No one else has come 
forward so I doubt there will be anyone 
challenging it? 

 
Benbow likes the idea. 
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DR PALMER-BENBOW 
That sounds like a very interesting 
tactic indeed. We should get it checked 
out by a lawyer. 
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MABEL 
Wouldn't that be expensive? The 
Routledge’s don’t have tuppence between 
them. 

 

DR PALMER-BENBOW 
No point having an inheritance if I can’t 
do something useful with it. 

 
 
166 INT. LEGAL CHAMBERS - DAY 

Benbow, Mrs Routledge and Mabel are in a briefing with 
counselor MR MONOHAN. Mrs Routledge sits silent, 
nervously listening. Mabel reassures her. Benbow 
addresses Mrs Routledge. 

 
DR PALMER-BENBOW 

Jeanette, Mr Monohan will need you to 
make a statement of declaration. You will 
need to explain why you made a false 
statement in 1934. 

 

MONOHAN 
Yes, indeed. As next of kin you can apply 
for the letters of administration of your 
daughter’s estate. The value of the 
estate is nothing, but this gives us the 
opportunity to prove her identity is in 
fact Philomena. (pause) It will require a 
strong stomach on your part Mrs 
Routledge, the court and press spare no 
one’s feelings. Are you certain this is 
the course of action you want to take? 

 
MRS ROUTLEDGE 

Yes, I am. I can’t live with lies 
anymore. But I can’t afford big-wig 
lawyers neither. 

 

DR PALMER-BENBOW 
Don’t worry about that, I agreed I will 
cover all the costs. 

 
MRS ROUTLEDGE 

But, why would you do that? What’s in it 
for you? 
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DR PALMER-BENBOW 
I get to prove to this backward thinking, 
corrupt police force that my scientific 
evidence is right. 

 

MRS ROUTLEDGE 
In that case, if you’re sure you are 
paying? 
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DR PALMER-BENBOW 
Absolutely. You have my word if I have 
yours. 

 
Mrs Routledge nods, visibly relieved. They shake hands. 

MONOHAN 
And this Lucy Collins, you think she is a 
reliable witness. 

 
MABEL 

She is the only witness we have to the 
actual murder. It’s tricky in her present 
state. We can try to dry her out but- 

 
Benbow and Mabel look concerned. 

MONOHAN 
We do need a credible witness. 

 
 
167 INT. EMPLOYMENT AGENCY - EARLY MORNING 

Mary, Doreen and Mabel arrive for work, Mary reads The 
Truth to them as they make coffee and prepare to work. 

 
MARY 

“Crown Solicitor Accused of Shielding 
Police!” Scandalous allegations have been 
put forward by Dr Palmer-Benbow. 

 
Mary and Doreen raise eyebrows, teasing Mabel at the 
mention of the doctor. Mabel is embarrassed and blushes. 

 
MABEL 

You can stop all that, there’s nothing 
going on. I’ve told you it’s purely 
professional. 
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DOREEN 
Are you sure? Cos you know we’ve got bets 
on it? 

 

MARY 
Well he’s in with all the Politicians by 
the looks of it. 

 

MABEL 
(mock annoyance, playful) 

Are you going to read the rest of it or 
can you hand us over the paper? 

 
Mary continues reading. Doreen giggles. 
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MARY 
Scandalous allegations over the Crown’s 
handling of Mrs Routledge’s claim that 
the Pyjama Girl is her daughter Philomena 
Anna Morgan. Commissioner MacKay's 
handling of the case has come under 
severe criticism provoking questions in 
Parliament over his methods. This 
embarrassment comes straight after last 
week’s state figures announced in 
parliament showing the rocketing number 
of unsolved murders under Commissioner 
MacKay's jurisdiction. 

 
DOREEN 

So what does that mean? 

MABEL 
The Crown Court will have to run the 
inquest into her identity. If we can 
prove she is Philomena then the police 
are forced to investigate the murder 
properly. 

 

DOREEN 
And you think you have enough proof now? 

MABEL 
We must have, we’ve got so much evidence, 
witnesses, everything. I can’t see how 
anyone can possibly think it’s not her? 

 
MARY 

Then we’ll have to think up another 
excuse for you to see your doctor. 

 
Mabel affably tolerates their teasing. 

 
 
168 INT. AUSTRALIAN HOUSE OF REPRESENTATIVES - DAY 

The House is in session. ARTHUR CALWELL holds the floor. 

ARTHUR CALWELL 
NSW has become the murder-friendly state. 
This signals the wrong message to 
murderers and the criminal fraternity. 
Furthermore, Commissioner MacKay should 
be criticised for his opposition to the 
development of the Police Unions. 
Commissioner MacKay is fascist-minded, 
impulsive, arrogant and a drinker and has 
a dubious relationship with Azzalin 
Romano who has interests in horses and 
track gambling. 

 
Baying, boos and cheering grow from the benches rising 
from a rumble to a deafening disorderly discontent. 

 
168 
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SPEAKER 
Order, gentlemen, order. 

ARTHUR CALWELL 
His position. (shouting) His position has 
upset the rank and file police and has 
resulted in some serious allegations. I 
demand an inquiry as to how Commissioner 
MacKay runs the NSW police force. I 
propose a vote of no confidence in 
Commissioner MacKay. MacKay has failed in 
his duty to drive crime down and he has 
been accused of running an autocratic 
dictatorship with bullyboy tactics. 
Urgent action is needed. 

The house erupts with ‘hear, hear’s’ and applause. 
 
 
169 INT. ROMANO'S - EVENING 

MacKay is drinking with Frank Packer. They watch the 
dancing girls, he is in a stinking mood. The Truth 
newspaper is on the table, headline, ‘Minsters Vote to 

 
169 

Sack Commissioner MacKay.’ Antonio delivers a silver tray 
with an expensive bottle of whiskey and two glasses. 

 
ANTONIO 

It’s from the gentlemen over there. 
 

Antonio indicates the table. MacKay and Frank look round 
and see The Truth journalists, with girls draped over 
them, roaring drunk. Ezra and his men raise their glasses 
arrogantly to Packer and the Commissioner. Benbow, a 
little tipsy but very much in control sits at the far end 
of their table, quiet and embarrassed. 

 
MacKay catches sight of Benbow and rage boils. MacKay 
takes a swipe at the whiskey bottle aiming to smash it. 
Antonio catches the bottle, Frank pulls MacKay back down 
in his chair and takes the bottle. 

 
PACKER 

(humouring him) 
Come on Mac, let’s not waste the good 
stuff. It’s hard to get this even on the 
black-market these days. 

 

TRUTH JOURNALIST 
Thanks for the exclusive Commissioner. 
We whacked your sales figures out Frank. 
What’s your next move on this one 
Commissioner? 

 

PACKER 
You’ll have to read it in The Telegraph 
tomorrow lads. 
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MACKAY 
Fucking bastards, I’ll belt their bloody 
heads in. And I’ve had a gut full of that 
prick. 

 
MacKay stares at the doctor spoiling for a fight. Packer 
on damage control grabs MacKay's arm pulling him away. He 
chucks cash down on the table and pockets the whiskey. 

 
PACKER 

No, Mac, not like this. These pricks come 
and go remember. We stay the course. Time 
to go mate, come back to ours tonight. 

 
MACKAY 

I hate that fuckin’ arrogant cunt. 
(threatening Benbow under his breath) 
Yous just fuckin’ wait. 

 
Azzalin and security guards politely ‘assist’ Packer and 
the Commissioner out. As they pass Benbow and The Truth 
journalists, MacKay completely blows a fuse, breaks free 
and lands a killer left hook in Benbow’s face. Benbow 
hits the floor out cold. Azzalin and his men drag MacKay 
away. Ezra helps Benbow up. The journalists cheer. 

 
 
170 INT. POLICE HEADQUARTERS, SYDNEY 

MacKay, despite a stinking hangover is filled with a new 
sense of direction. Latrobe reports to him. 

 
LATROBE 

No sighting or record for her since 
September 1934. Nothing on the cruise 
ships. Didn’t vote in the elections, no 
employment record, nothing. A friend of 
hers reported her missing in 1935. No 
one’s seen her since. I checked with 
London and no record of her going back to 
England either. I’d say she’s gone for 
good. 

 
170 

 

MACKAY 
And this paper he works for? 

LATROBE 
Turns out it’s not an Italian language 
paper after all but a full on pro- 
Mussolini propaganda rag. Your Tony is 
one of the main Italian Fascist Party 
organizers in Australia. That’s why he 
was rounded up in the first internment 
sweep. Word from London is he is a 
dangerous fascist. 
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MACKAY 
Who would have thought, he seems so 
gutless. 

 

LATROBE 
Well he’s not. He has clashed with the 
Camorra as well from what we’ve found. 
They’d love him out of here, have offered 
to help get rid of him. Zummo Casstellano 
is your man, he runs the Camorra Mafia in 
Melbourne. Word has it he has something 
on Tony. 

 
 
171 EXT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - NIGHT 

A Paddy Wagon pulls up outside the rear of the Anatomy 
Department. Latrobe, Fahy, REMUS and Detective Allmond 
stride up the steps. They flash a warrant at Albert, the 
security guard. He reluctantly lets them in. 

 
ALBERT 

I really should let the Professor know. 

LATROBE 
It’s a warrant, from the Commissioner. No 
ifs or buts. It’s orders. 

 
Latrobe barges through with his men. 

 

172 INT. SYDNEY UNIVERSITY, ANATOMY DEPARTMENT - NIGHT 

Latrobe, Fahy, Remus and Detective Allmond march into 
the laboratory. They try to lift up the zinc coffin but 
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172 

it’s too heavy. Formalin sloshes over their boots onto the 
marble floor, it’s slippery. Albert keeps a close eye on 
them as he goes into Burkitt’s office. 

 

173 BURKITT’S OFFICE 173 

Albert picks up the telephone and quietly dials a number. 
He watches the men struggling with the coffin. 

 

174 I/E. PROFESSOR BURKITT'S HOUSE, HALLWAY/STREET - NIGHT 

Prof Burkitt heaves on his coat; the front door is open. 
The white Bentley pulls up sharp, Benbow parks and runs 
toward Prof Burkitt. Mabel cycles furiously from the 
opposite direction to meet them. 

 
PROF BURKITT 

We’ll take my car, Benbow, yours is too 
conspicuous. Benbow you drive. Albert is 
trying to delay them, something about the 
formalin. 

 

174 
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They pile in the Professor’s car. Benbow hits the gas and 
they race off. Benbow notices Mabel’s astonishment as she 
sees his ferocious black eye. She doesn’t say a thing. 
They race through the streets. 

 
 
175 I/E. BURKITT’S CAR, SYDNEY STREETS - NIGHT 

They hurtle toward the university, Mabel up the front, 
Burkitt issuing directions from the back seat. 

 
PROF BURKITT 

Third on the right. 

MABEL 
What are we going to say to them? 

PROF BURKITT 
Nothing, they have a warrant, there is 
nothing we can do but follow them and see 
where they take her. 

 

176 EXT. SYDNEY UNIVERSITY, STAIRWELL - NIGHT 
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Latrobe, Fahy, Remus and Detective Allmond slowly lug the 
heavy coffin down the stairwell. 

 
 
177 I/E. BURKITT'S CAR, STREETS OF SYDNEY - NIGHT 

Benbow skilfully races through the warren of laneways. 

PROF BURKITT 
Cut through, left here, -- the laneways -- 
go all the way to the end. Right here, 
next left -- is that Albert? 

 

178 EXT. ANATOMY DEPARTMENT, REAR ENTRANCE - CONTINUOUS 

As they pull in they see the cops struggling to haul the 
coffin into the back of the Paddy Wagon. Albert is 
looking out for the Professor, he spots their car and 
discreetly directs Benbow round the side of the building 
as he distracts the cops. 

 

179 I/E. BURKITT'S CAR, UNIVERSITY/STREETS - NIGHT 

 
177 
 
 
 
 
 
 
 
 
178 
 
 
 
 
 
 
 
179 

 

Benbow cuts the lights and engine and slides the car into 
the shadows. Through binoculars he watches MacKay’s men 
load the coffin in the Paddy Wagon. It’s in. Latrobe 
jumps in and slams the door shut, Remus fires up the 
engine and they drive off. Benbow, Burkitt and Mabel duck 
down. In the rearview mirror they watch them drive away. 
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180 SYDNEY STREETS 
 

Benbow guns the engine. Professor Burkitt gives Albert 
the thumbs up as they speed after the cops. Benbow 

 
180 

catches up but keeps his distance. They weave through the 
streets of Sydney until the cops turn into the rear of 
the Police Headquarters. 

 
Benbow slows and stops discreetly nearby. Mabel and 
Burkitt watch as MacKay comes out to meet the cops. They 
take the coffin inside the rear entrance. 

 
MABEL 

So, MacKay is behind this, what the hell 
is he up to? 

 

DR PALMER-BENBOW 
I don’t know, but whatever it is it’s 
clear we have an enemy. 

 
MABEL 

Did he do that? 

She points to the black eye. 

DR PALMER-BENBOW 
(sheepishly) 

I am afraid so. 
 

MABEL 
What the hell is he covering up and for 
who? 

 

PROF BURKITT 
I’d say we must be getting too close for 
comfort to something he wants kept quiet 
and that poor girl’s body holds the 
answer. 

 

MABEL 
I’ll check what MacKay’s up to. 

Mabel gets out of the car. 

DR PALMER-BENBOW 
What are you doing? 

MABEL 
I need to be on foot. Go home I’ll be 
alright. 

 

PROF BURKITT 
We can’t leave you out here alone. 

MABEL 
I’ll be fine don’t worry. Just go home. 
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DR PALMER-BENBOW 
How about I meet you here in one hour? Is 
that long enough? 

 
MABEL 

(smiles) 
One hour, perfect. 

Mabel melts into the shadows. Benbow drives away. 
 
 
181 EXT. POLICE HEADQUARTERS, REAR, SYDNEY - NIGHT 

Mabel hides in the shadows and edges closer to the rear 
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of the building. There is no one around. A light snaps on 
in a first floor window. She sees MacKay. She looks for a 
way up to climb up to the window, there’s a water tank, a 
ledge and pipework. She hauls herself up onto the edge of 
the water butt then heaves herself on the flat roof of an 
annex. She climbs along the drainpipes and balances on a 
ledge and stretches to peek in the window through a gap 
in the blinds. MacKay is at his desk with a bottle of 
scotch and a pile of files. Mabel carefully shuffles 
across a ledge to get a better look. Suddenly he gets up 
and enters the adjoining back room. Terrified she ducks 
down, nearly losing her balance, painfully scraping her 
face. She steadies herself and watches Mackay. 

 
 
182 INT. MACKAY'S OFFICE, BACK ROOM - NIGHT 

Moonlight spills through the blinds of the small barred 
window. In the middle of the room is the zinc coffin 
supported at waist height on trestles. MacKay locks the 
door behind him. 

 
Wall to ceiling shelves are crammed with files marked 
‘Confidential - NSW Security Intelligence.’ Piles of 
files are marked ‘Top Secret - 431/a The Pyjama Girl 
Case.’ 

 
MacKay approaches the coffin, the pressure of his heavy 
step on the floor causing ripples to shudder through the 
formaldehyde. Philomena rocks in response. MacKay 
swallows his scotch and refills his glass. He sits on a 
chair close to the coffin. He looks into the murky 
liquid. He pushes up his shirtsleeves and gently lowers 
his hand into the liquid. His hand settles on her pert 
breast, he traces the shape of her naked body. A deep 
sorrow grips him. He rests his head on the side of the 
coffin staring at Philomena, staring at his memories. 

 
MACKAY 

Why did it have to be you Franki... Why? 

Tears roll down MacKay’s face. His hand gently caresses 

 
182 

her down towards her inner thigh. He heaves a sigh at the 
pleasure of the memory. 
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183 EXT. POLICE HEADQUARTERS, REAR, SYDNEY - NIGHT 183 

Mabel sees the back of MacKay and his hand in the coffin. 
She sees him caress Philomena's breast. She shudders in 
disgust as she realises he is working himself off with 
his other hand. Flummoxed she losses her footing. She 
grabs at the drain, trying to regain her balance, but she 
slips further and falls. Masonry crumbles, she plummets. 

184 INT. MACKAY'S OFFICE, BACK ROOM - CONTINUOUS 184 

MacKay hears masonry falling as he is about to climax. He 
finishes with a moan as Mabel hits the ground. 

185 EXT. POLICE HEADQUARTERS, REAR, SYDNEY - CONTINUOUS 

Mabel lands badly, turning her ankle, she swallows her 

185 

scream. Wincing with agony, she picks herself up and runs 
limping into the shadows and onto the street. 

 

186 I/E. BURKITT'S CAR, STREETS OF SYDNEY - NIGHT 
 

Benbow’s car is waiting. He sees her hobbling across the 
road. He swings open the passenger door, she flops in, 
and he floors the gas and races away. Mabel lets out a 
delayed agonised scream. He looks at her shocked. 

 
DR PALMER-BENBOW 

What the hell happened? 
 

187 INT. DR PALMER-BENBOW'S APARTMENT - NIGHT 

Mabel is propped up in bed with a large bourbon. Benbow 
delicately stitches her wounds, bandages her foot. The 
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187 

silence is charged with erotic intensity. She watches his 
hands as he washes the wound on her palms. He sits close 
to her. Mabel looks at his sensuous mouth, his kind 
intelligent eyes. She desperately wants to kiss him. The 
chemistry between them is intense. Mabel leans towards 
him and they kiss. They make love, responding to each 
other with urgent passion. 

 
 
188 LATER 

They lie in bed drinking Champagne. 

MABEL 
I’ve never had Champagne in bed before. 

Benbow caresses her arm and kisses her. 

DR PALMER-BENBOW 
Not with your husband? 

 
188 
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They kiss. 

 
MABEL 

God! No! We were struggling when we got 
married and soon after I was pregnant. 
Liam was a good man and he will always be 
in my heart. (a long pause) So, tell me 
about your wife? 
 

DR PALMER-BENBOW 
She was a good woman. She and our, our 
dear daughter were killed in a bomb in 
the London Blitz. (he fights back tears) 
I was serving in the British Army Medical 
corps in Serbia at the time and then 
France. When I lost them I didn't cope 
very well, so I wasn’t much use to 
anyone. When my contract was up I decided 
to come back home to Australia. 
 

MABEL 
Well, I am glad you did. 

 
 
189 INT. MACKAY'S OFFICE, BACK ROOM 

MacKay is unconscious on the floor. The dawn light cuts 
through the blinds, he stirs and the empty bottle of 
scotch rolls away. He gets up. He is a mess. 

 
He looks at Philomena. At her eyes. The crystal clear 
blue has turned brown with time. Something dawns on him. 

 
MACKAY 

Forgive me my dear for what I'm about to 
do. I have no other choice. 
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He does his trousers up, tucks in his shirt. Unlocks the 
door, leaves, and locks it behind him. 

 

190 INT. MACKAY'S OFFICE 190 

GRACE HOPKINS (30), blonde, bright and nimble, marches in 
without knocking. She startles MacKay. He notices her 
stockinged legs, heels a little higher than regulation. 

 
MACKAY 

Hopkins! You’re bright and early today. 

Hopkins takes in his state with a flirty lift of the eye. 

HOPKINS 
The same can’t be said of you Sir. Would 
you like me to get you a clean shirt Sir? 

 
MACKAY 

Yes Hopkins that would be good. 
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MacKay notices Hopkins’ hair and perfect makeup. 

MACKAY (CONT’D) 
Hopkins. You look very nice, I must say. 
Do you do your own hair and face? 

 
Hopkins is flattered and pleased. 

HOPKINS 
Yes sir. 

There is no embarrassment in this woman. 
 
 
191 INT. MACKAY'S OFFICE, BACK ROOM - NIGHT 

Latrobe escorts in GERALD the dentist we met earlier. 
Gerald is agitated and very nervous. Philomena is out of 
the bath and on a table. MacKay gives Gerald a file 
marked “Linda Agostini dental records.” 

 
MACKAY 

Make sure you do it properly. 

GERALD 
I thought I’d settled with you? 

MACKAY 
(to Latrobe) 

Make sure he gets everything he needs, 
and that no one sees. (to Gerald) If 
anything gets out about this I can assure 
you you’re finished both professionally 
and personally. Do the work and I bury 
your file for good. 

 
He opens a file full of photographs of Gerald in 
compromising positions with different young men. Gerald 
is mortified, he closes the file. 

 
GERALD 

You will get the best work there is. 
 

192 LATER 

Gerald sweats under a harsh lamp. He drills, prepares a 
porcelain filling, changes an amalgam filling. Latrobe 
and Fahy stand over him. He finally looks up. 

 
GERALD 
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Done. 

LATROBE 
Check it again, twice. We can’t afford 
any mistakes. 

 
Gerald painstakingly re checks his work. 
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193 INT. MACKAY'S OFFICE, BACK ROOM - DAY 
 

The floor is strewn with towels. The body is washed and 
dried. There is an array of cosmetics and a photo of 

 
193 

Linda Agostini propped up. Grace skilfully applies makeup 
to Philomena's face. She has filled the hole with cold 
cream and plaster and copies Linda’s hair and makeup. 
MacKay stands over her shoulder and inspects her work. 

MACKAY 
Good job Grace. 

She smiles, enjoying the compliment. 
 
 
194 INT. POLICE HEADQUARTERS, SYDNEY 

Seventeen witnesses are in a room together and it is 
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clear they all know each other. They exchange glances but 
remain silent. MRS DUNN breaks the ice. 

 
MRS DUNN 

Well I think any fool could work out that 
they think it’s Linda. Why else would we 
all be hauled in here? 

 
MR KING 

I reckon it was her I-Tie husband. 

MISS CRAWFORD 
I never did trust him. Remember she was 
so cut up, thought he was carrying on 
with women, no wonder she hit the bottle. 
He’d never let her go out or let her know 
what he was up to. She reckoned he had a 
string of women. He went nuts if she went 
and had some fun, jealous as anything. 
She told me he slept with a gun under his 
pillow! 

 

MR KING 
A fascist too ... and all those lies, if 
you can lie about one thing you can lie 
about anything that's what I think. 

 
Grace Hopkins enters and the witnesses are ushered in to 
view the body. They walk around the body in solemn 
silence at first. Grace breaks the silence. 

 
GRACE HOPKINS 

The dental records correspond. For all 
these years there has been some mix up, 
now that a new dentist has been called on 
the job that matter has been cleared up. 
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MR KING 
I am not so sure, the breasts, Linda had, 
well larger, more pendulous breasts. 
Don’t you think? 

They all stare at the body, unconvinced. 
 
 
195 INT. MACKAY'S OFFICE - DAY 

MacKay is pacing, frustrated. 

MACKAY 
Only 5 out of 17, what more can they 
need. 
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GRACE HOPKINS 
Linda’s breasts apparently were droopy, 
and I have to say the tits on this one 
are small. It’s that Mr King, dirty 
bugger must have slept with her. 

 
MacKay thinks for a moment. 

MACKAY 
Tell them they shrink in the formalin and 
in the postmortem. We’ve nearly got them, 
none of them have seen Linda for donkey’s 
years. They bloody know she’s dead 
somewhere. King might have had an affair 
with her but he can’t own up cos he’s 
married. 

 
Grace smiles and goes back to the back room. 

 
 
196 INT. MACKAY'S OFFICE, BACK ROOM - DAY 

Grace has cornered Mr King and is pressing him. 

GRACE HOPKINS 
Would you be able to tell the court 
exactly why you don’t think it is her? If 
you can prove you knew her intimately? We 
could summon you by court order. 

 
Mr King, fearing he is in hot water, backtracks 

Mr KING 
Well, if the professionals think it’s 
shrinkage ... who am I to say, I’m just a 
layperson. Then, yes it does seem to be 
Linda. I guess it must be? 

 
He looks sadly at the body, still not convinced. 

 
196 
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197 INT. MACKAY'S OFFICE - DAY 

Grace listens to MacKay. 

MACKAY 
7 out of 17 not a great score, but 
enough. 

 

198 EXT. LUCY'S SHANTY - DAY 

Lucy is sleeping. She stirs to the sound of a tractor 
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approaching close by. She looks out and sees William Quin 
driving a digger straight at her shanty. Allmond and 
Remus arrogantly swagger up to her with a warrant. 

 

ALLMOND 
Lucy Collins I am arresting you under the 
Vagrancy Act. 

 
LUCY 

I haven’t done nothing. 

ALLMOND 
Because yer mind’s gone Lucy. I have a 
court order. I’m not in the mood for 
trouble. 

 

LUCY 
You can’t do this. It’s not right. They 
promised. I ain’t goin’ nowhere. 

 
Lucy huddles in the back of the shanty shaking and 
shouting. On Allmond's signal Remus drags her out 
screaming and shouting. William Quin drives up his 
tractor and flattens her shanty, digging it into the 
ground. 

 
INT. POLICE CELL, ALBURY - DAY 

Allmond and Remus throw Lucy, now wearing a straitjacket, 
shouting and kicking in a cell. They lock the door and 
leave. She struggles a moment, then alone and frightened 
she huddles in the corner muttering. 

 
 
199 LATER 

Lucy is quiet and subdued. MacKay visits her. 

MACKAY 
Lucy, you’ve been saying things that 
upset people. You can’t make serious 
allegations about people. We know it’s 
lies. Now you have a choice Lucy, you can 
tell the truth ... that you didn’t see 
anything happen at Quin’s shack and you 
didn’t see a murder. 

(MORE) 

 
199 
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MACKAY (CONT'D) 
Lucy, you have to stop telling lies or 
you will go to the asylum. 

 

LUCY 
(sobbing distraught) 

I did see it, I saw what he did. 

MACKAY 
You have till tomorrow. Choose to tell 
the truth or you will leave me no choice, 
it’s for your own good Lucy. 

 
He leaves, she is scared out of her mind. 

 
 
200 INT. ASYLUM - DAY 

Lucy is confined and suffers alcohol withdrawal. She 
kicks, screams and sweats. 

 

201 INT. ELECTRIC SHOCK THERAPY ROOM - DAY 

Lucy is repeatedly and forcibly subjected to electric 
shock treatment. 

 

202 ISOLATION ROOM 

Slowly she pacifies. Alone in her room she is miserable 
and quiet. MacKay visits her. 

 
MACKAY 

I told you Lucy. You will never be let 
out unless you tell the truth. Lucy, 
what’s it to be? You don’t need to suffer 
Lucy, why are you are doing this to 
yourself? 

Lucy sits confused and broken. After a long pause: 

LUCY 
What is it you want me to say? 
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She searches MacKay’s eyes for his soul. He doesn’t care. 
He has her right where he wants her. 

 
 
203 INT. ROMANO'S - AFTERNOON 

It is the lull between lunch and early dinner. MacKay 
arrives alone and sits at his usual place. Beyond, 
Antonio clears tables. Azzalin nods to MacKay. 

 
203 
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204 AT THE BAR 204 

Latrobe, Remus and Allmond are drinking and flirting with 
some of the showgirls. 

 

205 MACKAY’S TABLE 

MacKay beckons Antonio over. Antonio immediately 
complies. MacKay gestures for the waiter to sit. Antonio 
is unsure, this is against protocol. He looks up for 
Azzalin, he is nowhere. MacKay feigns a friendly smile 
and gestures for Antonio to sit, insisting. 

 
MACKAY 

It’s all right. I talked to Azzalin. Sit. 

Antonio sits rigid in the chair, he has a bad feeling. 

Tony, (he motions to his men) I noticed 
my men in here today, and I asked them 
what they are doing here drinking 
expensive wine and hanging out with the 
girls. Tony, they told me today they are 
celebrating because they think they have 
solved the Pyjama Girl murder case. I 
asked them how that was and they told me 
they have absolute proof that the body is 
Linda, your Linda. They said they were 
here to arrest you and bring you in for 
questioning. This is a very bad situation 
Tony. I told my men to stay here and do 
nothing, I said I’ll handle this 
personally. I have known you a long time 
Tony. I wouldn’t have you humiliated like 
that in front of everyone here, you are 
respected here. Tony I want you to come 
over to my office in one hour. It’s 
agreed with Azzalin. Now Tony, you’ll 
come in one hour, yes? 

 
Antonio nods slightly, ashen faced. 

ANTONIO 
If you say so, Mac. 

MACKAY 
I am going to help you to sort this out 
Tony. You have my word, you can trust me. 
And don’t go near those drunk clowns at 
the bar there. 

 
Latrobe waves at MacKay, we can see this is a show to 
frighten Antonio. It has worked. He is petrified. 

 

205 
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206 INT. MACKAY’S OFFICE - ONE HOUR LATER 
 

Antonio sits at the front of MacKay's desk. MacKay pours 
two large whiskeys, one for Antonio and one for himself. 

 
MACKAY 

You see Tony, I have been watching you 
lately and you don’t seem to be the same 
happy smiling Tony I knew in the old 
days. You don’t look well. Are you well? 

 
ANTONIO 

Fairly well, Mac. 

MACKAY 
Don’t you remember how happy you used to 
be when we used to come down years ago 
with Linda and the girls? I have been 
looking at you and it seems you have a 
very heavy weight on your mind. 

 
Antonio is silent, he can see where this is going. 

 
There is something very, very serious 
that I want to discuss with you. You 
must tell me all you know. 
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Antonio downs his whiskey and waits, waits to see if this 
is it. Sweat beads gather on his brow. 

 
MACKAY (CONT’D) 

You must tell me before it’s too late. 
This is more serious than you can 
realise. There is no doubt on the 
identity of the body that we have now - 
Mrs Dunn, Miss Shaw, Miss Crawford, your 
friend Zummo. 

 
Zummo’s name stabs Antonio in the gut, anger burns in his 
eyes. Antonio controls himself, he is known for it, he 
tries to look calm. But MacKay sees the turmoil raging 
inside this little man. Check! 

 
ANTONIO 

Zummo Casstellano? 

This is exactly what MacKay expected. He refills 
Antonio’s glass, full this time. Antonio gulps down the 
whiskey. MacKay looks at his victim, enjoying the victory 
of his perfectly executed game plan. He watches Antonio 
process this information. Then, after a long pause. 

 
MACKAY 

Tony, you will be hanged for this. 
 

MacKay’s words king hit Antonio. MacKay watches him as 
the full implication of this sinks in and the last sliver 
of hope evaporates from Antonio’s eyes. Checkmate! 
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Mackay’s got him. Antonio finally breathes, resigned. He 
downs more whisky. MacKay keeps them coming. 

 
ANTONIO 

Zummo, Ehh? 

MACKAY 
(delivering the death blow) 

Tony, Casstellano is the leader of the 
Melbourne Camorra... The Mafia, Tony. 

 
Antonio swallows hard, his expression confirming that he 
didn't know this information. Antonio's mind is racing. 
MacKay enjoys watching as the will to fight abandons his 
victim. MacKay leans in whispering. 

 
MACKAY (CONT’D) 

You see, I know you didn’t know that 
Tony. My Secret Intelligence unit finds 
out everything, everything Tony. 

 
Antonio nods confirmation that he understands, that he 
knows he has been framed by the Camorra and MacKay. 
Double checkmate! MacKay lets this stew in Tony’s mind a 
moment. Then he ploughs on. 

 
MACKAY (CONT’D) 

There is a way out Tony. If you confess 
to me, you may only be charged with 
manslaughter; you will get two years at 
the most. I have heard from all these 
people how kind and considerate you have 
been to your wife and how she used to 
drink and not always behave herself as 
she should. I know you have suffered 
through her. Tony open yourself up to me, 
tell me everything. You should already be 
under arrest. I stopped my men proceeding 
because I wanted you here to tell me. 

 
MacKay refills their glasses. The bottle is nearly empty. 

MACKAY (CONT’D) 
The body was found in Victoria, it’s 
their jurisdiction by law. You may well 
go to the gallows. Tony, you can trust 
me, I give you my word as a Scotsman. 

 
MacKay smiles and holds out his hand - a poisonous gift. 

 
Antonio looks at the hand, looks at Mac. He knows it’s 
over. Antonio offers his hand, limp, reluctant, there is 
no choice. MacKay grips Antonio's hand hard. 

 
MACKAY (CONT’D) 

But Tony, you must do what I say on this. 
That is the agreement we must have. I 
know you killed Linda. 
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Antonio smarts at this. 
 

Confess and I will make sure you get a 
short sentence for manslaughter, not 
murder and when you get out you have to 
go back to Italy. Zummo said the Camorra 
will pay for your passage home to 
Italy... Or, we can do it the hard way 
and you hang. What’s it to be, Tony? 

 
MacKay grips Antonio’s hand throughout making sure the 
agreement is binding. Defeated, Antonio nods compliance. 

 
ANTONIO 

I will make your statement... 

Triumph! MacKay has won his game. 
 
 
207 INT. MACKAY'S OFFICE - NIGHT 
 

The clack, clack of the typewriter, the bell dings as 
Antonio's confession is ripped out of the carriage. 

 
With a shaky hand, Antonio methodically signs the 
statement. 

 
LATER 
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Antonio now worse for drink and shattered lays slumped on 
a sofa. MacKay throws a blanket over to him. 

 
MACKAY 

In the morning my boys will take you to 
the place we found the body. Tony, just 
take it all in and listen carefully. 

 
 
208 I/E. ALBURY, HOWLONG ROAD - DAY 

An infinite straight road stretches ahead of them. 
Antonio sits in the back gazing out of the window. 

 
LATROBE 

It was late at night Tony. You were in a 
panic. You just kept driving in the dark, 
we know, we understand. 

 

209 EXT. ALBURY, HOWLONG ROAD, STORM DRAIN - DAY 

Latrobe and Remus park the car at the storm drain. 
Antonio gets out and looks around disorientated. The 
detectives point to where the body was found. Antonio 
takes it in. 

 
208 
 
 
 
 
 
 
 
 

209 
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LATROBE 
You dumped the body here, pushed it in 
here, doused it with petrol and lit it. 

 
Antonio looks at the tiny stream of trickling water. 

 
 
210 ANTONIO REMEMBERS - THE MURRAY RIVER - NIGHT (1934) 

Antonio heaves Linda’s body into the strong current of 
the swollen river. Matching scene 6. 

 

211 BACK TO THE STORM DRAIN 

 
210 
 
 
 
 
211 

 

Antonio is resigned to his fate, he knows what’s required 
of him. He inhales the country air, smokes a cigarette 
and takes in the beautiful scenery. 

 
 
212 EXT. PITT STREET, SYDNEY - MORNING 

Mabel, on her bike turns into Pitt St near her office. 
Ahead she can see a large crowd gathering around the 
paperboys. The papers are flying out like hot cakes. As 
she approaches she hears the competing paperboys 
shouting. 
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TRUTH PAPERBOY 
Exclusive Pyjama Girl 
Identity Inquest in the 
Truth. 

TELEGRAPH PAPERBOY 
Pyjama Girl Murderer 
arrested. 
Sensational confession. 
Pictures in the Tele 

 

Mabel can’t believe her eyes. She grabs a copy of The 
Telegraph. The Pyjama Girl item dominates the front page 
dwarfing the news of Hitler’s first strike on London with 
his ‘secret weapon’ V-1 flying buzz bomb doodlebugs. 

 
 
213 INT. LEGAL CHAMBERS - DAY 

Benbow and Mr Monohan are in an emergency conference. 
Mabel arrives hot and flustered. They greet her and she 
sits next to Benbow. 
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DR PALMER-BENBOW 
Glad you could come Mabel. Well MacKay 
has shown us he is playing a dirty game. 
(to Monohan) I assume Agostini’s 
confession changes everything? 

 
MONOHAN 

I am afraid so. Mr Read has been 
instructed for the Crown Solicitor to 
assist the Coroner and present the police 
case. 

(MORE) 
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MONOHAN (CONT'D) 
The police are claiming the body is Linda 
Agostini on the basis of witnesses, and 
apparently new evidence regarding the 
teeth. It is up to us to prove she is 
Philomena. 

 

MABEL 
(confused) 

The teeth? I thought the evidence on the 
teeth was far stronger for a positive 
identification for Philomena? 

 
MONOHAN 

They claim to have found two more 
fillings previously overlooked and a 
tooth was wrongly identified in earlier 
accounts. We will have to see what their 
expert witnesses have come up with during 
the inquest. 

 

DR PALMER-BENBOW 
Do you know Agostini's defense lawyer? 

MONOHAN 
A Mr Fazio. I asked around, no one knows 
much about him. He’s a Melbourne lawyer 
from the Italian community. His office 
isn’t returning my calls. I take that to 
mean he doesn’t want to talk. 

 
Mabel and Benbow take this in. 

MABEL 
The inquest opens on Monday so we still 
have three days ... tomorrow and the 
weekend. 

 

MONOHAN 
Any more news of Lucy Collins? 

Mabel shakes her head, she is seriously worried. 
 
 
214 INT. DR PALMER-BENBOW'S APARTMENT - NIGHT 

Mabel and Benbow go through all their files. They are 
both desperately trying to make sense of the situation. 

 
MABEL 

What the hell is MacKay covering up? Why 
is he so desperate to hide that she’s 
Philomena? It doesn’t make any sense. 
(pause) Unless ... Benbow, have we got it 
wrong? Is there a chance the body is 
Linda? 

 
214 
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DR PALMER-BENBOW 
I can only go on the scientific evidence 
and I am certain she is Philomena. Have 
you ever doubted that the body is the 
woman who came to you for a job? 

 
Mabel considers this a moment, then concludes. 

MABEL 
It is her. I am absolutely sure 

DR PALMER-BENBOW 
If it’s worth anything, I think you’re 
right. 

 

MABEL 
What if there is more to it than meets 
the eye? Benbow, something is wrong with 
this case, it all feels really wrong. 

 
DR PALMER-BENBOW 

We need indisputable evidence. 

MABEL 
You don’t have to go through with this if 
you don’t want to. It’s going to cost a 
fortune and if you have any doubts I 
would understand if you pulled out. 

 
Benbow smiles at her. 

 

DR PALMER-BENBOW 
I think MacKay is bluffing. 

MABEL 
(not convinced) 

I hope so. 
 
 
215 EXT. SHANTY, BUSHLAND - NIGHT 

Mabel pushes through the long grass. She passes a fresh 
sign: ‘Keep Out Trespassers Will Be Prosecuted.’ Mabel 
shines her torch ahead, she can see the earth has been 
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disturbed. She hikes on towards Lucy’s shanty. It’s gone. 
Mabel sweeps her torchlight around and finds the freshly 
dug-in soil where Lucy’s home once stood. 

 

MABEL 
Christ! Where the hell are you Lucy? 

Mabel sifts through decomposing bits of Lucy’s stuff. She 
shakes off the dirt and stands scanning the horizon, 
willing Lucy to emerge. There is nothing, just stillness. 
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216 INT. TRAIN - NIGHTFALL 216 

Mabel alone in the carriage is deep in thought. She looks 
anxious, her mind churning. 

217 INT. DR PALMER-BENBOW'S APARTMENT - LATE EVENING 217 

Mabel arrives exhausted. She can immediately see Burkitt, 
Monohan and Benbow are excited. From her expression they 
immediately know she has bad news. 

DR PALMER-BENBOW 
You first. 

MABEL 
(her voice cracking) 

She’s completely vanished. 
 

They exchange glances, letting the bad news settle. 

DR PALMER-BENBOW 
That’s not good... 

MABEL 
Sorry. You looked pleased before I- 

DR PALMER-BENBOW 
(forcibly elevating the mood) 

Some good news. The Hon. Ophthalmic 
Surgeon Dr Kevin O’Day has a test he can 
run that proves the colour of the eyes. 
Philomena's were blue, that’s how they 
described them in the original police 
circular and newspapers for the last 10 
years. Linda Agostini had brown eyes. 
Testing the eyes gives us indisputable 
proof that she is not Linda. 

 
MONOHAN 

We just have to make an application to 
the coroner to allow the test to be 
conducted. 

 

DR PALMER-BENBOW 
O’Day’s completely on board so we are 
hopeful for that at least. 

 

MABEL 
So, do you think we are ready for this? 

Burkitt raises his port glass and they toast. 

PROF BURKITT 
May the best man win? 

MABEL 
Or, should we say the right woman? 
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218 EXT. CROWN COURT, SYDNEY - MORNING 
 

Cameras flash as a throng of press and public mob the 
witnesses entering the court. Mabel, Benbow, and Monohan 
battle their way through without comment. 

 
DR PALMER-BENBOW 

(to Mabel) 
Where’s Burkitt? He’s never late. 

Mabel looks down the street. Burkitt is nowhere to be 
seen. 

 

219 INT. CROWN COURT, SYDNEY - MORNING 

It is a bench trial without a jury. Coroner MR TINGATE 
(70s), establishment, presiding. Monahan is introducing 
Benbow. Benbow has set up a projector to demonstrate 
slides of his evidence. 

 
218 
 
 
 
 
 
 
 
 
 
 
 
219 

 

MONOHAN 
Dr Palmer-Benbow has paralleled the 
forensic science methods that led to Dr 
Ruxton's conviction and execution in 
England in 1935. In that case Anatomist 
James Couper Brash used pioneering 
photographic superimpositions as the key 
evidence. 

 
Monohan hands the court over to Benbow who explains. 

DR PALMER-BENBOW 
The methods used in the Ruxton case 
involve superimposing photographic 
transparencies of the bones and skull in 
the same orientation as an existing 
photograph of the victim. (pointing at 
the screen) For example here is a profile 
portrait of Mrs. Ruxton. 

 
Benbow projects a slide of Mrs Ruxton in profile view. 
Mabel looks anxiously towards the entrance. 

 
DR PALMER-BENBOW (CONT’D) 

Then they laid a photo-transparency of 
this skull over the portrait to establish 
that the skull is Mrs. Ruxton's. As you 
can see it is a perfect match. 

 
The slide switches to a profile view of Philomena aged 
14. A door opens, Mabel turns and sees Burkitt arriving. 
He acknowledges her, bows to Tingate and sit next to 
Mabel. 
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DR PALMER-BENBOW (CONT’D) 
This is a photo of Philomena Morgan (he 
lets this sit for a moment, then adds a 
slide of the victim’s skull) and this is 
an X-Ray of the Pyjama Girl’s skull, also 
in profile view. As you can see, like the 
case of Mrs Ruxton it is anatomically a 
perfect fit. 

 
Burkitt leans into Mabel and whispers. 

PROF BURKITT 
Felt dicky this morning, all good now. 
Must have been too much Port. This is 
going well? 

 
Mabel nods yes, smiles and pats his arm. A large 
projection slide of a portrait view of Philomena Morgan 
aged 14 smiles directly at us. Mabel looks at her fine 
bone structure and intelligence that suggest in a few 
years she will become the sophisticated beautiful woman 
she met. Benbow superimposes another slide. It’s a 
portrait view of the Pyjama Girl victim in 1934. He adds 
yet another slide of the Pyjama Girl in 1944. They are 
both tragic and fit perfectly. 

 
DR PALMER-BENBOW 

And as you can see this portrait view 
also corresponds completely anatomically. 
Now one of the techniques used here to 
make identification is measurement of 
corresponding bone and features. 

 
Benbow adds a third slide with about 45 geometrical lines 
mapping corresponding positions of nostril, eye, eyebrow 
and mouth contours. Murmurs ricochet around the 
courtroom. Mabel feels the swell of optimism. 

 
DR PALMER-BENBOW (CONT’D) 

And even as the body is today the 
anatomical correspondence remains clear 
evidence that this is the body of 
Philomena Anna Morgan. 

 
All the transparencies are an exact match -- despite the 
considerably different dates and conditions of the face. 
Mr Tingate nonchalantly removes his reading glasses as he 
considers the slideshow. He looks unimpressed. 

 
CORONER TINGATE 

(sarcastic almost rude) 
Yes, yes this is all very well Dr Palmer- 
Benbow and you put on an entertaining 
show but anyone’s skull might correspond 
if the photos are scaled to fit. 
(pointing to the screen) This is no more 
exact a science than comparing a marble 
to a billiard ball. 
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Mabel and Burkitt can’t believe their ears. 

DR PALMER-BENBOW 
(as always placid, measured) 

Your Honour, with respect these are 
calibrated to the exact same scale. 

 
CORONER TINGATE 

(testy) 
So you say - but that is not proved by 
your slideshow. This proves nothing. Sit 
down Dr Palmer-Benbow, thank-you. 

 
PROF BURKITT 

(getting worked up) 
Is this idiot blind as well as ignorant? 

Mabel is also disappointed and angry. She tries to catch 
Benbow’s eye. She can see he is upset as he graciously 
sits down as instructed. It is not going well. 

 

220 INT. CROWN COURT, SYDNEY - LATER 220 

Mabel and Benbow are taken by surprise as Lucy Collins is 
called to the witness stand on behalf of the Police. 

 
MR READ 

Lucy Collins did you tell Dr Palmer- 
Benbow that you witnessed the murder of 
the Pyjama Girl? 

 
MABEL 

Christ! I don’t believe this. What have 
they done to that poor woman? 

 

LUCY COLLINS 
(rehearsed) 

Everything Dr. Palmer- 
Benbow says is a lie. It’s 
all lies. 

DR PALMER-BENBOW 
(whispering to Mabel) 

There are no limits to 
MacKay’s talents... She 
looks cleaned up though. At 
least we know she’s alive? 

 
 

221 JUMP TO NEXT WITNESS 221 
 

Mrs Routledge is on the witness stand. 

CORONER TINGATE 
Is it true to say you’d do anything for 
your daughter Mrs Routledge, including 
lie? 

 

MRS ROUTLEDGE 
Yes your Honour. 
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Mabel and Benbow wince in disbelief. 
 
 
222 JUMP TO NEXT WITNESS 

Inspector Goodsell is on the stand. 

INSPECTOR GOODSELL 
Petrol, a strong smell of petrol. 

MABEL 
(whispering to Benbow) 

It was Kerosene, Constable Kelly said it 
was Kerosene. It is in his original 
report. 

 
Mabel, Burkitt and Benbow can hardly contain their 
frustration. 

 

223 INT. CROWN COURT, SYDNEY - DAY 

 
222 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
223 

 

The session is closing for the day. Coroner Tingate looks 
over his half-spectacles at a mountain of evidence before 
him. Mr Monohan approaches the bench, Mr Read follows all 
ears. Monohan approaches Tingate gently. 

 
MONOHAN 

(softly) 
Your Honour, we are requesting special 
permission for the Honourable Ophthalmic 
Surgeon Dr Kevin O’Day to perform a test 
that is universally accepted as 
definitive proof of the colour of the 
eyes in their living state. The test 
makes this visible to the naked eye. 

 

CORONER TINGATE 
And is this another one of your client’s 
novel theories? 

 
MONOHAN 

No Sir. 1943 Bray v. Walsh, in Melbourne, 
the court upheld the test to determine 
the pigmentation of the iris. 

 

CORONER TINGATE 
You are aware that there is only one eye 
remaining in the cadaver? If I release 
that eye then no further test can be 
conducted. 

 

MONOHAN 
Dr O’Day assures me that this experiment 
will 100% demonstrate the true colour of 
the eye in life. He uses a slit lamp to 
project through the eye and the colour 
will be revealed. 
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CORONER TINGATE 
Let’s get this over with once and for 
all. Permission granted. Court dismissed. 

 
 
224 INT. COURT CORRIDOR - CONTINUOUS 

Mabel, Burkitt, Benbow, Dr O’Day and Mrs Routledge 
anxiously wait. Monohan approaches. His measured 
demeanour tells them nothing. Monahan reaches the group 
and addresses Dr O’Day. 

 
224 

 

MONOHAN 
You get access to the eye first thing in 
the morning. He wants the experiment 
ready straight off the bat after lunch. 

 
Mabel, Benbow and Burkitt heave a collective sigh of 
relief. Dr O’Day smiles. 

 
DR O’DAY 

Excellent, I can assure you they will 
have indisputable visual evidence. 

 
DR PALMER-BENBOW 

Well done Monahan. 

Then turning to Mabel and the Professor, in hushed tones. 

DR PALMER-BENBOW (CONT’D) 
I really needed a portrait of Linda 
Agostini, then I could demonstrate that 
her anatomy does not fit the Pyjama Girl. 

 
MABEL 

Could you still do that? 

MONOHAN 
I already asked and Coroner Tingate ruled 
that out. It’s clear that proving she’s 
Philomena is not enough for him. He wants 
us to disprove it is Linda. 

 
MABEL 

Surely proving the eyes are blue 
disproves she is Linda? No one disputes 
she had brown eyes and Philomena 
definitely had blue-gray. 

 
DR PALMER-BENBOW 

In theory yes, but Coroner Tingate is 
proving to be resistant to new science 
methods. 

 

MABEL 
A bit like the Commissioner, he's all for 
surveillance but rejects forensics. I 
don’t understand it. 
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PROF BURKITT 
It's about control; MacKay can manipulate 
and control intelligence and people, but 
he can’t control science, so he doesn’t 
trust it. 

 
Mabel notices Burkitt is fanning himself. 

MABEL 
Are you alright? Let’s get some air. 

Mabel leads him outside. 

PROF BURKITT 
Thank-you my dear ... it’s very stuffy in 
there. 

 
As the air hits Burkitt he hits the floor. Mabel tries to 
catch him but she goes down with him. Benbow and the team 
rush over to help them up. 

 
 
225 INT. CORONER’S COURT OFFICES - DAY 

Coroner Tingate is in a hurry, he is changing out of his 

 
225 

court robes and wig. Mr Read shoves a document toward the 
Coroner. Tingate gestures for him to put it on his desk 
and continues disrobing. Tingate is irritable. 

 
MR READ 

(an order more than a request) 
It’s an application on behalf of the 
Police surgeon to remove the eye tonight 
... they want to perform their own 
investigations on the matter of the eye 
colour. 

 

CORONER TINGATE 
They’ve had ten years and they’ve only 
just thought of that? Tell MacKay from me 
the CIB need to up their game. Monohan’s 
team are out running him on every count. 
Give me one more sticky wicket and it’s a 
no ball. Is that understood? Monahan 
knows I am on the back foot. He’s a smart 
bugger. 

 

MR READ 
(polite, but more of an order) 

Sir, this is a dead cert. 
 

Tingate looks over the application, considers it, then - 

CORONER TINGATE 
(angry, but gives in) 

Christ! All right. Yes. 
(MORE) 
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CORONER TINGATE (CONT'D) 
Just make sure it’s bloody well back for 
Dr O’Day first thing in the morning. 
Let’s just get this over with. 

Tingate signs the application and slaps it back at Read. 

MR READ 
Thank-you Sir. 

Mr Read pockets the application and bolts out the door. 

CORONER TINGATE 
And you can tell Commissioner MacKay this 
is the last time. 

 
 
226 INT. UNIVERSITY HOSPITAL - EVENING 

The Professor is in bed. His anxious WIFE and Mabel are 
by his side. Up the ward Benbow is deep in discussion 
with a CONSULTANT doctor. They approach the bed and the 
consultant addresses Burkitt. 

 
CONSULTANT DOCTOR 

I’ll need you to stay with us and rest a 
few days for observation while we do some 
tests. 

 
Burkitt is too exhausted to fight. They hear a kerfuffle 
and see Monohan rushing towards them. Benbow and Mabel 
turn to meet him. Monohan breathlessly whispers urgent 
and intense. 

 
226 

 

MONOHAN 
Just got word MacKay’s men are at the 
Morgue and about to take out the eye and 
mount it on a balsam slide. O’Day’s going 
over there now. We need to stop them. 
O’Day needs the eye whole for his 
experiment or it won’t work. 

 

DR PALMER-BENBOW 
And Tingate authorised this? 

MONOHAN 
Yes without counsel present. I heard it 
from one of our student lawyers. That 
man’s a loose cannon. We need to go NOW! 

 
Mabel, Benbow look at Burkitt. Benbow and Monohan run to 
the exit. Benbow shouts to Burkitt. 

 
DR PALMER-BENBOW 

I’ll be back as soon as I can. 

Mabel gets up to follow, Burkitt grabs her hand. 
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PROF BURKITT 
Mabel, the teeth, the original teeth are 
in the X-Ray. Stupid me, I forgot. That’s 
your proof of her original teeth. Now go, 
GO. 

 
Mabel beams, kisses his cheek and runs after Benbow. 

 
 
227 I/E. DR PALMER-BENBOW’S CAR, SYDNEY STREETS - CONTINUES 227 

 

Benbow drives them at break neck speed. He turns into the 
rear of the Morgue squealing to a stop. They run to the 
entrance. 

 
 
228 EXT. MORGUE, SYDNEY - CONTINUOUS  228 
 They desperately bang on the door. 

door. Monohan talks to him and the 
A GUARD opens the 
guard lets them in. 

 

 
229 

 
INSIDE THE MORGUE - CONTINUOUS 

  
229 

 

The trio race through corridors and down stairs towards 
the storage cold chambers. Through a glass portal in the 
door marked ‘Cold Chambers’ Mabel and Benbow see Remus, 
Allmond and Mr Read surrounding the body which is laid 
out on a slab. Dr O’Day, breathless, runs up the corridor 
to meet them. 

 
 
230 COLD STORE CHAMBER - CONTINUOUS 

They push through the Cold Chamber doors and see the eye 
is already on the mortuary slab. Benbow, Mabel and O’Day 
simultaneously scream -- ‘No -- stop!’ Mr Read gives the 
SURGEON a nod and the Surgeon slices right through the 
eye. Disappointment smashes down on our team. 

 

231 INT. CROWN COURT, SYDNEY - MORNING 

The court is packed. Benbow addresses Coroner Tingate. 

DR PALMER-BENBOW 
(insistent) 

I have reason to believe the NSW police 
have deliberately altered the teeth of 
the victim and photographs of the teeth 
and tampered with the body and 
furthermore last night they destroyed 
evidence to prevent the identification of 
the victim. 

 
230 
 
 
 
 
 
 
 
231 
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CORONER TINGATE 
(even testier than usual) 

I understand that that was a genuine 
mistake. Dr Palmer-Benbow I have ten 
sworn witnesses who have identified the 
body as Linda Agostini in the last month. 

 
DR PALMER-BENBOW 

It would be a bold person who would say 
the corpse is a certain person, so great 
are the changes in the last ten years. I 
have photographic X-Ray proof. 

 
CORONER TINGATE 

(blowing a fuse, shouting) 
I’m not interested in your theories and 
hypotheses Dr Palmer-Benbow. This court 
deals with facts. You are letting your 
obsession for this case cloud your 
professional judgement. You are not 
seeing things clearly. Again Dr Palmer- 
Benbow please sit down or I will have you 
removed from my court. 

 
The court goes silent as Tingate’s pointed remark hits 
its target with full force. All eyes are on Benbow and 
Benbow is utterly humiliated. We see Benbow’s faith in 
the justice system drain away. Mabel watches across the 
court as Benbow, now completely affronted, quietly sits 
down. Mabel’s heart breaks for him, she feels rage rising 
inside her. 

 
 
232 INT. CROWN COURT, SYDNEY - FINAL DAY 

Coroner Tingate delivers his findings. Mabel and Benbow 
sit together with Monohan. Their mood is sombre. 

 
CORONER TINGATE 

The evidence of the teeth, in my opinion 
is strong proof that the body is that of 
Mrs Agostini. The discovery of the two 
previously unnoticed fillings is 
compelling. Regarding the very serious 
tampering charges made by Dr Palmer- 
Benbow. I find these allegations are not 
sustained according to the evidence. I am 
satisfied that the identity of the 
deceased has been established with 
reasonable certainty. The more important 
reason for that certainty is the weight 
of evidence given by the identification 
of witnesses. As to the evidence 
concerning the shape of the breasts I am 
satisfied that post-mortem changes have 
caused them to appear smaller. 

(MORE) 

 
232 
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CORONER TINGATE (CONT'D) 
I find the exhaustive obsessive evidence 
put forward by Dr Palmer-Benbow does not 
confirm conclusively any of his theories 
that the body is Philomena Morgan. 

 
Mabel barely contains her anger. She notices Antonio 
looks disinterested and almost bored. 

 
CORONER TINGATE (CONT'D) 

I find nothing in this case to support 
Mrs Routledge’s claim that the deceased 
is her daughter. Mrs Routledge denied for 
years that the body was her daughter and 
lied about her daughter’s numerous names, 
Franki, Morgan, Anna, Britz, Philomena, 
De Peier and Mrs Coots but now she swears 
it is her daughter. 

 
Mabel discreetly squeezes Benbow’s arm. 

Her evidence is most unsatisfactory and 
she admitted she would lie and commit 
perjury for her children. There is one 
other important reason. I refer, of 
course, to the police evidence and 
confession by Antonio Agostini that he 
placed the body where it was found. I 
find the body, which is the subject of 
this inquest, is that of Linda Agostini. 

 
Antonio casually turns his attention to Coroner Tingate. 

CORONER TINGATE (CONT’D) 
I find that Linda Agostini died from a 
laceration of the brain as a result of 
head injuries, and I further find that 
Antonio Agostini did feloniously and 
maliciously murder the said Linda 
Agostini. 

 
Antonio looks shocked. Tingate turns to Antonio. 

CORONER TINGATE (CONT’D) 
Do you wish to say anything in answer to 
the charge? 

 
Antonio stands up and shouts. 

ANTONIO 
I am NOT Guilty. I am NOT guilty. 

CORONER TINGATE 
You are committed to stand your trial at 
the Supreme Court, Melbourne commencing 
15th June 1944. Bail refused. Court 
dismissed. 
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Antonio keeps shouting. Mabel and Benbow look at each 
other astonished. The court guards forcibly take Antonio 
out. The court erupts in confusion. Tingate angrily 
bashes his gavel, calling for order. 

 
 
233 INT. CROWN COURT, CORRIDOR, SYDNEY - CONTINUOUS 

Mabel and Benbow shielded by Monohan run the gauntlet of 
an aggressive press scrum. Cameras flash and hacks hound 
them for comments. Benbow is silent, thinking. 

 
MONOHAN 

No comment - move aside. 
 

234 I/E. COURT REAR EXIT, SYDNEY - LATER 

Mabel and Benbow try to approach Antonio as Latrobe, 
Remus and Mr Fazio escort him out. 

 
DR PALMER-BENBOW 

Antonio, we’d like a word, it’s important 
to your case. We have new proof the body 
is not Linda. 

 
FAZIO 

The inquest is over. My client has 
nothing to say to you, he doesn’t want to 
talk with you. If you bother him again I 
will take out an injunction against you. 
Is that clear? 

 
MABEL 

But, you don’t understand we are trying 
to help, we have evidence that could 
clear your client. 

 
FAZIO 

We don’t want your help. Please do not 
approach my client again. 

 
Mabel is taken back by his hostility. She watches the 
police roughly load the body into a Paddy Wagon. 

 
MABEL 

(under her breath) 
I promise I will find who did this, you 
poor girl. Some of us do care. 

 
Latrobe and Remus shove Mabel aside as they push Antonio 
into the back of MacKay’s car. Mabel tries to make eye 
contact with Antonio. He looks away. MacKay clocks Mabel 
in his rearview. 

 
233 
 
 
 
 
 
 
 
 
234 
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235 INT. EMPLOYMENT AGENCY - DAY 

Mary, Doreen and Mabel discuss the case. 

MARY 
How could the bloody bust shrink in the 
formalin? It’s just liquid isn’t it? The 
rest of her hasn’t shrunk has it? 

 
DOREEN 

If formalin shrunk tits someone would’ve 
have stuck it in a jar and sold it as 
bust reduction cream. 

 

MABEL 
It stinks of conspiracy to me, why are 
the cops going to so much trouble? 

 
MARY 

Mabel, you go to the Melbourne trial if 
you want. I can handle things here for a 
few days. But, then that’s it for me. I’m 
out. It’s not fair on the girls Mabel. 

 

MABEL 
(confused) 

I see, thanks Mary. Are you expecting 
again? 

 
235 

 

MARY 
Christ I hope not. No! My fella’s been 
called up. Have you heard anything of 
Ryan? 

 

MABEL 
(tears welling) 

They think the Japs might have him. 

The mood sinks. 
 

236 EXT. AERIAL VIEW - HUME HIGHWAY - DAY 236 

Far below the Paddy Wagon and its police entourage speeds 
down the highway. MacKay brings up the rear followed by 
Benbow’s gleaming white Bentley. 

237 INT. DR PALMER-BENBOW'S CAR - CONTINUOUS 

Mabel is lost in thought as she watches the landscape 
pass by in a blur. Benbow is subdued. The gnawing 
distance between them is palpable. 

237 
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238 INT. HIGH COURT, MELBOURNE - DAY 

The courtroom is full, it is in mid session. The gallery 
is packed to the gills with the public and journalists. 

238 

 
JUSTICE LOWE (60s) presides over the jury trial. He bangs 
the gavel, gruffly calling for order. The court settles. 

 
Antonio stands in the box on trial. He seems strangely 
disengaged. Benbow stands and bows before Justice Lowe. 

 
JUSTICE LOWE 

Is there something you want to say to 
this court? 

 

DR PALMER-BENBOW 
I have information and photographic X-Ray 
evidence that is in the public interest 
regarding the identity of the body. 

 
JUSTICE LOWE 

Does the Counsel for the Defense know 
about this information? 

 
DR PALMER-BENBOW 

It is known to both Counsel for the 
Defense and the Prosecution and has been 
suppressed by both. It was also withheld 
from the Coroner. 

 
JUSTICE LOWE 

Then I do not propose to hear you. Just 
take your seat. 

 
Benbow sits down next to Mabel, they look at each other 
disappointed. Mr Read continues questioning Antonio. 

 
MR READ 

She had some wounds of violence on her 
face and on her forehead? 

 
ANTONIO 

Yes. 

PROSECUTOR 
Do you know how she got them? 

ANTONIO 
I was going down the steps when I fell 
down. I lost my balance and fell with 
her. She fell on her face. There was 
something at the bottom. 

 
MR READ 

What was it? 
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ANTONIO 
I think it was a flowerpot or an old flat 
iron. 

 

MR READ 
Yet earlier you stated that you wrapped 
her head in a towel because of the 
bleeding? 

 

ANTONIO 
I took it off. 

MR READ 
Why did you take the towel off? 

ANTONIO 
(airily) 

I don’t remember this or that. 

MR READ 
The truth of the matter is, as we have 
seen here today, that one of the few 
matters on which all the medical experts 
in this case agree on, and there have 
been very few, was the fact that the 
injuries sustained about the head of the 
Pyjama Girl were inflicted on her BEFORE 
HER DEATH, because they bled into her 
tissues. 

 
The court erupts. Justice Lowe shouts for order, banging 
the gavel. Benbow watches the exchange of glances between 
MacKay and Antonio. MacKay stares at Antonio willing him 
to trust him and keep his nerve. 

 
MR READ (CONT’D) 

Furthermore, furthermore, these injuries 
were utterly inconsistent with a fall on 
a flat iron, a flowerpot or anything 
else, and had obviously been inflicted 
with a blunt instrument using 
considerable, I repeat, CONSIDERABLE 
force again and again and again. Her 
death was not- 

 
The excited crowd bay for blood. 

MR READ (CONT’D) 
I say not... Her death was NOT ... 
(shouting) was NOT caused by the 
accidental shooting of a gun during a 
struggle. 

 
The betrayal strikes Antonio in the gut. He scowls at 
MacKay. Benbow and Mabel can barely contain themselves. 
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DR PALMER-BENBOW 
(quietly to Mabel) 

Agostini’s been set up! Look at him! 
Wrong colour eyes, wrong breasts, wrong 
teeth, wrong bloody body, wrong 
perpetrator. This isn’t a democratic 
legal system this is old boys’ club 
corruption. 

 
Antonio jumps to his feet shouting. Guards grab him. 

ANTONIO 
She was jealous, she’d been drinking, she 
tried to shoot me we struggled and the 
gun went off. It was an accident. 

 

MABEL 
I am sure he did kill his wife 

DR PALMER-BENBOW 
I don’t doubt that, but- 

MABEL 
It’s a done deal. Commissioner Mackay’s 
books are balanced and that means the 
Minister is happy, that makes for good 
press and the people keep voting. 
Imperfect, but, in the great Australian 
tradition of justice, it probably 
represents progress. 

 
DR PALMER-BENBOW 

Bets on, I say manslaughter six years, 
three years tops to serve. 

 

MABEL 
Look at him (indicates MacKay) we might 
as well go, it’s a foregone conclusion. 

 
DR PALMER-BENBOW 

(loud enough for Lowe to hear) 
This is a ruddy carnival. 

 
JUSTICE LOWE 

Silence Benbow or I will hold you in 
contempt of Court. 

 
DR PALMER-BENBOW 

I can assure you Sir, contempt is all I 
have for this Kangaroo court. 

 
MABEL 

Adjourn to the Wig and Whistle? 

Mabel and Benbow leave. Antonio is dragged away. 
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239 INT. PRISON CELL - DAY 
 

Antonio is thrown in a cell with a violent looking 
criminal. Antonio waits anxiously. 

 
CRIMINAL 

(incredulous) 
You the one from Sydney up for murder? 

Antonio, nods. 

They hang for that here d’you know that? 

Antonio does, and it’s just sinking in as he remembers: 
 

240 EXT. AGOSTINI’S APARTMENT ABOVE A SHOP - NIGHT (1934) 
 

In a dark room, LINDA AGOSTINI (20s), busty, attractive, 
tipsy, hides behind curtains. She spies on a parked car 
down the street below. Inside the car Antonio is kissing 
a BLONDE WOMAN. Jealousy chokes her. She opens a drawer, 
and grabs a revolver, shaking she loads the bullets. She 
hears Antonio park the car in the yard. She gets in bed 
and slides the revolver under her pillow. Antonio comes 
in, undresses. He sees an empty whiskey bottle. 

 
ANTONIO 

I told you not to drink. I told you not 
to go out. I know you’re awake. I saw you 
at the window. 

 
Linda burns with fear, humiliation and sadness. 

 

241 LATER - DAWN 
 

Antonio wakes with a start. He opens his eyes and feels 
the muzzle of a gun pressed to his head. Linda kneels 
beside him, wild, pointing the gun. She hasn’t slept by 
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241 

the looks of her. He lunges for the gun. Linda hangs on -- 
his temper flares -- they fight viciously. He wins 
possession -- he aims the revolver at her head. Linda 
looks straight down the barrel -- Antonio FIRES the gun. 
Linda jerks back -- blood -- silence -- black. She is 
dead. 

 
Antonio stares at her through tears of remorse, his mind 
racing. Matching scene 2. 

 

242 INT. STAIRWELL, AGOSTINI’S APARTMENT, - NIGHT (1934) 

Antonio, struggles to carry the wrapped body down the 

 
242 

stairs. He trips and the body tumbles down. Petrified he 
listens. All is quiet. He drags the body into the yard. 



126 
 

 

 
 
243 EXT. YARD - CONTINUOUS 
 

Antonio heaves the body into his car and loads jerry 
cans. Unseen, Zummo Casstellano watches from his window 
next door. 

 

244 INT. ANTONIO'S CAR - NIGHT 

The rain is relentless. Antonio drives fast, staring 
ahead at the endless road. Matching scene 4. 

 

245 EXT. MURRAY RIVER - NIGHT 
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244 
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Antonio throws the revolver into the river. Next he slips 
the body in the river, her body slowly descends 
pirouetting like a beautiful dancer. Matching scene 6. 

 

246 INT. PRISON CELL - DAY 246 

Antonio is lying down on the bench staring at the ceiling 
and his memories, a tear runs down his cheek. 

 

247 INT. CROWN COURT, MELBOURNE - DAY 

Antonio is ushered in to court to receive his verdict. 
Mabel and Benbow wait in anticipation. The Jury Foreman 
stands up ready to address Justice Lowe. 

 
JUSTICE LOWE 

 

247 

Your verdict? 

JURY FOREMAN 
The verdict for murder is - NOT GUILTY. 

The court erupts. Even Justice Lowe is amazed. He bashes 
his gavel and orders the court to be quiet. 

 
JURY FOREMAN (CONT’D) 

For the charge of manslaughter we find 
Antonio Agostini ... GUILTY. 

 
JUSTICE LOWE 

(to Antonio) 
The jury find you guilty of manslaughter 
and you are sentenced to six years hard 
labour. 

 
Antonio is relieved and confused. He glares at MacKay. He 
looks at the crowd, finds Mabel and shouts defiantly. 

 
ANTONIO 

That body is not my wife. 
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The court explodes in an uproar. Benbow bows his head in 
despair. Mabel is filled with renewed hope. 

 
 
248 INT. HOTEL ROOM - NIGHT 

Mabel and Benbow are in bed arguing. 

DR PALMER-BENBOW 
I’ve done everything I can within the law 
and they don’t want to know. There is 
nothing more we can do. You have to 
accept it and forget it. 

 

MABEL 
That’s what my husband said. 

DR PALMER-BENBOW 
Well I'm inclined to agree with him. 

MABEL 
I thought you wanted to expose it all? 
Now you just give up and roll over just 
because the powers that be don’t accept 
you into their stupid bloody club? (a 
bitter pause) Give a man power and money 
and it always goes to his head. 

 
DR PALMER-BENBOW 

I gave it my best shot ... don’t we mean 
anything to you? We have that, Mabel? 

 
MABEL 

(crushing him) 
We have nothing ... you and I have 
nothing in common. 

 
Benbow is hurt and offended, he gets up and dresses. 

DR PALMER-BENBOW 
Maybe my best is not good enough for you? 

Mabel doesn’t answer. 
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DR PALMER-BENBOW (CONT’D) 
Call me when you know, Mabel. 

Benbow leaves. Mabel falls on the bed confused and angry. 
Alone she allows herself to cry until she falls into a 
fitful sleep. 

 
 
249 EXT. NIGHTMARE - BUSH NEAR QUIN'S SHACK - NIGHTFALL 
 

The infinite ancient bushland is unworldly in the 
monochrome light of the southern stars. Mabel squints 

 
249 

focusing on an indistinct object hovering above the long- 
grass. As her focus sharpens a body forms. 
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It is a woman sleeping, or dead -- a levitating spirit 
from another world. Closer now Mabel recognises the body - 
- it’s Mabel, curled up in the death pose of the Pyjama 
Girl. 

 
 
250 INT. NIGHTMARE - ZINC COFFIN - CONTINUOUS 

Mabel’s body plummets into the formalin. She is trapped 
in the coffin thrashing and screaming. No one can hear 
her -- she is drowning -- the last breath of life goes 
from her body -- dead. 

 

251 EXT. NIGHTMARE - BUSH NEAR QUIN’S SHACK - CONTINUOUS 

Time accelerates: The southern stars bleed arcs across 
the night sky. 

 

252 INT. MABEL’S BEDROOM -NIGHT 
 

Mabel wakes terrified gasping for air, her heart 
pounding. She sits bolt upright, sweat pouring. 

 

253 INT. EMPLOYMENT AGENCY - DAY 

The Truth newspaper headline reads ‘Pyjama Girl Murder 
Trial Verdict Shock.’ Mary reads the lead paragraph to 
Mabel. 
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MARY 
(reading) 

‘Agostini escaped the gallows when the 
jury returned the unexpected verdict of 
manslaughter. The jury felt sorry for 
Agostini as his wife was known as a 
jealous drunk. Justice Lowe in his 
closing remarks to Agostini said “My view 
of the jury’s finding is that they 
thought that you had been at the time you 
attacked her, provoked to the limits of 
your endurance, and that is why you 
attacked her.”’ Blimey! They blame her 
for her own death!... I think he should 
have hanged. 

 

MABEL 
We heard he might be out in two years as 
they will take off his time spent in 
internment. 

 

MARY 
Well at least it’s all over now. 

MABEL 
I don’t know Mary, something feels wrong. 
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MARY 
You are going to put this behind you? 
Mabel? 

 
Mabel doesn’t answer. Mary senses trouble brewing. 

What about Benbow? What will he do now? 

MABEL 
I have no idea ... Mary ... I think 
MacKay might have known Philomena, you 
know, intimately? 

 
MARY 

Surely not? 

MABEL 
I haven’t told anyone, but I saw him in 
his office alone with the body that night 
and he was, you know, being obscene. 

 
MARY 

The dirty old bastard. But ... that 
doesn’t mean he knew her. 

 
MABEL 

He was crying Mary. 

MARY 
(stunned) 

Ohh! ... Perhaps you should tell Benbow? 

MABEL 
(sadly) 

No, no, I don’t think so. 

Mary looks bewildered. 
 
 
254 INT. PROFESSOR BURKITT'S HOUSE - DAY 

Mabel is getting a dressing down from Burkitt as they 
drink tea. 
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PROF BURKITT 
(firm but appealing to her) 

That’s a bit of a harsh judgement Mabel. 
Benbow was publicly humiliated in that 
court. You and I know he was right. They 
rejected his research and ridiculed him. 

 
Mabel quietly fumes, refusing to see his point. 

Anyway, he's just signed up for a 
position at Randwick Military hospital. 
He does care Mabel. He just does not know 
what else to do, and quite frankly nor do 
I. Mabel, what else can we do? 

(MORE) 
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PROF BURKITT (CONT'D) 
Do you know the answer Mabel? I have the 
Governors breathing down my neck on 
this. They’ve rejected the forensic 
research funding. I have been asked to 
tender my retirement. Which I will gladly 
do ... We do care about the girl ... that 
goes without saying. We tried our best, 
really Mabel we did. 

 

MABEL 
(lashing out angry) 

Well I’m not in this for a forensic 
department, research, or to prove I am 
right. 

 

PROF BURKITT 
(with the wisdom of age) 

Well, what are you in it for Mabel? Ask 
yourself that? 

 
This stops Mabel in her tracks. She isn’t even sure she 
knows anymore. She doesn’t feel like she knows about 
anything. She just wants to lash out. Burkitt feels for 
her and tries to make things right. 

 
PROF BURKITT (CONT’D) 

I’m sorry we didn’t build a strong enough 
case for you. Mabel, I am sorry we let 
you down. 

 
Mabel looks confused as if her whole world is crashing 
down on her. Burkitt feels a bit faint and fans himself. 

 
PROF BURKITT (CONT’D) 

Anyway, they’re burying her on Friday. 
Agostini refuses to have anything to do 
with it. So it’ll be a pauper’s grave. I 
thought perhaps we could go along 
together? Mabel? You might feel better 
once she’s laid to rest? Huh? 

 
A long pause. Burkitt plays with a vial of insulin. 

MABEL 
Is Benbow going? 

The professor shrugs, he doesn’t know. 
 
 
255 INT. MABEL’S LIVING ROOM - EVENING 

Mabel is alone. It’s hot and her mind is racing. She 
looks at Philomena’s note with Azzalin's number. Mabel 
grabs her bike and leaves. 

 
255 
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256 EXT. ROMANO'S ENTRANCE - EVENING 
 

Mabel cycles up to Romano's, it’s busy as usual. High in 
the sky is the glow of the flamboyant neon sign, 
‘Romano's Restaurant Club.’ She looks in the glass 
display windows. There are photos of the entertainment 
acts, Frank and the band and celebrities over the years. 
Photos of Azzalin and his family getting older. And then 
... there it is, a photo of Philomena singing. Mabel 
looks and finds several more! Success. 

 

257 LATER - EARLY HOURS 

Romano’s is closed. Mabel, watches Azzalin lock up and 
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leave. She cautiously forces the display case open with a 
knife and takes the photos. 

 

258 INT. MRS CALLOW’S APARTMENT - DAY 258 

Mabel shows Mrs Callow the photos of Philomena singing at 
Romano’s. And another of her dancing with a young man. 
JANE CALLOW (now 17) looks over her mother’s shoulder. 

JANE CALLOW 
She was so beautiful. Look, that’s Blue. 

MRS CALLOW 
Ginger! Phil called him Blue. They call 
everyone with red hair ginger or blue 
don’t they? 

 
Mabel can’t believe her ears. 

JANE CALLOW 
(pointing) 

And there’s Mr Coots. 

MABEL 
(urgent, excited) 

Mr Coots? Are you sure? 
 

MRS CALLOW 
Yes. That’s him. 

 
She points at MacKay in the photo taken inside Romano’s. 
Philomena is animated and beautiful singing on stage 
accompanied by Frank Coughlan and his band. At the very 
back stands MacKay in his coat and hat. Transfixed. He 
can’t get enough of this girl. At the bar, jealously 
watching MacKay, sits Ginger. 

 
 
259 INT. TABLEAU-VIVANT - ROMANO’S (1934) 
 

The black and white photo transforms into a colourful 
living tableau-vivant. 

 
259 
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Philomena flicks her head back flirtatiously laughing. 
She feels MacKay’s eyes devour her flesh. He unnerves her 
but she puts on a show. She sees Ginger watching her, his 
desire rising. She looks back at him utterly besotted. 
Ginger looks at his father watching Philomena, and inside 
his jealousy brews. 

 

AND BACK TO 
 
 
260 MRS CALLOW'S APARTMENT - DAY 

MABEL 
Do you know Ginger’s name? Was it Coots, 
or Quin? 
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JANE CALLOW 
No Quin’s his cousin. He went by Jones. 
No. Mac? Mac... what was it? 
(remembering) Phil and he wrote in my 
confirmation book... 

 
Jane gets the confirmation book and opens shows Mabel. 

See. 
 

On the first page in a hand drawn love heart is written, 
‘Jane Callow age 7, Phil Coots and William MacKay.’ 

 
MABEL 

He’s MacKay’s son! 

The truth hits Mabel. Everything suddenly makes sense. 
 

261 EXT. DARLINGHURST STREETS, SYDNEY - NIGHTFALL 261 

Filled with renewed purpose Mabel cycles through the busy 
streets. A tram glides by and people stroll by enjoying 
the warm evening. Suddenly a speeding car rams Mabel into 
the path of an oncoming tram -- she quickly swerves to 
avoid it -- but the car accelerates and drives straight 
into her. Mabel is pitched into the air -- she catches a 
look at the driver -- it’s Fahy with MacKay. She hits the 
road hard, careening across the grit, shredding away her 
flesh. Cars screech to a halt. Pedestrians scream. The 
car vanishes. 

 
Mabel is out cold. Blood pours from her skinned legs, 
arms, shoulder and head. African American USA SERVICE MEN 
pull her off the road and attend to her. 

 
The confirmation book and photos of Philomena lie strewn 
in the gutter. Unseen amidst the commotion Fahy pockets 
them and slips away. 
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262 INT. MABEL’S LIVING ROOM - NIGHT 
 

Mabel sits huddled in a blanket. She is shaking and 
muttering and very distressed. Mary tries to calm her 
down. Benbow arrives and is shocked by the severity of 
Mabel’s injuries. Mabel is clearly in a lot of pain. 

 
MARY 

I had to call him Mabel. You need a 
doctor. You are badly hurt. (to Benbow) I 
don’t think anything’s broken ... She 
refused to go to the hospital- 

 
MABEL 

(shouting) 
I had the evidence. I had it... we have 
to go... go and get it... 

 
DR PALMER-BENBOW 

Mabel dear (he takes her hand) I need you 
to calm down. (to Mary) What happened to 
her? 

 
Mabel is ranting, delirious. 

MARY 
She said Mackay ran her over. The GI’s 
bought her home... said it was a hit and 
run. She didn’t want the police 
involved. 

 

Benbow preps a morphine shot. 

MABEL 
No! You have to get the book and 
photographs ... on the road near my bike. 
Benbow- 
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DR PALMER-BENBOW 
I promise I will go and look but first 
Mabel you need this. Or, I can take you 
to the hospital ... your choice? 

 
She allows Benbow to administer the morphine. She quickly 
falls into a drowsy semi-sleep. 

 
 
263 EXT. DARLINGHURST STREETS, ACCIDENT SITE - NIGHT 

Benbow searches the road. He picks up Mabel’s bike and a 
few of her things. There is no evidence to be seen. 

 

264 INT. MABEL’S LIVING ROOM - NIGHT 
 

Mabel is asleep on the sofa. Benbow tenderly strokes her 
forehead, calming her disturbed sleep. 
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265 NEXT MORNING 
 

Mabel, now stitched and bandaged, wakes disorientated. 
Mary helps her sit up. 
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MABEL 
Christ, did a tram hit me? 

MARY 
Not far off. You don't remember? 

Mabel thinks hard. Mary looks at her, worried. 

MABEL 
What day is it? (remembering) It was Fahy 
and MacKay... Mary, they tried to kill 
me... Did Benbow get the evidence? 

 
MARY 

It’s Friday. Mabel... he is really 
worried about you. 

 
MABEL 

Did he find the book and photographs? 

MARY 
There weren't any Mabel, he searched 
everywhere. 

 

MABEL 
Friday! Today’s the funeral. 

Mabel flings off the blankets and struggles to get up. 
 
 
266 INT. MORGUE, MORTICIAN’S PARLOUR - DAY 

WOMEN MORTICIANS gently wash and dress Philomena. They 
gently place her in a simple pauper’s coffin. 

 

267 EXT. MELBOURNE, PRESTON GENERAL CEMETERY - AFTERNOON 
 

REVEREND WOODHOUSE conducts the service. There are about 
FIFTY WOMEN, one weeping, another knitting, others 
keeping infants quiet and others just watching. The 
Reverend looks at them with disapproval. The Pallbearers 
are journalists, led by Ezra each with a different press 
card, The Truth, The Sydney Telegraph, The Melbourne 
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Herald and The Age. Their cameras hang limp around their 
necks. No one takes photos today. 

 
REVEREND WOODHOUSE 

I am the Resurrection and the Life. 
May this soul and the souls of all the 
faithful departed through the mercy of 
God rest in peace. 
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268 EXT. GRAVE SIDE - CONTINUOUS 
 

Mabel places a white lily on the coffin. The simple 
wooden grave marker reads ‘Linda Agostini.’ Antonio is 
nowhere to be seen. Benbow, Burkitt and Mary stand 
together at a respectful distance. Burkitt looks at 
Mabel, pleased that she came. Mabel looks into the grave 
as the coffin descends. 

 

269 INT. GRAVE - CONTINUOUS 

As we descend we see Mabel looking down at us. As the 
coffin comes to rest Mabel silently mouths: 

 
‘Good bye - Philomena.’ 

 

270 EXT. GRAVE SIDE - CONTINUOUS 

Mabel continues to gaze inside the grave. The grave 
diggers begin to shovel earth. Burkitt, Benbow and Mary 
watch Mabel. A tear gently rolls down her cheek. She 
takes Benbow’s arm, he smiles lovingly and gently kisses 
her forehead. 
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MABEL 
She takes a piece of us all with her. 

They nod agreement. After a long pause. 

Mabel shudders as a cold shiver passes through her. She 
instinctively bristles, scanning the horizon halting at a 
cluster of tress. Is that MacKay in the shadows? She 
squints, focussing hard. 

 

DISSOLVE TO: 
 
 
271 EXT. AERIAL VIEW, CEMETERY - CONTINUOUS 

Far below we see a sea of graves. As we push in we pick 
out our solemn funeral party, the reverend, the grave 
diggers, the journalists. We see Benbow, Burkitt, Mary 
and Mabel. As we descend behind a clump of trees we see 
the broken figure of MacKay, watching them. He pulls his 
hat low over his eyes and walks away. 

 

272 EXT. GRAVE SIDE - CONTINUOUS 

Mabel looks up. Her gaze is strong and resolved with a 
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fiery glint. She stares at us, the world, and the future. 
Her stare is a defiant, intense challenge. 

 
THE END. 
 
A nightingale sings. 
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Submerged women, liminal voices:  
A feminist investigation of feature film 

screenwriting as creative practice 
 
 
 
  



2 
 

 

Prologue 

 

I have been fascinated and engaged with the visual and creative arts for as long as I can remember. I 

discovered at an early age that I could draw and paint and this calling led me towards the Arts. It was 

at Goldsmiths School of Art, London, where I encountered the full power of film. I was completely 

captivated; no other art form had stirred me to think and feel at the threshold of such exquisite 

extremes. Art had at times taken me close, so had literature and music. But film had the ability to seize 

my entire being, make me cry, laugh, think and feel. I was in love with film; I wanted to paint with 

emotions, sound, music, words, images and meaning. I wanted to touch my audience, as I had been 

touched. I had found my medium and my passion.1  

 

Film is the centre of my personal and professional lives—–I have written, produced, and 

directed films and I teach screenwriting, film theory, and production. Thus it makes sense that when I 

turned to contemplate a PhD, my project would take the form of a creative work, namely a feature film 

screenplay set in my adopted country, Australia. My conceptual art and socialist-feminist background 

has meant that even prior to entering academe, I was concerned with praxis, with creative research and 

theory. With this PhD I aim at last to formally bring together the threads that have characterised my 

interactions with film-making. 

 

After thirty-five years in the field I have no illusion about how tough the film industry is, 

especially for women; I have experienced the challenges first hand. My own history tells me that a 

considered approach to the end of the production cycle will give me the best chance to succeed in the 

realisation of a new film. This is one of the reasons why I consider the cultural and economic 

challenges of production as part of this creative writing PhD. My aim here is to analyse the lessons of 

the past to anticipate the future. 

 
                        
1 It has been argued that reading books (printed text without visuals) can create 'entire bodily' reactions in 
studies such as those of women reading romance novels. See for example, Suzanne Keen, ‘A theory of narrative 
empathy’, Narrative 14.3 (2006, pp. 207–236); Ann Cvetkovich, Mixed Feelings Feminism, Mass Culture, and 
Victorian Sensationalism. (1992); Janice A Radway, Reading The Romance: women, patriarchy, and popular 
literature (1991). 
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 The latest 2016 ‘Filmonomics’ report from Slated, a statistical analysis of 1,591 films released 

theatrically in the USA between 2010–15, exposed systematic bias against employing women as 

writers and directors. The report concluded, ‘women directors are the most under-represented major 

category in cinema, accounting for 8.8% of films made in this survey period. They are followed 

by women writers (13.2%)’ (Slated 2016). 

 

My evaluation of the position of women feature film screenwriters and directors led me to a 

central question; why are there still so few women screenwriters and directors? Women have keenly 

participated in screenwriting since the advent of cinema and the statistics of women’s participation in 

educational programs in screenwriting and directing indicate that they remain active participants 

(Sinclair 2006, p. 30). The problem is getting the screenplays produced and even when they have been 

produced, keeping women’s work in the historical record. Can the woman screenwriter emerge from 

this submerged position? If so, how might the emergence of women’s/feminist screenplay authoring2 

reveal a significant female gaze? Would a female-centred female-presence influence screenwriting 

convention? And if so, how would it influence my creative interpretation of a factually inspired crime 

feature film? These questions have informed the development of both my creative project and 

exegesis. 

 

The success of female writers in other fictional forms indicates that the issue is not due to 

women being less capable writers. Particularly relevant to this thesis is the phenomenal success of 

women novelists in the crime genre.3 Some women crime writers have crossed over into television 

screenwriting in the 1980s, notably Lynda La Plante (Toynton 1983), and many have had work 

adapted for television and film. Despite these successes and the huge global popularity of women-

centred crime drama, the original (and even the adapted) feature film crime genre is largely 

unavailable to contemporary women screenwriters and directors.4 The feature film crime genre is 

                        
2 I purposefully use the verb ‘authoring’ to emphasise the process of the work over the person-focused construct 
of the author and authorship. My aim is to focus on the creative process of ‘becoming-screenplay’.  
3 Cathy Cole discusses the phenomenal success of women crime writers and explores the phenomena of the 
success of the feminist crime genre in her book Private Dicks and Feisty Chicks (Cole 2004). 
4 Film and television adaptations that build on the proven success of crime books written by women (such as the 
ever-popular work of Agatha Christie) are not my focus. Nor is my focus the phenomena of female-focused 
crime television series and film, most of which have exclusively commissioned male screenwriters including the 
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virtually an exclusively male domain with very few openings for women screenwriters and directors. 

 

It is clear that action is necessary to address the lack of gender diversity and other forms of 

diversity across the board in the film and television industry internationally. Indeed, in the last couple 

of years gender and diversity have gained a lot of attention in the film industry and there is hope that 

change will occur soon, but it is up to industry and funding bodies to firstly make change and then 

sustain change. In the interim this thesis provides a unique space to explore my creative and feminist 

approaches to screenwriting an original speculative crime feature film. 

  

                                                                       
globally successful Nordic noirs (Novrup Redvall 2013). These productions have attracted large female 
audiences suggesting the potential for female centric crime film (Turnbull 2014, p. 164). Film noir at the 
beginning of Hollywood established the crime genre’s strong appeal to women audiences (Hanson 2010, p. 217). 
In the Antipodes, recent indications in the television arena suggest that the crime genre may be opening up to 
women screenwriter/director/creators with the success of Miss Fisher’s Murder Mysteries (adapted) (Cox & 
Eagger 2012) and Top of The Lake (original) (Campion & Davis 2013). These series are notable for a strong 
female focus but also for being written and conceived by mainly women screenwriters. 
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Introduction 

 

This exegesis explores feminist strategies of film by analysing the context and mode of my 

screenwriting practice as a writer/director. The creative-writing component is an original 

screenplay for my 135 minute historical true-crime feature film, The Pyjama Girl. I am using 

Bakhtin’s dialogism with Derrida’s concept of ‘trace’ to reframe the screenplay not as 

‘becoming-film’ but as ‘becoming-screenplay’. Shifting the emphasis on ‘becoming-

screenplay’ allows me to dialogically engage with ‘submerged’ subsets of utterances. The 

exegetical companion work directly explores the dialogic connections between the theory and 

the practice of feminist and women’s screenwriting. Screenwriting is an ‘emerging field of 

academic discourse’ (Batty & Taylor 2016, p. 2) and has been largely neglected by the fields 

of film studies and creative writing. This thesis contributes to the developing body of research 

on screenwriting practice by reframing feminist and women’s practice and context. By 

mobilising the metaphor of ‘the submerged woman’ from the original true-crime story, I 

reframe the narrative of women’s screenwriting on a personal, historical, industrial and 

disciplinary level. In my personal screenwriting practice I attempt to reframe my creative 

screenwriting process through my embodied self by allowing my submerged female voice and 

my female gaze to emerge. I argue that écriture féminine and the female gaze could be 

employed as a feminist intervention for women screenwriters and directors towards a cinéma 

féminine. My approach to theory and practice mirror each other thematically on multiple 

levels. The exegetical chapters are thematically tied to the creative writing using the metaphor 

of the ‘submerged woman’ and concept of liminality as organising principles. The three 

exegetical chapters problematise the concept of the ‘submerged woman’ differently and map a 

unique path towards ‘becomingness’ of the woman screenwriter. While these three journeys 

through the material are very different they are nevertheless intimately interconnected. The 

scope of this thesis focuses exclusively on the case of women feature film screenwriters and 
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directors, as I am a writer/director and this is the film form I explore in the accompanying 

creative writing component. 

 

In this introductory chapter, I map out the background to my approach and 

methodology. I begin by situating my personal experience in film as a screenwriter director 

and producer to provide historical and cultural context for my creative and critical practice. I 

then detail the development of the particular screenplay that forms the creative portion of this 

thesis. The second part of the introduction details the approach I take to the exegesis, 

describing how the idea of liminality and the submerged woman reflects and situates my 

approach to the creative state and to a creative writing thesis. Here I focus on the ways my 

thesis sits within the creative PhD form and practice-led research. I then move to a 

consideration of the screenplay form as a submerged text and explore how we might theorise 

screenplay as ‘becoming-screenplay’. I expand my analysis of the concept ‘becoming-

screenplay’ in Chapter One and Chapter Three. Later in this introduction I develop my 

analysis of the term ‘becoming-film’ and its relationship with ‘becoming-screenplay’ in the 

theorising screen/play section. I conclude with a reflection on the place of the screenwriter 

academic within film studies. 

 

As a female screenwriter and director, as well as film studies academic, my concerns 

are not just those of method, practice and technique but also the economic and cultural 

realities within which commercial screenplays are developed, written and, infrequently, 

realised into film. Interestingly, emerging historical evidence demonstrates that women were 

prolific fiction film screenwriters and directors from the advent of film in 1895 right through 

the silent period until sound arrived in 1927 (McCreadie 2006, p. xv); (Lauzen 2012b, p. 310). 

I contend that the origins of women’s exclusion can be traced back to three key events in 

America; firstly, the technical innovation and adoption of the talkies, secondly, the 
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recognition by financiers that film was big business and the shift to establish the Hollywood 

studio system and thirdly, the introduction in 1930 of stringent censorship rules, the Hays 

Code (Black 1996, pp. 44–45). This Code restricted how women and the family were 

represented and had an enduring impact on how women were controlled both on and off 

screen. I argue that these three events mark the beginning of an eighty-six year period of 

discrimination against women feature-film screenwriters and directors resulting in a 

phallocentric film industry. The ‘invasion, redefinition, and succession’ (Tuchman 2012, p. 

17) by men that occurred in the late 1920s and early 1930s echoes the plight of nineteenth-

century women novelists. Gaye Tuchman argues that ‘men’s invasion of the novel’ in the 

nineteenth century occurred when an ‘empty field phenomena’ arose (Tuchman 2012, p. 124). 

She argues that this is a strategy that comes about when ‘men realize that women are 

occupying a field that is beginning to bring social and economic rewards’ (Tuchman 2012, p. 

181). I explore this further in Chapter Two. The exclusion of women from the field means 

that for the best part of a century men have controlled how women are constructed in films, 

what stories are told about women and how those stories have been told. This has wide 

ranging implications for women audiences as well as women screenwriters and directors. 

 

The systematic exclusion of women screenwriters and directors also has implications 

for the development of women’s film authoring. Australian film producer Sue Maslin points 

out that the few films made by women directors ‘are overwhelmingly about female 

protagonists’ (Maslin 2015). Martha Lauzen’s 2014 report It’s a Man’s (Celluloid) World, 

from The Centre for the Study of Women in Television found that ‘[i]n films with exclusively 

male directors and writers, females accounted for only 4% of protagonists, males 87% of 

protagonists, and male/female ensembles 9% of protagonists’ (Lauzen 2015b, p. 4). The 

report also demonstrates that in the top 100 films of 2014, females comprised only 29% of all 

major characters and those females were much younger than male counterparts. The exclusion 
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of women screenwriters submerges female narrative strategies under the hero’s journey 

narratives favoured by the film industry. I argue that women’s film authoring and narrative is 

yet to be fully explored and expressed, and the ‘female gaze’5 has been negated and 

submerged beneath the dominant ‘male gaze’.6 Even when films ‘purport to centre a female 

protagonist’ (Doane 1982, p. 68) and ‘give a certain prominence to a woman’s look’ (ibid.), 

her look is erased by the omnipotent male gaze of the camera looking at her looking. The 

male gaze has colonised the scopophilic cinematic language of the screenwriter/director, 

ensuring ‘a masculinization of the spectatorial position’ (Doane 1982, p. 80; Mulvey 1975). I 

explore these issues and possibility of a cinéma féminine in the creative work and in Chapter 

Three.  

 

Background  

My expertise in this field, from which The Pyjama Girl is a professional and creative 

development, is demonstrated by the body of film and television work that I have produced 

including drama feature films, drama series, documentary and experimental films including 

eleven screenplays of which six have been produced, seven have been optioned or 

commissioned, and four have been developed independently. Specifically relevant is my 

award winning (International Festival De Film De Femmes 1988) 90-minute feature film 

Business As Usual (Barrett, 1988).7 Business as Usual was produced and theatrically 

distributed globally for Cannon Films, filmed on 35mm, and starred double Oscar winner 

                        
5 Mary Ann Doane’s 1982 article ‘Film and the Masquerade: Theorising the Female Spectator’ (Doane 1982) 
which was published in the same issue of Screen as Pam Cook’s article ‘Reflections On Venus’ (Cook 1982) 
about my film (An Epic Poem), agrees with Laura Mulvey’s groundbreaking article ‘Visual Pleasure and 
Narrative Cinema’ (Mulvey 1975). Mulvey uses psychoanalysis to argue that classic narrative cinema positions 
the female spectator through the ‘male gaze’. Her article is foreshadowed by ideas explored in The Second Sex 
by Simone de Beauvoir (De Beauvoir 1973). Doane further suggests that women’s viewing position constantly 
oscillates between the masculine and feminine, arguing this is analogous with a transvestite viewing position, 
thus opening up the discourse for Queer Theory to challenge heteronormativity (Hunt 2016, p. 17).  
6 Further statistics will be provided in relevant sections on p.19, p. 64, and p. 101.  
7 Business As Usual was financed in a co-production deal with the American mini major Cannon and Channel 4 
TV.  
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Glenda Jackson,8 John Thaw, Cathy Tyson, Craig Charles, Stephen Dillane and Mark and 

Stephen McGann. The video rights were purchased and distributed through Warner Bros. 

Business As Usual was later purchased as part of the MGM classic collection, and recently 

purchased by digital classic cinema distributor Park Circus. Business As Usual was selected 

for screening at major festivals, including Montreal, Melbourne, Sydney, London, Edinburgh, 

Los Angeles, Berlin, and won the Grand Prix Du Jury at the Paris International Women’s 

Film Festival for best feature film drama. During the film’s development phase I acted as 

screenwriter and producer and, during its production, as screenwriter and director and, still 

later, as a producer working on the release and distribution phase of Business As Usual.  

 

My experience of the successful commercial reception and subsequent cultural placing 

of Business as Usual along with my career experience9 has prompted me to re-examine and 

question the role and position of women screenwriters and film directors. Academics who 

have written about films made by women have noticed the tenuous careers of the few women 

directors who get to direct. The critics John Caughie and Kevin Rockett acknowledge the lack 

of British women directors in the Companion to British and Irish Cinema, and point out that 

‘Business as Usual is one of the few British feature films directed by a woman’ (Caughie & 

Rockett 1996, p. 90). In the 1990s, Annette Kuhn and Susannah Radstone stated in The 

Woman’s Companion to International Film that ‘in Britain today, women film directors can 

be counted on the fingers of one hand (Sally Potter, Beeban Kidron and Lezli-An Barrett)’ 

                        
8 I argue that women screenwriters are submerged but there is evidence that actresses are not. Throughout 
cinema history many actresses have successfully emerged from acting to become writers, directors and 
producers and into other careers such as politics. Glenda Jackson successfully transitioned from acting into a 
successful political career as a UK Labour MP. Business As Usual was her penultimate film and she joked on set 
that she was practicing for her next role as an MP.  
9 Business As Usual enjoyed international commercial success. I had a first look agreement for my next three 
projects with Cannon Films, which unfortunately fell apart when Cannon went bankrupt weeks before the release 
of Business As Usual. When I tried to place my projects with British producers I found them unreceptive. 
However, Harry Hook, my fellow Cannon first-time director, did not suffer the same fate and the British Film 
establishment adopted him and his projects. Hook’s next project was Lord Of The Flies; my projects were 
Angela Carter’s Nights at the Circus and Elaine Feinstein’s Loving Brecht (Carter 1984; Feinstein 1993). 
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(Kuhn & Radstone 1994, p. 53).10  

 

I have made other independent films as a feminist and socialist film-maker. In 1973, 

Claire Johnston had argued for women film-makers to develop ‘Counter-Cinema,’ referring to 

what she saw as a male vision of women in dominant cinema. She called upon feminist film-

makers to develop a ‘film practice that questions and challenges mainstream dominant cinema 

and its patriarchal basis … a counter-cinema movement which will have links with avant-

garde and left wing film’ (Johnston 1973, p. 214); a feminist counter-cinema that aims to 

‘subvert the patriarchal view point … and challeng[e] the ruling ideology’ (Nelmes 1996, p. 

230). I engaged directly with Johnston’s theoretical proposition by writing and directing An 

Epic Poem, an avant-garde 30-minute 16mm experimental ‘Counter-Cinema’ film (Barrett 

1982). An Epic Poem combined the myth of Aphrodite and the story of the suffragette 

movement, specifically a protest attack in 1914 when a suffragette slashed the Rokeby Venus 

painted by Velasquez c1650, which had been recently purchased by the National Gallery, 

London. The ‘wounds’ on the Rokeby Venus are now submerged beneath restorations but 

conceptually they ironically echo the mutilations of the body that is the Pyjama Girl. The 

Rokeby Venus is habitually described as depicting Venus looking at her own reflection. 

However, it was clear to me that if we can see her reflection then her gaze is directed at the 

artist and audience. Acknowledging the active female gaze of Venus subverts the former 

reading of the painting as a study of voyeurism depicting the artist/audience perversely 

stealing a look at the unaware, passive, narcissistic Venus. By accepting her gaze as active we 

reframe our reading of the painting and recognise that she is fully aware of her sexuality, and 

acknowledge her agency as an active participant in the scene. Velasquez undoubtedly 

intended this confusion in order to get around the moral censorship customs of the day that 

                        
10 In the 1996 edition of An Introduction to Film Studies, Jill Nelmes writes, ‘from the beginnings of the film 
industry in the late nineteenth century women were generally excluded from the film-making process … the only 
recorded early women film-makers were in France and America—there were none in Britain’ (Nelmes 1996, p. 
222). 
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would have condemned a direct gaze as an outrageous act of immorality in 1650.11  

 

I was also interested in Brechtian concepts of Epic Theatre (Willett 1992), Brechtian 

strategies, avant-garde poetics and the work of European Marxist film-makers Jean-Marie 

Straub and Danièle Huillet.12 I intentionally resisted affectual and conventional emotional 

cinematic techniques. I included distantiation techniques to encourage the audience to resist 

emotional empathy, creating a film that engaged with the intellect rather than the emotions. 

An Epic Poem can be understood as an experimental theorised academic film text. For 

ideological reasons I turned towards affective cinematic techniques in my later work. An Epic 

Poem was selected for the International Women’s Film Festival in Paris and the Berlin, 

London and Edinburgh film festivals and secured distribution through the newly formed 

feminist film distributor ‘Circles’ in the UK and ‘Women Make Movies’ in New York. When 

Channel 4 TV was being established, the producer of the experimental Channel 4 ‘Eleventh 

Hour’ slot, Alan Fountain, purchased An Epic Poem to be screened in the first weeks of the 

Channel 4 launch.13 Feminist film theorist, Pam Cook, wrote a well-regarded article about An 

Epic Poem (Cook 1982, pp. 127–131) published in the influential journal Screen. The article, 

‘Reflections on Eros,’ was later republished in Films For Women, a book edited by Charlotte 

Brunsdon (Brunsdon 1987, pp. 79–85). 

  

At this time I was working as part of the editing team on the BBC series 16 Up and 

our episode titled The Bomb was subject to censorship and we received a direct order to re-

edit it and add an interview with the UK Foreign Secretary Francis Pym. As mainstream 

                        
11 The Rokeby Venus was preceded by Giorgione’s Sleeping Venus (c1510) and Titian’s Venus of Urbino (1538) 
and predated Goya’s La Maja Denuda (c1800) and Ingres’ Grande Odalisque (1814) by 150 years. Over 200 
years after the Rokeby Venus was painted, French society was outraged by the confrontational female gaze of the 
naked woman in Manet’s Olympia (1865). 
12 In particular their 1968 film The Chronicle of Anna Magdalena Bach (Straub & Huillet 1968). 
13 It is also notable that An Epic Poem ended up screening with Noel Burch’s fully funded film about 
Suffragettes, which I worked on as an assistant editor. An Epic Poem was made before Burch’s film. Pam Cook, 
Noel Burch and myself discuss gender issues and film history in the accompanying ‘Eleventh Hour’ program 
that contextualized the screening of both films on Channel 4 TV, UK (Oppé 1982).  
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media become gripped by government influence I began making underground political 

documentaries. These documentaries were distributed through the Labour movement, the 

Unions, workers’ clubs and associations. I was developing a reputation as a left-wing 

documentary film-maker and I produced, wrote, directed and often shot a number of 

extremely low-budget documentary productions distributed by the WEA (Worker Education 

Association).14 I learnt from these experiences in the 1980s that the ruling class completely 

controlled the media and middle-class media theorists had little interest in the voice of 

women, ethnic minorities or the working class. These experiences drew me to conclude that to 

have a dialogue with the working class I needed to embrace mainstream narrative forms and I 

decided to write a feature film.15 

 

The idea for Business As Usual developed out of the political context that these 

documentaries occupied and my affective experience making them. I wanted to make a film 

that came out of my own background, a film that spoke to and about working-class audiences, 

aimed principally but not exclusively at women. I researched a number of legal cases about 

sexual harassment in the work place and interviewed victims and their families. The Lady at 

Lord John’s case against a Liverpool boutique particularly interested me as the case involved 

union action and support for the victim. The legal cases and interviews became the inspiration 

behind Business As Usual and the basis for my adaptation and fictionalisation. It took until 

1986 before Section 4A of the Public Order Act was updated to include harassment and 

Section 5 to make harassment an offence. Of course, as with all Acts, enforcement lags 

behind and I wanted to dramatise a case with union involvement. The issues raised by the film 

were very current both in the UK and the USA, where in 1986 the Supreme Court first 
                        
14 These films are a mixture of live action, interviews, archive, music and voiceover including The Miners Strike 
of 1985, which includes the Sex Mix by Frankie Goes to Hollywood; Liverpool Fights The Tories, 30 mins, The 
Teamsters Rebellion 1934 USA, 34 mins, archive and interviews with original participants and The Poll Tax 
Riots  (Barrett 1985a; Barrett 1985b; Barrett 1986).  
15 I was making Business As Usual in the late 1980s, the period of Margaret Thatcher’s Conservative 
government (1979–1997). I worked for years as a freelance assistant film editor on numerous 16mm film 
projects including the innovative BBC pop politics youth series 16 Up and It’s Never Too Late series and the 
Year of The Body Guard (1982) directed by Noel Burch. 
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recognized sexual harassment as a violation case. 

 

At the London premiere of Business As Usual, I was introduced to Robert Flach, an 

eminent criminal barrister and former Labour candidate. Flach introduced me to the Pyjama 

Girl case; he had researched the case as a young man when he was living in Australia. He 

gave me what research papers he had, and I went through the 1934–1944 Australian 

newspapers at the British Library’s Newspapers Collections. Robert and his friend and 

colleague James Morton (later to become a famous crime writer) had an interesting and 

rigorous analysis of the case, which they published as a journal article in Criminologist 

(Morton & Flach 1969, pp. 89–103). It is primarily this hypothesis that forms the basis of my 

creative treatment of the case. 

 

The Creative Work: The Screenplay 

The feature film screenplay, which forms the creative writing component of this thesis, is 

based on an Australian murder story and like my first feature film it is inspired by factual 

cases. While my treatment of the story is intended to be feminist, it is also my intention to 

appeal to a wide audience. I acknowledge that there will inevitably be many more drafts of the 

screenplay; therefore, this thesis captures a frozen moment in the creative process, like a 

photographic film frame suspended in time, or the Pyjama Girl herself. 

 

The subject matter of the screenplay is inspired by a murder case that took place in 

1934 on the east coast of Australia. The factual case was not closed until 1944. However, 

many questions remain open and the case remains unresolved, contributing to the continuing 

interest in the case even today. The story has attracted attention in various media forms 

including several books, print news, newsreels, a song, television segments, art, films, short 

stories and academic books, including the original newsreels and one of the first crime 
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reconstruction films (Kathner 1939). Fictional treatments include a novel by Hugh Geddes, 

The Pyjama Girl Case: A Tale of Sex, Crime and Intrigue (original publication date 1978 Sun 

Books) and republished in 2005 (Geddes 2005),16 another novel by Robert Coleman, The 

Pyjama Girl (Coleman 1978) and a short story, ‘Worry No More’ by Nigel Krauth (Krauth 

1993).17 James Morton further discusses the Pyjama Girl case in his book The Who’s Who of 

Unsolved Murders (Morton 1996). There has also been renewed interest in the case in the 

twenty-first century. Notably, Richard Evans’ book The Pyjama Girl Mystery: a true story of 

murder obsession and lies (Evans 2004), a thorough and insightful account written from the 

perspective of a historian and journalist, offers an unresolved analysis of the police 

investigation and the case. There are even a few television programs and films that include 

references to the case, such as the film Hunt Angels (Morgan 2006), and an episode of the 

ABC’s Rewind (Cathcart 2004). Theatrical versions include a play performed at Space 

Theatre in Adelaide in 2009 written by Stephanie Johnson, and another recent play at the 

Albury Wodonga HotHouse theatre in 2013, written by Emma Gibson. In the Bakhtinian 

tradition my treatment of the story can be usefully read in conversation with these other 

versions. Importantly, my own treatment of the story does not claim to offer any new 

evidence or provide a wholly new reinterpretation. However, there has not been an Australian 

period feature film or long-form television treatment of this notorious and unusual story. I 

intend to offer new insight into the subject through my feminist reworking of the case as well 

as providing a fresh voice in a genre not usually associated with women screenwriters and 

directors. 

 

                        
16 The Geddes novel became the basis for the Italian 1977 Flavio Mogherini's 1977 giallo genre a Ragazza Dal 
Pigiama Giallo, translated as The Girl In The Yellow Pyjamas. The film is set in the 1970s and bears very little 
resemblance to the original case; some characters names are used and the concept of the woman displayed in the 
bath (Mogherini 1977). 
17 Krauth’s story is closest to my own hypothesis concerning the case. Like Krauth, I also came to believe that 
the teeth were altered by the police to match the Linda Agostini identity, which is evident from the court 
transcripts, the evidence and Flach’s article in Criminologist (Morton & Flach 1969). Flach, Krauth, and I are in 
agreement in suggesting that the Commissioner of Police had an affair with the dead girl and that the dead girl is 
very probably Philomena Morgan. 
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The murdered body of a young woman preserved and submerged in formalin is the 

central evidence in the Pyjama Girl case and it is her submerged body that becomes the 

central metaphorical image for generating meaning in my thesis. The murder took place in 

rural Albury Wodonga on the boundary between Victoria and New South Wales, Australia. 

Doubt still remains as to whether the victim or the culprit was ever correctly identified. The 

story centres on the brutal murder of an unidentified, half-naked young woman wearing exotic 

yellow silk pyjamas and sporting a platinum blonde ‘it’ girl bob. A passing farmer leading his 

prize bull from the train station found her partly burnt, beaten and shot body in a culvert. 

Throughout the ten years that the body was on display at Sydney University, the NSW Police 

Commissioner neglected to act on numerous claims that identified the victim as Philomena 

Morgan and the investigation team barely attempted to investigate how or where the murder 

took place or who the murderer might be. Despite a worldwide police media appeal her 

identity remained unconfirmed for years. In the 1940s Dr Palmer-Benbow, a medical surgeon 

interested in forensic science techniques, attempted to use the courts to legally claim the 

identification of the body as Philomena Morgan on behalf of the victim’s mother Mrs 

Routledge; however, just before the inquest took place NSW Police Commissioner MacKay 

obtained a confession from Antonio Agostini who claimed he had murdered his wife and that 

the body was that of his wife, Linda Agostini. At the end of the murder trial Agostini changed 

his story and claimed the body was not that of his wife. For over a decade the gruesome case 

remained front-page news, even through the war years.  

 

The preserving of her body made way for the future telling of her story in the 1940s 

with the aid of nascent forensic science; as Edmond Locard, the pioneer of forensic science 

claimed, ‘every contact leaves a trace’.18 The trace of her story was inscribed on her body and 

                        
18 Katherine Denise Watson provides an excellent account of the development of forensic science in Forensic 
Medicine in Western Society: A History. Watson notes that in the UK as part of ‘a drive to modernize police 
methods … in 1935 the Metropolitan Police opened their Forensic Laboratory at Hendon’ (Watson 2011, p. 
133). 
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that evidence would not remain silenced. In retelling the story I am interested in exploring the 

idea that silence, death and banishment19 cannot silence this murdered woman; evidence 

remains for a retelling of the story in a future time that might be more open to such stories. 

Her story will re-emerge, just as the silenced, brutalised and banished Philomena from the 

Thracian myth ‘writes’ her story into a tapestry.20 My interest lies in exploring ways to listen 

to the voices of submerged, silenced women.  

 

The screenplay The Pyjama Girl pivots around the murder of two young women. One 

woman’s body is preserved; the other is submerged in the Murray River. The screenplay 

moves back and forth between characters and time to support my reworking of the detective 

genre and at times offers consciously ironic genre references to other films. The screenplay is 

not claiming to be accurately factual (although it is inspired by evidence, statements, legal 

papers and news reports) and I am not suggesting any new truth is arrived at in the screenplay. 

I explore the subject matter on multiple levels, particularly the issues that have interested my 

previous work: issues of gender, gender-based violence, class, politics and myth.21 It is the 

uncanny grotesque image of a brutalised woman suspended in fluid that generates my creative 

interest and drives the screenplay and informs my critical thinking. 

 

I began to research The Pyjama Girl employing techniques developed in my Masters 

in Screenwriting and developed in my professional experience of screenwriting. This involved 

extensive archival work in numerous libraries, newspaper libraries, the Criminal Justice 

Museum Sydney, the Museo Italiano Melbourne, and record offices. I accessed government 

reports, the complete court transcripts (717 pages of foolscap) from the inquest into the 

                        
19 I am referring to both the victimised woman subjected to male violence in my screenplay as well as the 
metaphor of how women screenwriters and directors have been silenced and banished from the film industry 
since 1930. 
20 The Thracian myth of Philomena is important to the reworking of my screenplay and I return to this later. 
21 My first film An Epic Poem directly works with Greek and Roman myths. Pam Cook writes about this in her 
article about An Epic Poem titled ‘Reflections on Eros’(Cook 1982).  
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identity of the dead woman and the murder trial (565 pages); museum exhibits and related 

media artefacts. I researched the universe of the film and visited locations, crime sites and 

undertook a review of all known literature, fiction and related works including all factual and 

most fictional material available using the case and all the characters involved. I filmed a 

number of video interviews with legal and archival specialists. The story bridges the Great 

Depression and World War II. I researched the history and the context of the story and I 

conducted research about the politics, place and culture of the period including the history and 

context globally and specifically within Australia.  

 

Adapting the vast amount of research material into a screenplay involved critically 

analysing the information to think between the lines of missing and conflicting information in 

order to synthesise and create characters, narrative plots and subplots. I assessed the material 

through the lens of gender and genre. The primary and secondary research of the original 

crime case implied the murder mystery detective genre. I researched the detective crime 

murder mystery and thriller film genre and relevant feature film precedents. I have researched 

screenplays and screenwriting techniques and writing techniques relevant to the genre22. 

There are elements that I have introduced, gaps I have filled, and changes I made for this 

historical Australian story to make sense to a contemporary audience. The characters are 

complex and diverse and in early drafts I chose Dr Palmer-Benbow, a medical doctor 

experimenting in early forensic techniques, as my protagonist. This didn’t work with my 

feminist intentions and later I realised the research presented a stronger protagonist in another 

                        
22 These include classic screenplays as Chinatown, LA Confidential, Jagged Edge, Zodiac, Mystic River, The 
Bourne series, The Millennium film series, The Bridge of Spies, Gangs of New York, The Great Gatsby, The 
Black Dahlia, Se7en, Blood Simple, Millers Crossing, Fargo, Cape Fear, The Long Goodbye, The Silence of the 
Lambs, Thelma and Louise, Blue Steel, The Iron Lady, Suffragette, Vertigo, Laura, Double Indemnity, Gone 
Baby Gone, Kiss Kiss Bang Bang, The Pledge, Mulholland Drive, The Fugitive, Priscilla Queen of the Desert, 
Animal Kingdom, Basic Instinct, Peaky Blinders, The Usual Suspects, Collateral, Gosford Park, Shutter Island, 
Witness, The Godfather, 12 Monkeys, The Big Short, Once Upon A Time in America, Miles Ahead, The Maltese 
Falcon, Minority Report, Lovey Bones, Goodfellas, and many other screenplays and the work of screenwriters. I 
have developed my own screenwriting style over time. I would situate my screenwriting style as drawing on a 
diversity of influences over the past thirty-five years, somewhere between Robert Towne, Ethan Cohen and Joel 
Cohen, Tony Gilroy and Joe Eszterhas, Jane Campion and Abi Morgan.  
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real-life character, Mabel L’Estrange Blackett. Blackett, a formidable woman who ran an 

employment agency for women in Sydney, investigated the case with Dr Palmer-Benbow 

over many years. Philomena Morgan had come to her agency desperate to get a job in Albury 

a few days before she was murdered. Blackett was one of the last people to see Philomena 

alive, and she was convinced from the outset that the body was Philomena. Blackett is a 

modern woman, tenacious, intelligent, independent, a no-nonsense clear-thinking, resourceful 

and courageous character—I had found my protagonist.  

 

My desire to employ a female gaze, and my own writerly presence inevitably led to 

conflicting tensions with the research material of the original factual case and crime genre 

film conventions. The freedom afforded by writing this screenplay in an academic context 

defines The Pyjama Girl as an experimental ‘academic screenplay’ yet at the same time I 

consider it to be a commercially viable speculative screenplay.  

 

Exegesis  

A key function of this exegesis is an attempt to reframe the history, politics, philosophy and 

process of feminist and women’s screenwriting practice. I define screenwriting as a liminal 

form and women screenwriters as deeply submerged within that liminal space. Women 

screenwriters are the limina within the liminal, the threshold within the threshold. As I shall 

expand on below, by applying Victor Turner’s three-stage concept of the liminal as an 

organising principle to women’s and feminist screenwriting, it can be productively argued 

that we are currently in the first phase of ‘separation’ (Turner 1967, p. 3). A wave of newly 

emerging global statistics now categorically confirm that women screenwriters and women 

directors have been predominantly excluded and separated from full participation in feature 

film production (Sinclair 2006; Lauzen 2012a; Lauzen 2015a; Lauzen 2015b; Lauzen 2017; 

Smith 2014; Fraticelli 2015; Nordicom 2014; Ayllett 2016; Foundation 2016; Heldman, 
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Breckenridge-Jackson & Cooper 2016; Serner 2013; Screen Australia 2015). 

 

These recent global statistics demonstrate that women screenwriter and director 

participation in all areas of film and television is extremely low. Furthermore, Martha 

Lauzen’s annual ‘Celluloid Ceiling Reports’ demonstrate that the percentage of women who 

get the opportunity to participate in drama feature film directing is acutely low, averaging 7–

9% in the last two decades and often dipping lower than 5%, and very rarely lifting above 

15% (Lauzen 2015a, p. 2). Disturbingly, these statistics demonstrate that the participation 

rates are stagnant and in some years worsening (Lauzen 2005, p. 2). Women feature-film 

screenwriters and directors like myself have known experientially that severe discrimination 

has been operating for decades and these statistics are vital proof of the phallocentric nature 

of the film industry. I argue that women screenwriters and directors are now entering the 

second liminal stage, which is the ‘liminal period’ when women screenwriters and directors 

challenge authoritarian patriarchal structures within the film industry. The third and final 

stage would be ‘reassimilation’ into full participation: emerging from the submerged 

position.23 United action for gender and diversity equality in the Anglo-American film 

industry has very recently been launched by international organisations such as WIFT 

(Women in Film and Television) along with a number of other pressure groups backed by 

many national and state film and screen funding agencies. Screen Australia adopted a Gender 

Matters initiative in December 2015 and launched the initiative in 2016. I return to this in 

more detail in Chapter Two. 

 

This exegesis also provides a space to explore the intended feminist strategies of the 

screenplay. The exegetical companion work directly explores the dialogic connections 

between (and in-between) the theory and the practice of the creative writing component of 

                        
23 There have been earlier iterations of these stages; there have been phases of challenge and semi-emergence in 
the twentieth century, and in the feminist film phase of the 1970s. 
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this thesis. My approach is intended to facilitate a generative dialogue between theory and 

creativity. The creative voice/utterance is constantly in dialogue with the theoretical 

voice/utterance. This ‘reading’ of theory necessarily operates in a way that is different from a 

conventional thesis. Creative thought transforms through oscillation, rhythm, interruptions, 

eruption and rupture of the theoretical text into the creative text and vice versa. By way of an 

autoethnographic interspersion throughout the exegesis, my lived experience of the 

submerged creative screenwriter is echoed in the submergence of the Pyjama Girl of the 

screenplay. 

 

The ‘Idea-Image’ and the Creative State 

A core framework for processing research and ideas into a fictional film world and exegesis 

turns on the generative potential of what I call the ‘idea-image’, in this case the ‘idea-image’ 

of the submerged woman. By conceptually and creatively activating the potential of the ‘idea-

image’ using objects and concepts of research, such as the ‘idea-image’ of the submerged 

woman in my writing process, I call up intuition, imagination, emotional memory, empathy, 

sense perception simultaneously with language and words as part of a generative conscious 

creative process and dialogic practice. The subjective experience of this generative method is 

consciously empathic; it occurs in moments of creativity by allowing conscious connection 

with the submerged unconscious and complexities of imagination to find a pathway through 

to new insight.24 My use of the ‘idea-image’ extends Gilles Deleuze’s cinematic taxonomy of 

‘movement-image’—‘perception-image’ the seen, point-of-view (Deleuze 1986, p. 76), 

‘affection-image’ feelings, close-up, ‘action-image’ duration of action (Deleuze 1986, p. 123) 

and ‘time-image’ time in relation to itself, chronotopic structures, (Deleuze 1986, p. 69; 

Deleuze 1989) to the pre-filmic ‘idea-image’ of the screenplay. Like Crittenden’s concept of 

the ‘generative image’, my creative work begins with an image that evolves into multiplicities 
                        
24 I use the concept of the unconscious as Deleuze and Guattari define it; as a performing assembling 
synthesising productive system as opposed to the Freudian unconscious which is barred and inaccessible to 
conscious utilisation (Deleuze and Guattari 1977).  
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of meaning, other images, thoughts and feelings that generate the substance of the dramatic 

work (Crittenden 2001, p. 117).25 My concept differs in that I use the ‘idea-image’ as a 

generative image-concept to explore the holistic embodied creative and intellectual potential 

of the entire creative process of screenwriting and thesis using Bakhtinian dialogics, 

Deleuzian affect and the écriture féminine creative writing methodology of Hélène Cixous.  

 

The intimate moment of how the creative writer creates is rarely discussed and often 

submerged beneath discussion on how writers organise the material, genre, form, research or 

the practicalities of preparing to write. In his discussion about ‘the public domain and the 

mind’s domain’ of authorship, Nigel Krauth acknowledges ‘there is little discussion that 

focuses on the writing process as experienced by writers’ (Krauth 2006, p. 188). I am 

interested in exploring what Krauth calls the ‘mind’s domain’, the largely submerged, rarely 

articulated aspect of the fiction writer’s process; ‘the imagined space which is the fictional 

world where the characters reside and play out their lives’ (Krauth 2006, p. 193). David 

Whish-Wilson (2009) describes this aspect of creativity as ‘the “splitting” of normal 

consciousness whilst in the creative state ... this state of creative absorption essentially 

“opens” us to an experience where the subject/object dichotomy inherent in normal 

consciousness is undermined’ (Whish-Wilson 2009, p. 85).26 Whish-Wilson appropriately 

likens this experience to Deleuze and Guattari’s metaphor of ‘deterritorialisation’ and 

‘reterritorialisation’. I consciously attempt to analyse my own intimate phenomenological 

creative writing process to gain insight into how I conceive, manage and write the creative 

work. I connect screenwriting performance with the deep concentration of a trance-like 

meditative state, the use of affect and Stanislavski’s method of ‘emotion memory’ 

                        
25 Crittenden uses his concept of the ‘generative image’ to explore his writing process through an engagement 
with the ideas of Jung, the philosophy of Plato and structuralist screenwriting guru Robert McKee’s strategy of 
filmic motifs he calls ‘image-systems’. 
26 David Whish-Wilson offers an excellent overview of the history of how writers consider the ‘creative state’ 
from early Greek notions of the ‘divine gift’, the Romantics’ notion of ‘mystical seer’, to the Surrealist trust in 
the unconscious to modern neurological research and ‘reflexive thinking’ and ‘strategic intuition’(Whish-Wilson 
2009, pp. 85–99). 
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(Stanislavski 1936, p. 193). In the Poetics, Aristotle advocated accessing a state where writers 

can visualise and authentically feel with the characters: 

 

The poet should as far as possible visualise the actual scenes. In this way, seeing 

everything most vividly, as if he were an actual spectator of the events, he will be 

able to devise what is appropriate. … Of writers with equal abilities, those who 

can actually make themselves feel the emotions described will be the most 

convincing. (Aristotle, 1963 p. 30) 

 

I am interested in exploring the performative experience of the screenwriting process, 

the intimate in-between moment where I, the screenwriter, creatively and intensely engage 

with ideas, images, characters and actions consciously conjured in my imagination and how 

dramatised scenes emerge dialogised in a screenplay. I use emotion and memory with the 

generative capacity of the ‘idea-image’ to participate deeply, to connect and feel with my 

characters in the imagining. This links screenwriting performance with Stanislavski’s method 

of ‘emotion memory’ (Stanislavski 1936, p. 193), which was developed further by Lee 

Strasberg’s concept of ‘emotion recall.’27 The objective is ‘if the writer’s art is effective, the 

reader participates’ in this creative state (Whish-Wilson 2009, p. 97). I mobilise the concept 

of the ‘idea-image’ and empathic generativity as a method to holistically engage and extend 

the praxis of the creative process, substance and subtext of the exegesis and the creative 

writing work.  

 

By reframing the context and process of my creative screenwriting practice through 

metaphor and the concept of liminality this exegesis itself necessarily experiments with 

                        
27 The concept of re-tasking Stanislavski’s acting theories of ‘emotion memory’ for screenwriters and creative 
writers has been part of ongoing discussions with colleagues including Crittenden and work I have undertaken 
with students in my screenwriting teaching work at Bournemouth University, UK and later at The London 
College of Printing, UK and Curtin University, Western Australia. Recently other researchers are evaluating the 
value of Stanislavski’s acting theories for creative writers (MacRobert 2012). 
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approaches to the creative writing PhD form. Nigel Krauth, in ‘Evolution of the exegesis: the 

radical trajectory of the creative writing doctorate in Australia’, outlines the experimental 

development of the Australian creative-writing exegesis and its relationship, direct and 

indirect, to the creative work. He argues that the ‘exegesis (whether reflective, parallel, 

plaited or outlaw) must continue as a site for radical experimentation’ (Krauth 2011, p. 10). 

Using Krauth’s definition of the exegesis, ‘reflective commentary’ is the conventional ‘this-

is-how-I-wrote-my-creative-piece approach,’ a ‘parallel’ approach departs from the reflective 

towards being an independent ‘parallel commentary with an implied relationship to the 

artefact’ without necessarily discussing the creative work. Building on the parallel structure 

Krauth defines the ‘plaited’ submission where chapters alternate between theory and fiction 

and in some instances evolve into blended fictocriticism. Finally, Krauth defines the ground-

breaking ‘outlaw’ exegesis where the ‘two parts of the submission had little to do with each 

other’ (Krauth 2011, p. 8) apart from retaining the slightest link relating the two parts. I define 

my exegesis as a hybrid. I suggest that Chapters One and Two are a blend of ‘parallel and 

outlaw’ chapters that talk to the creative work (but not about the creative work) by evaluating 

the context in which I am working as a creative writer by dialogically discussing how I think 

through theoretical connections between the creative and the critical work. Chapter Three is a 

hybrid of parallel, outlaw and reflective with a fictocritical element. It is in this chapter that I 

contextualise my subjective creative process in becoming-woman/feminist-screenwriter and I 

do at times refer to aspects of the creative companion work.  

 

The Screenplay as Submerged Text in Screen Studies 

Using liminality as an organising principle to reframe our approach to film research leads us 

to look at the submerged body of work beneath the feature-film text revealing the neglected 

feature-film screenplay text. Shifting critical attention on to the screenplay text challenges the 

established academic focus on the film as object of study and the subsequent inadvertent 
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suppression of the screenplay text. By looking at women’s screenplay text rather than the 

privileged film text as the exclusive object of study we can locate evidence of women’s 

authoring and participation in the feature film industry for produced screenplays and 

especially unproduced screenplays. Looking beneath the narrative structure of the screenplay 

text itself further reveals yet another layer of phallocentrism where the voice, imagination and 

authoring of the woman screenwriter are submerged beneath the dominant male approaches to 

the form. As I have suggested earlier, female-centred and feminist approaches to 

screenwriting will inevitably explore innovative ways of treating the screenplay form. 

 

The metaphor of the submerged woman in film led me to consider how women’s 

involvement in film production is submerged, and how screenwriting itself is a submerged 

form. The screenplay itself is clearly visible in and of itself, but as a cultural artefact it is 

submerged by its necessarily transitional relationship with the process of film production. It is 

the privileging of the film text that suppresses the screenplay from being valued. In academic 

research this undervaluing comes into sharp focus, as the screenplay artefact is not considered 

‘published’ for research assessment exercises unless it is produced. Apart from rare recent 

special journal editions such as TEXT (Baker et al. 2015), there are very limited publication 

outlets for unproduced screenplays. The economics of film production mean that even the 

lowest budget films cost huge amounts of money, often millions of dollars. This leaves the 

screenplay as a creative-writing form submerged and excluded from publication status. The 

originary text of film is not valued as a creative cultural artefact. I argue that the screenplay, 

like the theatre play, can be both a literary form and an integral stage in the filmmaking or 

stage production process.28 

 

  Screen theory takes the finished film as its preferred study text and almost without 

                        
28 For the purpose of this thesis I define an original screenplay as the originary work of film and an adaptation 
from a pre-existing text an originary screenplay adaptation.  
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exception ignores the screenplay text. This has led to the privileging of the director’s creative 

contribution over the contribution of the screenwriter (except in examples where the writer is 

also the director) leading to what Robert Stam calls the ‘Cult of the Auteur’ (Stam 2000, p. 

83). The rise of the Auteur, Stam writes, ‘valorized the act of filmmaking: the director was no 

longer merely the servant of a preexisting text (novel, screenplay) but a creative artist in 

his/her own right.’ (p. 83, original emphasis).  

 

Any direct referencing or analysis of the screenplay drafts that precede a final film 

rarely occurs in screen theory. This fetishisation of the film and active ‘forgetting’ of the 

screenplay text has left a gap in our understanding of screenwriting and by implication the 

film production process itself. This ‘gap’, an in-between that the screenplay occupies, is 

submerged beneath the hierarchical privileging of the film text.29 However, I suggest that 

attention to this gap could yield rich benefits for analysis, and reveal the creative process and 

development of film as a text. As Stam reflects: ‘At times film form was fetishized, as 

theorists forgot the historicity of forms themselves’ (Stam 2000, p. 181). Despite extensive 

feminist interventions in film theory and history the film text remains central and the 

screenplay is sidelined and submerged (Carson, Welsch & Dittmar 1994; Cook 1978; Erens 

1990; Kaplan 1980; Kuhn 1994; Kuhn 2004; Mayne 1981; Modleski 1988; Mulvey 2006; 

Rich 1991; Sobchack 2004). Considering there are more women screenwriters (actually 

getting their work to the screen) than women directors (Lauzen 2010, p. 2), the omission of 

the screenplay within film scholarship is an issue of particular concern for feminist film 

scholarship and practice. Jill Nelmes confirms that ‘even though the screenplay form has been 

in existence since the first scenarios of the earliest twentieth century the form has received 

                        
29 Various screenplay series have been published periodically since the 1960s by a small number of publishers, 
notably Lorimer and Faber & Faber. Noel King notes that the ‘Lorimer norm’ was to publish ‘a text that 
reflected the end result’ of the finished film (King & Williams 2014, p. 84). Commissioned writers and not the 
original screenwriters redrafted these ‘screenplays’ using a hybrid of transcription and description with no 
adherence to screenwriting conventions or format. This Lorimer style became the standard publishing format for 
screenplays, yet again negating the original screenplay and the screenwriters.  
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little academic attention’ (2011, p 1). According to Nelmes, this is predominantly because, 

 

film has been seen as part of an industrial and technological process, in which the 

screenplay is considered merely the first stage towards the final product, the feature 

film, and therefore not on a creative par with the stage play, prose or poetry, which are 

more immediate creative forms with less complex production process. Yet most 

producers and directors acknowledge the crucial role of the screenplay (Nelmes 2011, 

p. 1). 

 

As Phillip Parker points out, ‘screenwriting is not recognized as a separate art and discipline 

by many of the key people who fund and make much of the television and films we watch’ 

(Parker 1999, p. 3). Indeed it is interesting to note that screenwriting courses arrived very late 

in the public education system. In the UK, the first university BA dedicated to screenwriting 

was set up in the 1990s at Bournemouth. This is important to note as the accessibility of 

screenwriting courses impacts on the ability of open participation. Before the Bournemouth 

BA, the only way to gain a screenwriting education was via the elite National Film and 

Television School and the private London International Film School. These institutions 

remain largely available only to the well educated and well off.  

 

Theorising the Screen/play  

In the theatre environment interpretations of a play are in a constant state of becoming as 

multiple iterations, adaptations and ‘lines of flight’ through the play become part of the living 

‘deterritorialized’ theatrical experience.30 By contrast, the interpretation of a screenplay is 

                        
30 Paul Patton claims that ‘at the end of A Thousand Plateaus, deterritorialization is defined as the movement or 
process by which something escapes or departs from a given territory, where a territory can be a system of any 
kind: conceptual, linguistic, social, or affective’ (Deleuze and Guattari 1980, p. 634; 1987, p. 508). By contrast, 
reterritorialization refers to the ways in which deterritorialized elements recombine and enter into new relations 
in the constitution of a new assemblage or the modification of the old. Systems of any kind always include 
’vectors of deterritorialization,’ while deterritorialization is always ’inseparable from correlative 
reterritorializations’ (Deleuze and Guattari 1980 635; 1987, p. 509). Deterritorialization can take either a 
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submerged by the codifying reification of the screenplay that the film represents. In 

becoming-film, the screenplay ‘line of flight’ is ‘deterritorialized’ and appropriated by the 

‘desiring-machine’31 of becoming-film. The screenplay, in the Deleuzian sense, 

‘reterritorializes’ and fixes the screenplay’s significance as film. Later, when a film becomes 

cinema, the audience experiences the delirious ‘affective contagion’ as ‘the automatism of 

cinema deterritorializes perception’ (Powell 2007, p. 22). Conversely, the theatre play is a 

promiscuous open text, which is resistant even when taking ‘lines of flight’ into the medium 

of film. An example of this is the case of the vast number of Shakespeare’s plays adapted for 

film.32  

 

Remakes of original films, as opposed to literary adaptations, have been 

comparatively infrequent but a trend is forming with studios revisiting their catalogues for 

successful films (Harris 2012).33 Remakes also occur in order to cross national and language 

boundaries and from the television form to film. However, the remake is usually based on the 

original film rather than the original screenplay.34 The copyright of the screenplay text is 

locked (submerged) into the copyright contract of the film at the stage of production 

(Australian Copyright Council 2012, p. 4). The screenplay, unlike the theatre play, or the 

play-to-film adaptation, is rarely ever given recognition as a primary foundational 

independent text. Freezing the frame on the screenplay text allows us to investigate vital 

iterative moments in the creative becoming of cinema.  

 
                                                                       
negative or a positive form (Patton 2011, p.119).  
31 In the Deleuzian sense, as Adrian Parr explains in the Deleuze Dictionary: ‘In Anti-Oedipus the ”desiring 
machine” is modelled on the conception of the unconscious, which is without the regulating function of a limit 
that contains it to an individual subject.’ The ‘desiring machines are defined in terms of their capacity to forge 
links to an outside’ (Parr 2005, p. 221). 
32 In 2012 the Shakespeare Birthplace Trust launched the first Shakespeare Film Festival, which has been 
established to celebrate the ‘iconic films and adaptations of Shakespeare’s works’ on film (Festival 2012). 
33 Film remakes of literary classics are frequent, for example Little Women, Pride and Prejudice, Anna 
Karenina, Zorro, The Three Musketeers, Dr Jekyll and Mr Hyde, Dracula, and Frankenstein and Sherlock 
Holmes are some of the most notable. 
34 Film industry reporter Scott Harris has noted that that there are an unprecedented number of remakes in 
production ‘50! - upcoming Hollywood remakes … who needs new ideas when there are already so many great 
old ideas waiting to be rediscovered?’ (Harris 2012) 
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Another way screenwriting is undervalued and submerged is due to the ways film-

making practice has developed in the last few decades. Film development has concentrated on 

revisiting formulaic genres and classic narrative structures as exemplified by the rising 

influence of American development gurus such as Syd Field, Robert McKee and others (Field 

1984; McKee 1997; Seger 1990; Hauge 2012; Truby 2007; Vogler 1998; Dancyger & Rush 

2007), and in the UK by Phillip Parker (Parker 1999). Since the 1980s the American 

structural approach35 as advocated by these key players has spread globally. This is now the 

dominant approach to screenwriting teaching in the education and training sector as well as 

the model of choice for the development executives (Macdonald 2004a). These screenwriting 

books are classified by Macdonald as ‘the manual’ genre, which he defines as ‘a work 

outlining common practice’ (Macdonald 2004b, p. 3). 

 

The capitalist value system of film economics filters screenplays through the 

development and funding process. If a screenplay is made into a film then the value and 

copyright of the screenplay is collapsed into the commodification36 of the film itself; if not 

made the screenplay has no value—it is classified as unproduced.37 The national, regional and 

government funding policy and bodies frequently mirror the politics of the mainstream. The 

dismantling of the UK Film Council is a case in point with then British Prime Minister David 

Cameron calling for ‘UK lottery funding to go to films with big box-office potential’ (Pulver 

2012, p. 1).  

 

                        
35 By ‘American Structural’ approach I am referring to the story structure and formulaic approaches 
encapsulated in the three-act structure that follows on from Aristotle’s Poetics and the hero’s journey structure 
approaches to screenwriting developed from the work of mythologist Joseph Campbell. The Hero With a 
Thousand Faces (Campbell 1949, 1968, 2008). 
36 It is not within the scope of this exegesis to discuss the ‘commodification of the film itself’ but I do 
acknowledge that it is an intriguing philosophical question heightened by the development of digital film 
production and distribution technologies. However, for the cinema audience, film exists as an experience, a 
virtual presence. This ‘film experience’ is an immaterial commodity, which does of its nature incorporate the 
material screenplay.   
37 It is fair to anticipate that there are many excellent unproduced screenplays written by women due to the 
perceptible discrimination leveled against women screenwriters. 
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Traditionally the film industry is a closed environment; unsolicited scripts are not 

accepted by producers, and the screenplay is guarded with such paranoia that screenwriters 

live in fear of plagiarism as there is no protection against anyone re-versioning an idea as the 

copyright laws protect the treatment of an idea and not the idea itself. The film industry is rife 

with stories of plagiarism and the theft of ideas. Maintaining legal control over the screenplay 

is very difficult for the screenwriter as copyright policy has one big flaw: it only protects a 

work in material form. Things like ideas, names, titles, are not in concrete form and therefore 

are not included in copyright protection. The Australian Copyright Council states that the 

copyright law ‘does not protect ideas, as such. Rather, it protects the way those ideas are 

expressed’ (Australian Copyright Council 2012, p. 6). This means the law only has the 

capacity to protect the form in which the ideas are articulated. Many writers have seen their 

ideas openly taken in verbal pitching sessions and meetings. In response the film industry has 

adopted an offensive approach; the writer’s verbal pitch of an idea has become the first point 

of contact between a writer’s screenplay, agent, producer or development executive 

(Friedman 2000). Unsolicited screenplays are not accepted by industry, thus further protecting 

film companies from the accusation of plagiarism. The system protects the producers and 

developers and leaves screenwriters vulnerable. As one of the few women screenwriters to be 

nominated for any, let alone two, Academy Awards (Meade 1988, p. 333), both later retracted 

due to her left-wing activities and work in the civil rights movement, and blacklisted by 

Hollywood, successful poet and lyricist Dorothy Parker (1893–1967) famously said ‘the only 

ism Hollywood believes in is plagiarism’ (Lewis 2012) .38 

 

Screenwriter Academics  

However, these developments do not adequately explain why the screenplay has received so 

                        
38 Parker was nominated for her 1937 screenplay A Star is Born and again in 1947 for Smash Up, the story of a 
woman.  
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little academic attention. 39 I argue that screenwriting is the ignored and erased ‘other’: a pre-

filmic text, virtually invisible and without presence. It is a liminal text. Unlike the stage play, 

the screenplay is not valued in its own right; screenwriting is the submerged other of creative 

writing. This is a detrimental lacuna in the understanding of one of the most influential 

cultural art forms of our time. Crucially, what privileges the screenplay is that it exists 

whether or not the film is produced. Nonetheless, while until recently a screenplay was rarely 

read as a text in itself, there is now a growing specialised interest in reading the screenplay by 

film fans. In fact, the first commercially published screenplay in America was All About Eve 

in 1950 (Wagner 1975, p. 29). In a discussion about literary adaptations on film and the 

cinematic influence on the modernist novel, Imelda Whelehan notes as part of that discussion 

that in contemporary times ‘the business in published screenplays has expanded’ (Whelehan 

1999, p. 5). It is not uncommon to find separately published transcripts of a successful film 

but usually these are transcripts from the finished film and bear little relation to the original 

screenplay. Accessibility of screenplays is increasing via the Internet through such archives as 

Drews-script-o-rama, Simply Scripts and Screenplays FanFiction Archive.40 We are also 

witnessing the rise of the self-published screenplay on the Internet (Movie Scripts and 

Screenplays, Simply Scripts, are some of the sites that host an unproduced section).41 The 

availability of screenplays online is expanding future screenplay readership. However, 

currently the readership for unproduced screenplays is a very small group of film 

commissioners, developers, producers, and agents, funding bodies and screenwriters. In the 

current industry paradigm the screenplay, speculative or commissioned, may be limited to less 

than a dozen readers who will read the screenplay in the service of film development.  

 

                        
39 The Journal of Screenwriting, published by Intellect, was established in September 2009 and is the only peer-
reviewed academic journal dedicated to screenwriting research.  
40 Screenplay web sites such as http://www.script-o-rama.com/, http://www.simplyscripts.com/, unproduced 
screenplays: http://www.simplyscripts.com/unpro.html, http://www.fanfiction.net/Screenplays-
Crossovers/212/0/ are just a few. 
41 http://www.moviescriptsandscreenplays.com/ 
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In contrast, there is a strong tradition of reading and studying the theatre play as a text 

in and of itself and playtexts are regularly published and made available for multiple 

iterations, (and readings) by different directors and theatre companies, highlighting the 

trace/space between the written text and the performed play. This privilege is virtually absent 

for the screenplay. Importantly, there are established publication venues that accept plays that 

have not have not yet been professionally produced, which legitimates the play as a published 

piece of work in the academic research framework. 42 

 

Importantly, the whole question of how creative research work is valued or otherwise 

is a contentious subject in academic research-driven environments. The creative research 

community has been battling for parity within the academic framework for recognition of 

original innovative creative work that embodies new knowledge to be valued equally as any 

other published work.43 Dawn Bennett takes up this anomaly and argues that, 

 

artist-academics should be encouraged to engage in the many available forms of 

creative approaches to research. Within this work lie benefits for students and research 

culture—both traditional and creative—within universities and within society. 

(Wright, Bennett & Blom 2010, p. 471) 

 

Considering the increasing number of university screenwriting courses and their popularity 

amongst students the problem of the orphan screenplay in the creative writing field needs 

resolving. One solution might be in some kind of online secure publication model similar to 

the online resource australianplays.org used by playwrights (Australianplays.org 2012) who 

                        
42 Australianplays.org is a reputable venue that doesn’t insist on production for submission eligibility.  
43 The ERA accepts ‘Non-Traditional’ and ‘original creative works’ as research outputs under section 5.4.9. In 
practice the universities in Australia are undervaluing or discounting creative work and prioritizing traditional 
research outputs (ARC 2012, p. 44). 
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are also working inside the academy.44 

 

Summary of Chapters 

Chapter One represents the framework of philosophical thought that underpins my creative 

approach. I consider Mikhail Bakhtin’s heteroglossia with Deleuze’s concept of affect. I 

further contemplate Roland Barthes’ concept of punctum, which draws me to work with the 

dual concepts of affect and punctum. I reframe the relationship between these concepts at the 

threshold of the creative process of screenwriting. The concepts of affect and punctum return 

us back to the corporeal body and point towards the feminist theory associated with écriture 

féminine.  

 

Chapter Two explores the pre-liminal stage of separation and context in which I am 

operating as a woman writer/director in 2017. I argue that women feature-film screenwriters 

and directors are submerged and largely excluded from the phallocentric film industry. I 

examine the sexism of the industry and the ways in which women feature-film screenwriters 

and directors are excluded from Hollywood, national cinema and cinema more generally. 

Film historians have frequently excluded the important history of women’s film-making and 

screenwriting from 1895 onwards. I point to some of the examples of ‘herstory’ in film 

history and reframe why and how this history has been ‘disappeared’ or submerged by the 

dominant history of film. 

 

Chapter Three represents the liminal stage of the challenge. I re-emerge into the 

female/feminist body through the concept of screenwriting-woman. I explore my own creative 

process using autoethnography and extending Stanislavski’s ‘emotion memory’ technique. I 

situate the creative state of screenwriting performance as dialogical and acutely liminal at the 
                        
44 In correspondence with Australian Plays I was informed that they had been in discussion with the Australian 
Writers Guild about including screenplays but at this stage they were unable to publish screenplays and that the 
discussions with AWG are ‘on the backburner’ (Cork 2012). 
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threshold of becoming-woman/feminist-screenplay. I explore the creative and conceptual 

potential of the ‘idea-image’ and conscious empathic generation in relation to the submerged 

woman as both metaphor and meta-narrative. By reframing the narrative of the screenplay-to-

film hierarchy I offer new ways of approaching women’s film authoring.  

 

Part One consisted of the screenplay The Pyjama Girl. This forms the final stage of 

the threshold concept where the woman screenwriter emerges through and finally,separates 

from the creative text.  
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Chapter One 

 

Theoretical Frameworks 

In this chapter I examine the theoretical touchstones that emerge from my creative use of 

what I have termed the ‘idea-image’ of the submerged woman metaphor. I also apply my 

conception of the ‘submerged other’ to the screenplay form itself and argue that the 

screenplay is submerged beneath the phallocentric economics of becoming-film. Furthermore, 

I consider screenwriting as a submerged form inside the field of creative writing. I argue that 

the screenplay is not considered as a text in its own right but is erased in the becoming-film. It 

is therefore a liminal text; by situating the screenplay as a liminal form, I discuss 

screenwriting as betwixt and in-between the stage of becoming-film. Steven Maras confirms 

the liminal position of the screenplay when he asserts ‘the script is what has been termed an 

“intermediate” entity, a structure that wants to be another structure, destined to “vanish” into 

the film’ (Maras 2009, p. 6). While Maras’s work highlights the submerged nature and the 

liminal space occupied by screenwriting, his approach does not fully allow for the screenplay 

to become a form in and of itself. To become ‘published’ a screenplay must be submitted to 

the politics of patriarchal film economics. I contest this and suggest that the screenplay form 

can emerge to become a work of cultural value in and of itself. 

 

In film studies we are accustomed to drawing on numerous well-established bodies of 

theory to analyse film. In contrast, the body of theory used to support an understanding of 

screenwriting and the creative process is very limited, consisting mainly of practical ‘how-to’ 

craft manuals, or recalling the ‘hero’s journey’ and Aristotelian narrative structure 

(Macdonald 2004a; Nelmes 2011). I argue that creative screenwriting processes can be 

illuminated and enriched by applying philosophical concepts and theories, and furthermore by 

making more accessible unpublished screenplays and archival screenplay material. 
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In order to navigate through the liminal, I deliberately draw on Bakhtin’s concepts of 

dialogism, heteroglossia and utterance, and Genette’s concept of transtextuality alongside 

Deleuzian affect and Derrida’s trace theory as a methodology towards interpreting and 

understanding the philosophical tensions in screenwriting practice. By applying these notions 

across-and-through the process of becoming-screenplay, the screenplay can re-emerge from 

the erasure of becoming-film. Using Bakhtin’s dialogism allows a multiplicity of utterances to 

coexist in the generative process of becoming-film. Robert Stam establishes that utterances 

can be any unit of sign within the film (Stam 1992). This concept foreshadows the multiple 

generative, utterative acts that constitute the process of becoming-screenplay.  

 

Screenwriting as Liminality—Performing In-between  

Liminality is from the Latin meaning ‘threshold’; the betwixt and in-between, that which is 

between two existential planes. The concept of a liminal state was introduced by ethnographer 

Arnold van Gennep in his exploration of the process of the rites of passage ‘which accompany 

every change of place, state, social position and age’ (Turner 1967, p. 94). The anthropologist 

Victor Turner ‘understands that these processes best exemplify the transitionality, or 

becomingness of the liminal state’ (Wright 2004, p. 2). Alison Wright explains that the 

‘transitional-being,’ or ‘liminal persona,’ is characterized by a series of contradictions; as 

having departed but not yet arrived, s/he is ‘at once no longer classified and not yet classified 

… neither one thing nor another; or may be both; or neither here nor there; or may even be 

nowhere’ (p. 15). Working with this definition we can situate screenwriting as the liminal 

stage and product of a film-idea becoming-film. The liminal is a place of productive potential 

between two locations. Liminality is compatible with Bakhtin’s notions of the dialogic and 

certainly the concept of carnival, with its intense sensory threshold between life and death. 

Carlson points out that Bakhtin’s descriptions of carnival in his study of Rabelais ‘bear a 
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remarkable resemblance to Turner’s discussion of the liminal phenomena’ (Carlson 2004, p. 

48). Creativity itself and the creative state are also often seen as a liminal space. 

Screenwriting is an interesting lens through which to explore the liminality of women 

screenwriters, because women screenwriters face a double bind, as evidenced in Chapter 

Two.  

 

Utterance 

Robert Stam has already articulated Bakhtin’s concept of utterance into the language of the 

filmic realm (Stam 1992). However, Stam has not considered the dialogics of the process of 

becoming-film. I would argue that the filmic utterance is a ‘trace’ of the ‘word utterance’ 

written in the originating text of the screenplay. Michael Holquist points out ‘the fundamental 

role of utterance in dialogism … [is] addressivity’ (Holquist 1990, p. 59). As in spoken 

language, dialogue is delivered with ‘extraverbal context’ (Clark & Holquist 1984, p. 203). 

The motivation, intention, intonation and state of the addresser (emotional, physical 

conscious, unconscious, other, etc.) provides context for the word becoming meaning. 

Screenplay dialogue frequently works on the threshold of multiple meanings and the context 

can change the meaning of the word and even provide multiple readings.  

 

A filmic utterance extends beyond the verbal; it can be a look, an image, an affect, an 

emotion, a sensation, music, sound. Silence itself can also be a mode of ‘address.’45 Silence as 

a response to an utterance is dialogic. Dialogue is composed of an ‘utterance, a reply, and a 

relation between the two’ (Holquist 1990, p. 38). Utterance, in becoming-film, has multiple 

spatial and temporal dialogics. An utterance can be internal to the dialogue with the 

screenplay, which in turn is in dialogue with the characters’ dialogue. Utterance within the 

                        
45 A Question of Silence (Gorris 1982) is a Dutch film directed by Marleen Gorris. It ‘revolves around the legal 
proceedings against three women, of different classes and unknown to each other, who have killed a boutique 
proprietor who was about to arrest a women for shoplifting’ (Crary 2001, p.120).  Gorris uses silence and 
carnival laughter as a strategy for feminist resistive address (Stam 1989, pp. 120–121). 
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screenplay text can be addressing the director, cinematographer, sound designer, art designer, 

editor, actor, and audience. Finally, the film is an utterance addressing the audience, critics 

and academics. The written ‘word’ utterance that may precede a filmic utterance is pre-

articulated in the screenplay. In ‘becoming-film’ the screenplay utterance is transformed by 

the dialogics between screenplay text and the production of the film text. For example, in Jane 

Campion’s The Piano the arrival scene on the beach is written but not spoken; Ada and Flora 

communicate literally in sign. The emotional utterances of the characters are originally 

written in the text of the screenplay. They are re-uttered through the actor’s performance into 

the filmic text.  

 

In the screenplay, Campion describes her characters’ interior and emotional states. 

They are alone on the beach waiting to be met; the sun has set and ‘[t]here is just a pink streak 

left in the sky’. Flora is ‘nervous and afraid,’ and Ada is ‘tender, sad, humorous, soft’ 

(Campion 1991, scene 14). The emotional and physical utterances of the characters are 

written and inscribed within the screenwriting text of the scene. In this scene the characters 

are in a liminal state on the border; they are Victorian ‘boat people’ on the boundary between 

transition and arrival. They are resilient and resourceful and exhibit disregard for the strictures 

of the now distant Victorian constructions of femininity. This is demonstrated in an instant by 

the discarding of the hooped petticoat, which is up-cycled into a practical shelter from the 

weather, acting as an ironic metaphor. Campion describes Ada as she tells her daughter Flora 

a story using sign language: 

 

 Ada’s whole self is involved in the “telling”, her face is 

alight with expression, now tender, now sad, now humorous, 



38 
 

 

now soft, while her hands and fingers are deft and precise. 

From outside it is an odd shadow play. (Campion 1991, Scene 14)46 

 

Ada’s body, now liberated from the confines of the cage-like hoops of her Victorian costume, 

foreshadows how she will negotiate her new self through the threshold of becoming a newly 

arrived migrant. Flora, equally resilient, switches from sign language to verbal speech: 

 

FLORA 

(hand signaling) 

    Mother... I'm 

    thinking 

ADA pauses.   

    (speaking) I'm not going to   

           call him Papa. I'm not going   

           to call HIM anything. I'm not   

           even going to look at HIM. 

 

 

Dialogism 

Reading the process of becoming-film as a dialogic dynamic between screenplay and film 

allows the mapping of utterance across-and-through the process of becoming-film. This 

evokes Gerard Genette’s concept of ‘transtextuality’ which refers to ‘all that which sets the 

text in a relationship, whether obvious or concealed, with other texts’ (Genette 1982, p. 1). 

Genette defines transtextuality as ‘a relationship of copresence between two texts or among 

several texts: that is to say, eidetically and typically as the actual presence of one text with 

                        
46 Screenwriting academics have recently used the film industry convention of writing in Courier font when 
quoting passages from screenplays. I follow this convention here to further acknowledge and differentiate 
screenwriting from other forms of writing and creative writing. 
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another’ (p. 1). Here Genette is extending Julia Kristeva’s concept of ‘intertextuality’. Robert 

Stam explains that, 

 

the term intertextuality began as Kristeva’s translation of the Bakhtinian notion of 

dialogism. Bakhtin defines dialogism as ‘the necessary relation of any utterance to 

other utterances.’ (An ‘utterance,’ for Bakhtin, can refer to any ‘complex of signs,’ 

from a spoken phrase to a poem, or song, or play or film). (Stam 1992, p. 203) 

 

Stam states that Bakhtinian dialogism is ‘cognate with its openness to social diversity of 

speech types’ (p. 203) and is ‘the complex and multi-dimensional dialogism, rooted in social 

life and history, comprising both primary (oral) and secondary (literate) genres, which 

engender literature as a cultural phenomenon’ (p. 203).  

 

Applying the more open concept of dialogism allows us to make visible the 

submerged screenplay and reveal the utterance of the original screenplay text alone or as a 

text becoming-film. In his book The Dialogic Imagination, Bakhtin maps out his core 

concepts of heteroglossia, chronotope, and dialogism (1981).47 Dialogism is central to 

Bakhtin’s theory. He explains how ‘word, discourse, language or culture undergoes 

“dialogization” when it becomes relativized, de-privileged, aware of competing definitions for 

the same things. Undialogized language is authoritative or absolute’ (Holquist 2004, p. 427). 

It is the dialogic that interests me and in particular the dialogic that resides on the margins, in 

the liminal spaces, such as in women’s screenwriting and screenwriting itself. In particular, 

this consists of the constant multiple dialogues between screenwriter and thought, creativity, 

theory, praxis, industry, director, creatives, actors, crew, audience, theorist and so on. 

Holquist explains: 
                        
47 Bakhtin’s own difficult history under Stalinism held him in the grip of persecution and suppression, his work 
repeatedly ‘lost’, erased and destroyed. His ideas were submerged beneath political and personal circumstances. 
This is evocative of the liminal space.  
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Dialogism is the characteristic epistemological mode of a world dominated by 

heteroglossia. Everything means, is understood, as a part of a greater whole—there is 

a constant interaction between meanings, all of which have the potential of 

conditioning others. Which will affect the other, how it will do so and in what degree 

is what is actually settled at the moment of utterance. (Holquist 2004, p. 426) 

 

Considering the process of becoming-screenplay allows the sub(merged) set of utterances in 

the screenplay to emerge. By speaking ‘through-the-text’, vibration and utterance form the 

‘trace’ through the process of becoming-film. Or, becoming-women-other-film. This space 

becomes the liminal transformative space between screenplay and film. 

  

Heteroglossia 

In the Bakhtinian sense of heteroglossia, multiple voices and distinct variants of different 

‘speech-ness’ coexist ‘as languages within languages’ clashing and evolving in a single 

language (Coghlan & Brydon-Miller 2014, p. 406). This is a useful theory to apply to the 

language of screenwriting, which consists of multiple distinct voices with multiple socio-

economic variants forming differing perspectives. Here the dialect of film language is 

refracted through the screenwriter’s voice to create the dialogic screenplay text. The 

heteroglossic insistence on equally applying context radically politicises the text and 

mobilises the screenplay-film to become a creative site for social diversity and inclusivity, 

allowing the voice of the submerged-woman-other and excluded discourses to emerge and 

challenge the conventional screenplay-film text. By theorising the language of screenwriting 

through the lens of heteroglossia, the dominant conventional fixed language of feature film 

text structure can be seen as monoglossic.  
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Stam’s assertion that the ‘role of the artistic text, within a Bakhtinian perspective, is 

not to represent real life “existents” but to stage the conflicts, the coincidences and 

competitions of language and discourses, inherent in heteroglossia’ (Stam 2000, p. 197) 

equally applies to screenwriting. Bakhtin argues that the languages of heteroglossia can be 

‘juxtaposed to one another, mutually supplement one another, contradict one another and be 

inter-related dialogically’ (Bakhtin 1981, p. 292). The background research for The Pyjama 

Girl is heteroglossic, as I juxtapose my reading of the fragments of the past with a feminist 

perspective and the ‘voice’ of the genre. In writing the screenplay I stage the ‘conflicts, the 

coincidences and competitions of language’ (Stam 2000, p. 197) by analysing the research 

material and structuring the story. Thus, I am consciously building a dialogic text. Every 

aspect of the filmic narrative48 is analysed and juxtaposed with specifically heteroglossic 

elements of story, plot, theme, character, genre, style, dialogue, structure and form.49  

 

The multiple voices in The Pyjama Girl story come from the primary and secondary 

background research along with the screenwriter’s voice, vision and articulation of affect and 

emotion. This process becomes an ever-transforming iteration in time and space-time. The use 

of Bakhtin’s chronotope is the space-time of film itself, the plot, the actual time-based nature 

of the filmic form, the reference to history, the utterance of the writing, the characters, the 

multiple voices I have ‘heard’ through the research and ‘between’ in the gaps and the 

absences in the research. In addition there is the intertextual, the transtextual, and the 

hypotextual use of Greek myth in my reworking of the Philomena story. I also include my 

personal chronotope in the space-time of the process of writing and the autobiographical 

events that have affected my life, emotions and thought processes as I engage with the 

material of this project.  

                        
48 I use Phil Parker’s concept of the ‘creative matrix’ genre, form, story, theme, plot and style. I refer to narrative 
as the entire narrative of the film, as distinct from story or stories which are multiple and used as a ‘frame of 
motivational reference for characters between the screenwriter and their audience’ (Parker 1999, p. 16). 
49 Form in film as Phil Parker defines it is ‘length, structure and time’ (p. 21). 
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These multiple voices seep through the primary and secondary research and 

‘encounter one another and co-exist in the consciousness of real people—first and foremost, 

in the creative consciousness of people who write’ (Bakhtin 1981, p. 292). This is equally 

applicable to screenwriters. Bakhtin states that in the context of ‘being in the consciousness’ 

of a writer ‘as such, these languages live a real life, they struggle to evolve in an environment 

of social heteroglossia. Therefore they are able to enter into the unitary plane of the novel’ (p. 

292), or film in this case. Here, Bakhtin acknowledges the trace between histories, lives lived, 

research, genre, form and other intersecting elements along with the writer’s own 

consciousness. He acknowledges that all these elements are ‘drawn in’ by the writer ‘for the 

orchestration of his themes and for the refracted (indirect) expression of his intentions and 

values’ (p. 292). 

 

Trace 

I use the concept of trace as originally defined by Chakravorty Spivak in her translator’s 

preface to Derrida’s work Of Grammatology (Derrida 1976). Spivak explains Derridian trace 

theory and how it differs from the existential concept of being used by Heidegger: 

 

Heidegger’s Being might point at an inarticulable presence. Derrida’s trace is the mark 

of the absence of presence, an always already present, of the lack of the origin that is 

the condition of thought and experience. For somewhat different yet similar 

contingencies, both Heidegger and Derrida teach us to use language in terms of trace-

structure, effacing it even as it presents its legibility. (p. xvii) 

 

As Derrida puts it, ‘no element can function as a sign without referring to another element 

which itself is not simply present’ (p. 61). All the ‘elements’ of a system are interwoven or 
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inter-textualised together, each ‘being constituted on the basis of the trace within it of the 

other elements of the chain or system’ (p. 61). What the concept of the trace makes clear is 

that there is something, then, that comes ‘before’ the sign. In the case of film it is the trace of 

screenwriting that remains after the filmic sign is constituted, which both affects that 

composition and is inseparable from it. I hold this concept in mind as I consider the erasure of 

the screenplay in the process of becoming-film.  

 

In the case of film, trace theory becomes intrinsic to screenwriting. Derrida’s concept 

of trace and différance along with the project of deconstruction is aimed at dismantling the 

Western tradition of binary opposition of absence and presence, visible and invisible, male 

and female. Instead, Derrida uses the space-between to articulate his theory of trace. Trace is 

‘the trace’ that remains in the transition. As Niall Lucy explains, 

 

 a trace is the sign of an absent presence, a sign of a sign. It is almost an 

undecipherable mark of the imputed fact that something which is not here now was 

here beforehand, that something which was present—in a seemingly former version of 

the present here-and-now (a former present)—is gone never to return. Every trace 

marks the absence of a presence. (Lucy 2004, p. 122) 

 

The screenplay is the interval between screenwriting becoming-film and also the absent trace 

of film. The screenplay becomes the hidden, submerged contradiction that is simultaneously 

destruction (of screenplay) and construction (of film). Applying trace theory to becoming-film 

exposes the ‘violent hierarchy’ (Derrida 1981, p. 42) of classical philosophical opposition that 

deconstruction opposes.  

 

To overturn the hierarchy of becoming-film it is necessary to analyse the process of 
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becoming-screenplay. Derrida’s concept of trace and différance work well in conjunction with 

Bakhtin’s concept of dialogics in this context. Callinicos correctly translates Derrida’s often 

misinterpreted quote, ‘Il n’y a pas de hors-texte’—‘There is no outside-text’ as meaning 

‘there is nothing outside context’ (Callinicos 2004, p. 2).50 With this insistence on context, 

Derrida’s work reveals affinities with Bakhtin’s dialogism. Callinicos asserts that ‘by 

decentering language and the subject, Derrida hoped to open a space in which the 

marginalised and excluded—women, blacks, the colonised—could speak for themselves’ (p. 

2).51 In Of Grammatology Derrida defines quite clearly what he means by his concept of 

‘writing’: 

 

We tend to say ‘writing’ for all that and more: to designate not only the physical 

gestures of literal pictographic or ideographic inscription, but also the totality of what 

makes it possible; and also, beyond the signifying face, the signified face itself. And 

thus we say ‘writing’ for all that gives rise to an inscription in general, whether it is 

literal or not and even if what it distributes in space is alien to the order of the voice: 

cinematography, choreography, of course, but also pictorial, musical, sculptural 

‘writing.’. … All this to describe not only the system of notation secondarily 

connected with these activities but the essence and content of these activities 

themselves. (Derrida 1976, p. 9) 

 

Judith Butler explains how Derrida responded to the philosophical question ‘of how to 

                        
50 This is consistent with Derrida’s claim in Limited Inc that ‘Il n’y a pas de hors-texte’ means ‘nothing exists 
outside context’ (Derrida 1977, p. 152). 
51 Derrida made his political position quite clear in the 1990s when he published his last book Spectres of Marx, 
in which he criticises the ‘new world order, exclusion politics, economic competition, instability, Third World 
debt, the arms trade’. Taking as his motto a line from Hamlet—'The time is out of joint', Derrida lists the ills of 
the contemporary world—unemployment, nuclear proliferation, inter-ethnic wars, the mafia and drugs cartels, 
and the domination of international institutions by capital and the big powers. In an astonishing anticipation of 
the anti-capitalist movement, he calls for a 'New International'—'a link of affinity, suffering, and hope' in 
response to these evils. And he robustly affirms: 'There will be no future without this. Not without Marx, no 
future without Marx, without the memory and the inheritance of Marx, in any case of a certain Marx, of his 
genius, of at least one of his spirits’ (Callinicos 2004). 
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theorise the problem of “difference”’. She states that the term he wrote as ‘différance, was not 

only to mark the way that signification works—one term referring to another, always relying 

on a deferral of meaning between signifier and signified—but also to characterise an ethical 

relation, the relation of sexual difference, and the relation to the Other’ (Butler 2004, p. 32). 

Derrida’s open strategy of deconstruction is compatible with and very similar to Bakhtin’s 

open dialogic strategy. Similarly, Derrida’s theory of trace has a close relationship with 

Bakhtin’s heteroglossia. Furthermore, Bakhtin’s concept of polyphony bears a very close 

resemblance to Derrida’s intertextuality. In considering trace and the heteroglossic, it is 

necessary to consider time and space, and the Bakhtinian concept of the chronotope.  

 

Chronotope—Time and Space 

Bakhtin’s concept of chronotope displays a strong relation to Deleuze and Guattari’s concepts 

of ‘time-crystal’ and ‘time-image’ (Parr 2005, p. 281). Bart Keunen asserts that the 

Bakhtinian ‘chronotope only becomes a chronotope when it shows something, when it brings 

to mind an image that can be observed by the mind’s eye. It would be fair to say that, in 

Bakhtin’s view, a chronotope is the elementary unit of literary imagination’ (Keunen 2010, p. 

35). Keunen concludes that Bergson and Bakhtin believe ‘the abstracting mind reconstructs 

the present from the knowledge of the past and establishes causal relations between all 

possibilities of the present, on the one hand, and the existing condition on the other hand’ (p. 

39). Jill Bennett explains this concept in relation to theorizing visual art, 

 

sense memory is about tapping a certain type of process; a process experienced not as 

a remembering of the past but as a continuous negotiation of a present with 

indeterminable links to the past. The poetics of sense memory involve not so much 

speaking of but speaking out of a particular memory or experience—in other words, 

speaking from the body sustaining sensation. (Bennett 2005, p. 38, original emphasis) 
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This concept of the ‘trace’ as a retrospective product in the present becomes 

significant when considering the multiple acts of time-memory explored in creative 

screenwriting. Janice Baker, in her discussion of affect in the museum, explains that ‘the 

significance of the role of objects in memory is not about “flashbacks” within a chronological 

narrative, but transformed subjectivities in the present; what the object does rather than what 

it means as an historical documentation of the past’ (Baker 2010, p. 93). This reading of 

temporality and generative memory connects to the way I use memory and emotion with the 

concept of the ‘idea-image’, empathic generativity and ‘emotion recall’. This allows ‘the 

opening of the past in the present as the “space between”; a space that is real and accessed 

through sensations in the present’ (p. 95).52 This is significant to my own method of 

screenwriting as I am dealing with various planes of time and space. By working with affect 

and memory, creativity can become richly generative, transformative and provide a gateway 

to new sense presence. The past and the present can be meshed into a new memory image. 

Bennett recognises that, 

 

sense memory is spoken in any given space, it is bound up with a dynamic encounter 

with a structure of representation, so that it becomes, in Gilles Deleuze’s phrase, a 

question of putting ’an outside and an inside into contact.’ And it is this notion of 

interface—of a point of contact to be negotiated—that is central to understanding the 

experience of sense memory. (Bennett 2005, p. 31) 

 

The notion, and the importance, of writing through the senses is closely tied to gender through 

Hélène Cixous’ concept of écriture féminine. 

                        
52 Baker uses the term ‘space between’ as she discusses Dennis Severs’ use of the term in his book 18 Folgate 
Street The Tale of a House in Spitalfields. Severs describes the space between as ‘the air between objects which 
becomes charged with their presence’ (Severs 2001, p. 88). The ‘space between is the invisible, shared third 
element that lies between any two sides. It contains all we have in common with anyone else’ (Baker 2010, p. 
91). This is evocative of the liminal space. 
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Écriture Féminine 

Simone de Beauvoir’s famous assertion that ‘one is not born, but becomes, a woman,’ (De 

Beauvoir 1973, p. 301) critiques gender construction in an effort to ‘destroy the essentialism 

which claims that women are born “feminine” (according to whatever the culture and time 

define it to be)’ and recognises that women are ‘rather constructed to be such through social 

indoctrination’ (Mussett 2003, 3a). Hélène Cixous, in The Laugh of the Medusa, claims that 

woman has been historically silenced and that it is time to emerge from the abyss. Cixous 

proposes écriture féminine as a radical model of writing that encourages women to write 

themselves through the body as a resistance to the oppressive masculine form of language. 

Cixous insists that ‘woman must write her self: must write about women and bring women to 

writing, from which they have been driven away as violently as from their bodies for the same 

reasons, by the same law, with the same fatal goal. … Woman must put herself into the text as 

into the world and into story by her own movement’ (Cixous, Cohen & Cohen 1976, p. 875). 

 

While Cixous has received criticism for the very essentialism Beauvoir condemned, I 

would argue that her model of écriture féminine offers a productive resistance to the socially 

constructed woman. Cixous insists that écriture féminine is not exclusively writing by 

women; she makes,  

 

an emphatic distinction between the sex of the writing and the biological sex of the 

author—men can write écriture féminine just as women can (James Joyce and Jean 

Genet are among examples she gives). Feminine writing then embraces the ‘feminine’ 

side of the binary divide and seeks to unsettle … the hierarchy it expresses. (Madsen 

2000, p. 97) 

 



48 
 

 

Écriture féminine is a productive device for women exploring writing through our own 

experiences of the world. It is also productive as a political method for investigating what we, 

as women-other, would like to become. Écriture féminine can also be used as a way of 

critiquing the current condition and position of women in the world today as well as critiquing 

screenwriting practice. 

 

 Luce Irigaray, in This Sex Which is Not One, puts forward a way of listening to the 

feminine text: ‘one would have to listen with another ear, as if hearing an “other meaning” 

always in the process of weaving itself, of embracing itself with words, but always getting rid 

of words in order not to become fixed, congealed in them’ (Irigaray 1986, p. 29, original 

emphasis). Abigail Bray, in discussing the work of Hélène Cixous, proposes ‘it is about 

listening to the current of life surging through the text’ (Bray 2004, pp. 100–101). She adds 

that ‘it is from this space, … the space of the other, which resonates in the underground 

chambers of the text, that the music pours forth’ (p. 100). Indeed, Cixous described écriture 

féminine as the art of ‘singing the abyss’ (Sellers 1994, p. 59). Cixous’ father died when she 

was a small girl, and it ‘is that death which continues to weep through her writing’ (Bray 

2004, p. 2). As Bray asserts, Cixous’ writing has been ‘preoccupied with death, loss and lack 

not because she is bound by fear of the abyss but because through mourning this formative 

loss she was able to fall through it into life-affirming writing’ (p. 2).  

 

Écriture féminine has become a writing through the senses: one which ‘establishes a 

responsive connection, one that opens up the possibility of a closer engagement with writing’ 

(Bray 2004, p. 102). Bray argues that by ‘constructing a phenomenological relationship 

between body, perception and identity’ we creatively open up ‘ways of thinking through 

writing and sexual difference’ (p. 102). Cixous recognised that we have an embodied 

response to writing and reading; we are all moved and touched by writing; we have laughed, 
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cried, felt horror, joy, affect and emotion. Writing changes us: ‘we form particular 

understandings, perhaps epiphanies, new insights, new perceptions; these points of 

communication between body and text are also points of transformation’ (p. 96). This 

embodied relationship between the writer, the material and the reader is what interests me 

here. I am interested in combining écriture féminine, autoethnography and Stanislavski’s 

‘emotion memory’ as a method of exploring my own feminist screenwriting practice. 

DeSalvo explains that ‘becoming a witness to our experience, though, means taking on the 

responsibility of telling what happened to us—writing is a historical record, a public 

document’ (p. 215). 

 

Susan Sellers suggests that ‘for Cixous, écriture féminine also involves the inscription 

of that which is repressed within history and culture’ (Sellers 1994, p. 13). In Coming to 

Writing, Cixous describes writing as a ‘way of leaving no space for death, of pushing back 

forgetfulness, of never letting oneself be surprised by the abyss’ (Cixous 1994, p. 64), and she 

suggests that this is vital both in terms of our need to put something in place of the ‘abyss’ 

opened up by the prospect of death, and as a condition of our duty to ‘keep alive’ those others 

‘obliterated by history’ (Cixous 1994, p. 85). Sellers considers the profound impact of 

Cixous’ ‘personal experience of death’ and argues that ‘Cixous’ early fiction can be seen as 

the endeavour to come to terms with human mortality’ (p. 13). This is of particular relevance 

to The Pyjama Girl, which is preoccupied with violence, trauma, grief, mourning and 

recovery. These themes have been sharpened by the loss of both my parents during the course 

of writing the screenplay and exegesis. The irony and synchronicity prick. My feelings 

reverberate through the creative work. One way we can theorise the place and impact of 

feeling and emotion on the creative process is through the concept of affect. 

 

Affect 



50 
 

 

Affect/Affection in the Deleuzian sense is best understood through Brian Massumi’s 

definition of affect in his introduction to Deleuze and Guattari’s A Thousand Plateaus. 

Massumi states: 

 

Affect/affection. Neither word denotes personal feeling (sentiment) … It is a 

prepersonal intensity corresponding to the passage from one experiential state of the 

body to another and implying an augmentation or diminution in that body's capacity to 

act. L'affection (Spinoza's affectio) is each such state considered as an encounter 

between the affected body and a second, affecting, body (with body taken in its 

broadest possible sense to include ‘mental’ or ideal bodies). (Deleuze 1980, p. xvi) 

 

Linda Williams was one of the first film theorists to acknowledge affect in audiences in her 

work on female body genres.53 While Williams does not directly refer to Deleuzian affect, this 

is the sensation that she is describing. In her 1991 article ‘Film Bodies: Gender, Genre and 

Excess’, Williams describes the sensation that gives ‘our bodies an actual physical jolt’ 

(Williams 1991, p. 1) and argues that films both ‘portray and affect the sensational body’ (p. 

4). Carol Clover’s ‘low body genres’ provide a clear example of affect in audience although 

affect is in play in all films. In considering the extreme affect sensations that the low body 

genres produce in their audiences, it seems appropriate in contrast to look at what Barthes 

defined as ‘Shock-Photos’ (Barthes 1997, p. 71). In response to an exhibition of Shock-

Photos at the Galerie d’Orsay of tortured prisoners and piles of skulls Barthes asserted that the 

horror of the photographs cannot touch us because the moment ‘appears gratuitous, too 

intentional … these images have no effect on us’ (Barthes 1997, p. 71); they are premeditated 

and ‘overconstructed’ (Barthes 1997, p. 71). Here Barthes suggests that when we expect the 

‘Shock-Photo’ we become immune to its ability to shock us into emotion and we recede into 

                        
53 Carol Clover originally conceived the ‘low body genres’ in her works on horror and pornography. Williams 
expands on Clover’s work to include Melodramas and Weepies (Clover 1992; Williams 1991; Williams 1998). 
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‘polite’ studium.54 He explains this is because ‘someone has shuddered for us, reflected for us, 

judged for us; the photographer has left us nothing—except the simple right of intellectual 

acquiescence’ (Barthes 1997, p. 71). He concludes that the Shock-Photo ‘introduces us to the 

scandal of horror, not to horror itself’ (Barthes 1997, p. 73). Susan Broadhurst, in her 

discussion of liminality and contemporary performance, points out that ‘there is little analysis 

of the sensations produced by films, such as the feelings of unease and disquiet produced by 

these works’ (Broadhurst 1999, p. 5). A number of film scholars have turned their attentions 

to the embodied approach, notably Vivian Sobchack, Steven Shaviro and Laura Marks. Anne 

Rutherford, in her article ‘Cinema and Embodied Affect’, directly addresses the concept of 

cinematic affect. Rutherford claims that this shift in film scholarship is needed to make ‘the 

concern with sensation or with emotion understood as sentiment organised along the axis of 

narrative identification, or with desire, to an understanding of embodied affect, in the 

theorisation of spectatorship’ (Rutherford 2004, p. 16). Such a move would compensate for 

what Sue Cataldi in her discussion of philosophy and emotion refers to as ‘an excessively 

rationalized—maybe even a somatophobic—approach to the emotions’ (Cataldi 1993, p. 

127). As Rutherford concludes, film theory needs ‘to address the challenge of 

reconceptualising embodied vision as an inherently tactile, and thereby simultaneously 

affective process’ (Rutherford 2004, p. 16).55  

 

Écriture-Cinema 

Vivian Sobchack’s ground-breaking work on ‘cinesthesia’ (Donald & Renov 2008, p. 173) is 

important to consider here. In The Address of the Eye and later in What My Fingers Knew: 

The Cinesthetic Subject, or Vision in the Flesh, Sobchack points toward a subversive 
                        
54 For Barthes, studium means a reading that is a ‘general enthusiastic commitment’ (Barthes 1982, p. 26). It is a 
subjective engagement with a photograph that meets common social expectations, ‘we know what to expect, we 
are not startled into emotion or thought,’ unlike punctum (Rabate 1997, p. 14). 
55 For an extended discussion of this argument, see Anne Rutherford, ‘Precarious Boundaries: Affect, Mise en 
Scène and the Senses in Angelopoulos,’ in Art And The Performance Of Memory: Sounds And Gestures Of 
Recollection (Candida-Smith 2002, pp. 63–84), Michael Taussig’s book Mimesis and Alterity: A Particular 
History of the Senses (Taussig 1993) and Glen Mazis’s book Emotion and Embodiment: A Fragile Ontology 
(Mazis 1993). 
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embodied carnal response in the viewer and the director (Sobchack 2000, p. 61). For Paul 

Elliott, Sobchack recognises that theory is moving on from the scopic post-modern analysis 

toward an understanding of theory that is attempting to include a sensory and bodily response 

to cinema, ‘seeing the body as a site of sense reception and meaning’ (Elliott 2010, p. 42). 

Sobchack’s theory of cinesthesia is important to my application of the affective and after-

affective generative sense/emotion in screenwriting and film. Sobchack wrenches film theory 

back to embodied experience: 

 

Embodiment is a radically material condition of human being that necessarily entails 

both the body and consciousness, objectivity and subjectivity, in an irreducible 

ensemble. Thus we matter and we mean through processes and logics of sense-

making that owe as much to our carnal existence as they do our conscious thought. 

(Sobchack 2004, p. 4) 

 

Her response to watching The Piano demonstrates the ‘affective-embodied turn’, and signals 

an alternative theoretical approach to viewing film: 

 

Campion’s film moved me deeply, stirring my bodily sense and my sense of my 

body. The film not only ‘filled me up’ and often ‘suffocated me’ with feelings that 

resonated in me and constricted my chest and stomach, but it also ‘sensitized’ the 

very surface of my skin—as well as its own—to touch. (p. 65) 

 

Sobchack is describing affect as a whole mind-body experience. Sobchack connects the 

embodied, affective film viewing experience not just to the obvious extremes of the ‘low 

body order’ films but, also as she rightly asserts, to all film experiences. She argues that ‘we 

see and comprehend and feel films with our entire bodily being, informed by the full history 
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and carnal knowledge of our acculturated sensorium’ (p. 63). 

 

Sobchack calls this experience of viewing the ‘cinesthetic subject’ (p. 53). As Elliott 

points out, she suggests that the senses provide ‘us with a key tool in understanding the 

cinema experience, one which has been missing in much contemporary film theory’ (Elliott 

2010, p. 43). Sobchack is using the phenomenological language of Merleau-Ponty to ‘liberate 

the embodied experience’ (Sobchack 1992, p. xviii) from ‘its repressed position beneath 

structuralist theory’ (Ford 2008, p. 170). In this way ‘sense’ is ‘ontologically more authentic 

or more real than any semiotic codes of textual-theoretical interpretations’ (Sobchack 1992, p. 

12). Sobchack argues that a film offers ‘wild meaning’ before it is ‘fragmented and dissected 

in critical and theoretical analyses’ (p. 12), and in the first impact, film’s ‘existence emerges 

embodied’ (p. 173). It is perhaps early days for the development of a film theory of 

embodiment, but there is evidence of film studies also embracing the ‘affective-turn’. Barbara 

Klinger recognizes the power of ‘the evocative image as a site of lingering affective power’ 

(Klinger 2006, p. 21).56 However, in the same article she offers an interpretive analysis of The 

Piano, rather than an affective one: 

 

As the piano goes over the boat's edge, it literally represents the weight of the past and 

its ability to drag Ada to her death. At this moment, Ada elects to explore a life less 

stringently regulated by the Victorian era's stark gender inequities. (Klinger 2006, p. 

9) 

In contrast, film theorist Sue Gillett’s earlier response to The Piano is an embodied, affective 

response: 

The Piano affected me very deeply. I was entranced, moved, dazed. I held my breath. I 

                        
56 Klinger’s work is important as it refocuses the affective turn away from extreme and mainstream genres and 
considers art house cinema. 
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was reluctant to re-enter the everyday world after the film had finished. The Piano 

shook, disturbed and inhabited me. I felt that my own dreams had taken form, been 

revealed … These were thick, heavy and exhilarating feelings. (Gillett 1995, p. 286) 

 

The rush of sense responses to The Piano from female film theorists seems to mark a critical 

turning point in film reception—one that I suggest is foreshadowed by écriture féminine, 

embodiment and affect. I would like to return for a moment to the embodied ‘effect of affect’ 

that signaled Roland Barthes’ own affective turn; the concept that he called punctum.  

 

Punctum—Punctuation  

Punctum is a Latin word derived from the Greek word for trauma. It is also the name of the 

tear duct, the tiny orifice in our eyelids that produces tears. Roland Barthes introduced the 

concept of punctum in his last major work: Camera Lucida is his eulogy to his mother 

Henriette Barthes. Barthes uses words to describe the deeply private meaning he experienced 

when looking at a photograph of his dead mother. He describes punctum as it suddenly 

‘shoots out of the photograph like an arrow and pierces … it pricks or wounds the observer’ 

(Barthes 1982 , p. 27). When grieving for his mother he was ‘looking for her’ (Dillion 2011) 

in some old photos. Brian Dillion explains how Camera Lucida scandalized academia as it 

signalled Barthes ‘subjective turn’ (Sarlo 2005). Punctum indicates significant potential for 

the mnemonic power of an image. Dillion makes the connection between punctum and the 

ability of an image to possess generative mnemonic qualities, as Barthes searches for ‘the 

being of’ his mother in his photographs: 

 

At last, he discovers her true likeness, the “air” that he remembers, in a picture of 

Henriette aged five, taken in a winter garden in 1898. (In the journal entry that 

recounts this discovery, Barthes simply notes: “Je pleure.”) In narrative terms, it’s an 
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astonishing moment, comparable to the onrush of memories as madeleine meets 

teacup in Proust, or the scene in Citizen Kane when the maddened Kane first grasps 

the snow globe, emblem of all he has left behind. Barthes, however, is a 

temperamentally discreet narrator, so never shows us the photograph. (Dillion 2011) 

 

Barthes finally chose to omit the photograph in the final text of Camera Lucida saying: ‘It 

exists only for me. For you, it would be nothing but an indifferent picture’ (Barthes 1982, p. 

71). Camera Lucida is a deeply personal discussion about the essence and affect of 

photography on the viewer and the photographic potential to act on the body as much as the 

intellect. It is also a very subjective book and a touching eulogy. 

 

I am interested in how punctum in an image triggers deeply personally charged 

emotions and how punctum can be mobilized collectively when viewing film. Laura Mulvey 

begins to make the connection between punctum and cinema in her book Death 24x a Second: 

Stillness and the Moving Image (2006). Though she is mainly preoccupied with the concept of 

time here, in a discussion about Rossellini’s approach to realism she notes that it is when 

‘uncertainty overwhelms the spectator that the cinema’s punctum can be realized’ (Mulvey 

2006, p. 176) thus establishing cinematic punctum. 

 

After my own mother’s death I found myself going through family photos; a common 

ritual as an act of grief. I found that my mother’s jewellery box also had the power to release 

pandoric affect and emotions too hard to bear. I assert that punctum and affect can be found in 

memory and sense memory. However, I am particularly interested in punctum and its 

personal, affective, emotional powers, of how it can transform an image into a creative 

generating cinematic image. This concept is useful for the screenwriter who is writing in 

sound, music, pictures and emotions. Barthes distinguishes this quality in a photograph as a 
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‘punctuation’, ‘break’, ‘prick’, ‘wound’ of the studium (cultural, symbolic); ‘the photograph’s 

punctum is that accident that pricks me (but also bruises me, is poignant to me)’ (Barthes 

1982 , p. 27). Barthes goes on to distinguish studium from punctum as studium is ‘of the order 

of liking, not of loving: it mobilizes a half desire, a demi-volition;’ (p. 27) whereas punctum 

creates emotional resonance. For the screenwriter the ‘pricked’ photograph can act as a 

metaphorical camera obscura or a camera lucida to illuminate our memory and imagination 

and allow us to draw the cinematic picture generating from the punctum and back again.57 As 

Barthes describes the feeling ‘from a real body, which was there, proceed radiations which 

ultimately touch me, who am here; the duration of the transmission is insignificant; the 

photograph of the missing being, as Sontag says, will touch me like the delayed rays of a star’ 

(p. 79). Barthes’ eulogy for his mother allowed him to feel emotion and give permission to his 

subjectivity, which in turn surfaces in his text. 

 
After-Effect of Affect = After-Affect 
Janice Baker in her doctoral thesis, ‘Affect and Desire: Museums and the Cinematic’, 

proposes that the theoretical distinction between affect and emotion is ‘between affect as 

direct sensation, and an after-effect which is a collectively understood emotional response’ 

(Baker 2010, p. 105). In speculating on the potential bond between affect and punctum, I 

consider that the punctive form could be the after-effect of affect and produce empathy in the 

audience that is close to, but not the same as, punctum. This is an empathy that provokes the 

personal feeling and emotion associated with punctum, a constant change and resonance of 

response: Cinematic affect and cinematic punctum.  

 

Baker importantly maintains the differentiation between affect and emotion, and 

warns of the trend amongst theorists to merge the two distinct elements in the ‘affective-turn’. 

Baker cautions that ‘there is a misleading tendency to equate affect with emotion, a truncation 

                        
57 A Camera Lucida is a device that projects an image of the real onto a surface allowing the artist to trace the 
image.  
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that fails to respond to the autonomy of affect and its relation to the production of desire’ 

(Baker 2010, p. 1). Cinema acts as a collective cultural mnemonic empathetic experience in 

time and space. It generates affects, emotions, meaning, and sensation, physical and 

intellectual.  

 

For film, it is vital to maintain the distinct definition of affect separate from the 

emotional after-effect, especially as the point of conjunction between film and affect has 

received surprisingly little attention (Plantinga 2009, p. 221). Similarly, the concept of 

cinematic punctum has not yet been theorized into film theory. Deleuze insists that:  

 

The cinematographic image must have a shock effect on thought, and force thought to 

think itself as much as thinking the whole. This is the very definition of the sublime. 

But there is a second moment, which goes from the concept to the affect, or which 

returns from thought to image. It is a matter of giving ‘emotional fullness’ or ‘passion’ 

back to the intellectual process. Not only is the second moment inseparable from the 

first, but we cannot say which is first. (Deleuze 1989, p. 158) 

 

Felicity J. Colman explains that ‘[w]ithin a Deleuzian framework, affect operates as a 

dynamic of desire within any assemblage to manipulate meaning and relations, inform and 

fabricate desire, and generate intensity—yielding different affects in any given situation or 

event. Perception is a non-passive continual moulding, driven and given by affect’ (Colman 

2005, p. 13). 

 

In the The Neutral lectures, Barthes calls for ‘hyperconsciousness of the affective 

minimum, of the microscopic fragment of emotions—filings of affects—which implies an 

extreme changeability of affective moments, a rapid modification into a shimmer’ (Barthes 
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2005, p. 101). The after-effect of affect, after-affect = punctum and emotion, an empathic 

affect. It is the potential of this empathetic generative affect as assemblage that intrigues me. 

Generative affect and ‘idea-image’ generativity become the fecund site of creativity for the 

screenwriter and eventually through the continual ‘process of intercutting’ of philosophy, 

concept, and affect transforms into an ‘assemblage’ toward becoming-film. The question is, 

can we recover past affect and create a new becoming? Can past affect be regenerative? How 

can we mobilise affect to break through the resistant liminal limitations of screenwriting and 

emerge intact through film? These questions will be addressed in Chapter Three. In the next 

chapter I will consider the context and history of how women have been submerged and 

excluded from full participation in the film industry and I argue that this represents the pre-

liminal stage of exclusion and separation. 
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Chapter Two 

 

The Pre-Liminal Stage—Separation 

 

Instead of talking about women’s films as having a feminist aesthetic or a woman’s 

voice it can be more productive to look instead at films in terms of a female or 

feminist authorship. (Martin 2003, p. 34) 

 

Sexism in the film industry and particularly the feature film sector is endemic. The statistical 

evidence regarding the scale of women’s participation is appalling (Evans 2008b; Lauzen 

2012a; Sinclair 2006). A sign of the difficulties women face in the industry is that many 

women directors avoid identification as a female/feminist writer/director (Van Hemert 2011, 

p. 1). At the 2012 Cannes film festival, arguments broke out as it was noted that there was not 

one female director selected for competition. Unpacking this not uncommon occurrence 

reveals both the lack of women participating in directing as well as the conflicts inherent in 

being recognised as a ‘woman director’ (Thorpe 2012). This chapter explores key historical 

moments that have impacted on the participation of women screenwriters and directors in film 

production and begins with an examination of what we mean by feminist film. 

 

How do we define feminist cinema? The definition and position I adopt build upon the 

work of numerous feminist film theorists (Erens 1990; Kuhn 1994; Mayne 1981). In the early 

1980s, Judith Mayne differentiated between ‘women’s cinema’, which refers to films made by 

women, and ‘women’s film’, which ‘has acquired another meaning, referring to Hollywood 

product designed to a specifically female audience’ (Mayne 1981, p. 27). Annette Kuhn 

subsequently clarified the difference between film and cinema, using: ‘the term film to refer to 

the distinctive textual features of the medium’ and cinema as ‘the entire industry and 
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apparatus of cinema … texts and contexts and the manner in which they are produced and 

consumed’ (Kuhn 2004, p. 1222). By the end of the 1990s Ruby Rich raised the important 

point that ‘there is a growing acceptance of feminist film as an area of study rather than a 

sphere of action’ (Rich 1991, p. 271). By extension I use the term ‘feminist cinema’, building 

upon the paradigm of ‘women’s cinema’ to define feminist work made by feminist film-

makers and a ‘feminist film text’ as work which consciously engages with the material, 

emotional and political conditions of women. I use ‘feminist film’ to encompass feminist film 

criticism and feminist film studies. Terminology in the academic sphere of feminist film 

theory often works as a refining of contribution to the discussion and development of thought 

rather than as a separating strategy. 

 

In the public sphere and especially at the intersection between market and audience 

the terms are regularly changed for strategic practice and purpose. It is common to see the 

terms ‘women’s’ and ‘feminist’ used interchangeably and this can cause confusion. It is 

common in the feminist women’s film festival circuit to see the terms used strategically: the 

festival banner advertises a ‘women’s’ film festival yet closer analysis of the mission 

statement and selection criteria reveals a clear feminist strategy. One such example is the 

Women Make Waves (WMW) Film and Video film festival in Taiwan. WMW is the largest 

women’s film festival in Asia and was established in 1993 when Taiwan was going through 

democratization and change. The festival description explains the festival as coming ‘after the 

lifting of Martial Law in 1987, [when] social resistances that had long been suppressed began 

to break out, including feminist discourses and actions’ (Women Make Waves, n.d.). The 

description confirms that:  

 

Women Make Waves Film Festival came into being with the help of female 

filmmakers and Women’s Awakening a pioneer women’s movement organization. 
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The ‘waves’ these women wished to make, along with other ‘waves’ dashing to the 

shores of many social movement battlegrounds, have helped shape the diverse and 

highly democratized society of Taiwan today. (ibid.) 

 

There is however, a difference between work made by women and work made by women 

engaged with the project of feminism. By the mid-1990s Annette Kuhn states ‘it is essential 

to emphasize that the existence of more women film-makers does not in itself guarantee more 

feminist films’ (Kuhn & Radstone 1994, p. xi). Therefore, defining feminist film production 

as feminist cinema opens the field to look at feminist interventions in creative authoring, 

production, exhibition and distribution as well as cultural and political intervention.  

 

Women did begin making openly feminist films in the 1970s. These were mainly low-

budget independent films; nevertheless with so little film work representing the feminist 

imagination these works are valuable and need to be preserved. Early feminist film 

scholarship was initially preoccupied with analysing representations of women in film (Rosen 

1973; Kuhn & Radstone 1994; Haskell 1973; Cook 1978) and engaging with critical theory 

around psychoanalysis, the gaze and spectatorship, Marxism and semiotics (Erens 1990; 

Carson, Welsch & Dittmar 1994; Doane 1991; Mulvey 1975; Johnston 1975). Claire Johnston 

began to address the issues of ideology and feminist film production strategies in her 

landmark essay ‘Women's Cinema as Counter-Cinema’. Later, feminist film scholarship 

began to address issues of race, ethnicity, culture, class and sexuality. 

 

Julia Knight asserts that distribution has ‘until recently, been critically neglected, with 

scholarship tending to focus largely on the text’ (Knight 2012, p. 68). Scholarship on feminist 

and women’s cinema distribution and exhibition has not paid sufficient attention to the rapid 

shifts in contemporary media processes and practices (Van Hemert 2011). Feminist cinema, 
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and inevitably distribution, are essential to the establishment, maintenance and impact of 

feminist screen studies. The film texts that form the subject of this screen theory and on which 

feminist academic literature depends are at risk. Yet significantly, alternative feminist cinema 

exhibition institutions have attracted comparatively little attention from scholars. Why are we 

so careless with these creative production texts? It could be argued that it may well be, in part, 

an extension of the privileging of the written literary text. Another cogent argument could be 

made regarding the legacy, legitimacy and patriarchal culture of ‘the academy’. But 

importantly, it needs to be noted that specialised genres, including women’s feature film, are 

particularly vulnerable and at risk of disappearance. This issue also impacts on independent 

film and experimental work. These vulnerable genres are particularly dependent on a 

relationship with academics and activists. 

 

Politics of Exclusion  

It is over one hundred and twenty years since the invention of cinema and women still face 

enormous inequality when it comes to getting access to funding and opportunities to make 

films. This is especially problematic for women wanting to make dramatic feature films. This 

inequality is even more evident for working-class women, and particularly working-class 

women of colour, who are globally the least represented in participation in the creative 

leadership roles of director and screenwriter. Certainly education and technology have opened 

up possibilities in the last two decades, and a great deal of work is being produced in digital 

formats. However, this has so far excluded rural and working-class third-world communities 

of women. Debra Zimmerman has been the Executive Director of the successful distributor 

Women Make Movies since 1983 and Jackie Buet is the founder of The International 

Woman’s Film Festival and has been the director since 1978. Both claim that there is a lot of 

evidence that women produce most of their work in documentary and low budget productions 

(Barrett 2009). It is notable that ‘female documentary film-makers have achieved a level of 
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success that has eluded women in the fiction film business’ (Silverstein 2008, p. 1).58 This 

indicates that there is a discriminatory relationship between film finance and gender; women 

are very rarely awarded access to higher budget forms.  

 

In 2006, Sinclair, Pollard and Wolfe authored a revealing report for the UK Film 

Council, the ‘Scoping Study into the lack of Women Screenwriters in the UK’. It was the first 

report in the UK to look at gender and screenwriting. The report demonstrates that the 

‘statistics show screenwriters feature as one of the professions with the lowest representation 

of women: 

• cinematographers – 100 per cent were men  

• screenwriters – 83 per cent were male, 17 per cent female  

• producers – 81 per cent were male, 19 per cent female  

• directors – 80 per cent were male, 20 per cent female  

• editors – 62 per cent were male, 38 per cent female.’ (Sinclair et al 2006, p. 6) 

 

In regards to education and screenwriting, the report also shows that,  

 

women are no less motivated to study subjects of relevance to a career in 

screenwriting than men. However the data do show that women are slightly 

outnumbered by men in very specific (or accredited) screenwriting courses which are 

relatively new to the industry. Women make up approximately 40 per cent of 

                        
58 The only period in the history of the American film industry where women arguably participated on an equal 
footing with men was in the Pre-Code silent era, before cinema was recognized as big business and women were 
subsequently excluded. The restrictive censorship of the Hays Code was introduced in 1934 and was in operation 
until 1968. It could be argued that an unspoken code has followed. The Hays code strictly controlled the 
representation of women’s on screen behaviours as well as sex, violence, drugs and crime. The Pre-Code films 
are frequently concerned with sexuality, social issues and strong women roles, risqué subjects, rebellious heroes 
and heroines. This early censorship not only sought to control representation of subject matter on screen but also 
sought to control women’s behaviour by ‘upholding what they considered to be the American ideal of hearth, 
home and righteousness’ (Nelmes 2011, p. 27).  
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participants on these courses. (Sinclair et al 2006, p. xi)59 

 

The report also notes that ‘while little research has been conducted in the UK, international 

research shows a marked imbalance in the number of women working as screenwriters in a 

number of countries, including the USA, Australia and Denmark’ (p. 6). Lauzen’s 2015 report 

indicates only 7 per cent of women directed the top 250 films in 2015. Women screenwriting 

credits remain steady at 11 per cent of the top 100 films, 11 per cent of the top 250 films and 

rising only slightly to 15% of the top 500 films where the statistics on average plateau 

internationally across all Western cinemas.  

 

Sinclair et al concluded that ‘the implication for this study is that any problem that 

does exist for women screenwriters is not exclusive to the UK’ (p. 6). The report also notes 

that, 

 

by contrast, women make up a much larger share of employment in screenwriting in 

Australia. Australian Film Commission (AFC) analysis of Census data shows that in 

1996, 50 per cent of screenwriters in Australia were women but by 2001 this had 

fallen to 39 per cent. (p. 6) 

 

These statistics need to be approached with extreme caution as ‘this definition, however, 

covers screenwriters for all audio-visual industries and not film exclusively. Other research by 

the AFC (Australian Film Commission) indicates that women are under-represented in 

screenwriting for film’ (p. 6). The AFC ‘analyzed feature film credits from the past 30 years 

and found that of the 566 writers with a released feature credit, 77 per cent were male and 19 

                        
59 My own experience teaching screenwriting and film production in the key UK film schools and in numerous 
universities for over twenty-five years in the UK and in Australia indicates that women are keen, capable and 
talented participants. Producer Sue Maslin points out that Australian film schools in 2015 ‘have around 50% 
gender equity among graduates and there is no shortage of aspiring female composers, writers, directors, 
producers who are simply not getting the opportunities they deserve’ (Maslin 2015). 
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per cent were female (with 4 per cent unknown), and, of these credited writers, males were 

more likely than females to have multiple film credits’ (p. 6). The report also noted that none 

of the women had more than four credits.  

 

There is a perception that women working out of Australia do seem to be in a 

marginally better position and certainly are better off than being in the UK (Seger 1996 and 

2003). Lisa French points out that the ‘global perception of Australian film and television has 

been that it produces and supports women filmmakers’, a view she points out is ‘despite the 

reality that the participation of women in Australian audiovisual industries is much the same 

as it is globally’ (French 2015, p. 6). A more accurate and recent 2008 Australian Film 

Commission report analysing 100 Australian and co-production feature films from January 1 

2003 to December 31 2007 shows a very different picture. The report reveals that only 13 

films of the 100 produced ‘were directed by women with one film co-directed by a man and a 

woman’; that is 13 per cent women directors, (lower than the UK statistics). Only 16 features 

were written by women, and a further ten co-written by men and women; representing 16 per 

cent sole credits and a further 10 per cent co-credits. I analysed the 2011–2012 features 

investment slate by Screen Australia and found that the situation for women writers and 

directors is below the dismal statistics discussed from NZ, UK and USA.60 Between March 

2011 and March 2012 Screen Australia invested in twenty-seven feature productions, of 

which twenty-three had male-only screenwriters and directors and four with women 

writer/directors. That breaks down to three Australian women writer/directors, all first timers, 

and one French director, in a co-production and two co-screenwriters. Thus only four features 

                        
60 In this group, Jennifer Kent debuted with her first feature film as writer/director making a supernatural horror 
film. Also, debuting with her first feature was Catronia McKenzie, an indigenous Australian writer/director 
making a drama, and interestingly, another first feature director was Lynnette Wallworth, an installation artist 
making a ‘full dome’ feature for planetariums. The fourth woman director was the experienced French director 
Anne Fountaine. It looks like there may be a trend emerging toward using French women directors in co-
production deals, though it is too early to say yet: the ‘Co-Pro Program’ between France and Australia has been 
steady since France signed into the Partner Countries treaty in 1986. The Tree (2010) directed by French director 
Julie Bertuccelli was another Australian-French Coproduction. Jan Turner and Gina Riley represent two other 
women co-writers in the slate for Kath and Kim 2.  
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out of the twenty-seven had an input from Australian women resident writers, or 

writer/directors, an inclusion rate of only 15 per cent. I conclude that Australian women 

screenwriters and directors are equally submerged in the entrenched sexism of the film 

industry in the USA, Australia, UK and Europe. Clearly all of these reports reveal ‘that there 

is a stark imbalance in the proportion of women working as screenwriters for film’ (Sinclair et 

al 2006, p. 26). 

 

The Celluloid Ceiling 

Lauzen demonstrates in her annual 2014 and 2015 Celluloid Ceiling report that in Hollywood 

women accounted for only 11 per cent of writers working on the top 250 films. In 2009 only 8 

per cent of credited writers of the top 250 films were women. In 1980 only 1 per cent of 

credited writers of the top 250 films were women. While the statistics fluctuate over the 

thirty-six year period since 1980, what is of concern is that they have not improved over the 

last two decades. This suggests that there has been no meaningful engagement with equality 

and diversity by the film industry (in an era where even the most male-dominated areas, such 

as the US military for example, see higher percentages of women’s participation) (Department 

of Defence USA 2014). 

 

What is of great concern is the decrease in the already extremely low representation of 

women directors. Lauzen reports that in 2011 ‘women accounted for 5 per cent of directors, a 

decrease of 2 percentage points from 2010 and approximately half the percentage of women 

directors working in 1998’ (Lauzen 2012a, p. 1). This increased slightly in 2014 to 7 per cent. 

The 2010 report already showed the downward trend from 7 per cent women directors, which 

demonstrated a 2 per cent drop from 2009. As Lauzen’s report has demonstrated over the 

years, the ‘celluloid ceiling’ is not due to a lack of talented women directors, but to an 

ingrained prejudice within the film industry. This is verified by statistics and experiential 
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narratives of women film-makers (Sinclair et al 2006, p. 84); (Barrett 2009). The higher the 

production budgets the fewer women directors are represented—and even fewer feminist 

women directors. Kira Cochrane argues that the rampant sexism ‘facing female directors is 

structural and systemic, a tangled mix of sexism, cultural differences between men and 

women, and maternity issues … the film industry magnifies all this’ (Cochrane 2010).  

 

The Oscars 

Evidence of the entrenched sexism can be seen in the small number of Oscar winners among 

women screenwriters. The first woman to win a solo screenwriting Oscar was Francis 

Marion, in 1930 for The Big House; the second was Sonya Levien in 1955, as a co-writer of 

Interrupted Melody. A woman would not win the award again until Pamela Wallace in 1985, 

again as a co-writer, for Witness. The second solo female winner wasn’t until 1991, Callie 

Khouri for Thelma and Louise, followed by Jane Campion in 1993 for The Piano, Sofia 

Coppola in 2003 for Lost in Translation, and Diablo Cody in 2007 for Juno (Academy 2012). 

Women Make Movies reported that ‘male-helmed films had onscreen casts that were 29.3 per 

cent female. With women in the director’s seat, that percentage is 44.6 per cent. When all-

male writing teams wrote the screenplay, 28.1 per cent of the cast was women’ (Molly 2012). 

When more women write and direct, women are more visible. This indicates that over 90 per 

cent of representations of women on film are controlled and constructed by men. This actively 

extends the project of the Hays Code period through the unspoken code of phallocentrism.  

 

We see a similar picture when it comes to women directors. Since the Academy 

Awards were established in 1929, only four women have been nominated as directors: Lina 

Wertmüller for Seven Beauties in 1976; Jane Campion for The Piano in 1993; and Sofia 

Coppola for Lost in Translation in 2003. In 2010 Kathryn Bigelow became the first woman in 

the history of cinema to be awarded the Oscar for direction and also take away a second Oscar 
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for best picture for the hyper-macho war movie The Hurt Locker (Academy 2012). I was 

jubilant at yet another ‘women’s first’ achievement, but soon that jubilation died as I 

considered why it had taken so long for a woman to get to the top in the most male-dominated 

role in the film industry—the Director. It is important to contextualise gender achievement; 

the issue here is not tokenistic achievements by women but the engagement of a political 

consciousness and cultural intervention that will impact positively on the ongoing project of 

feminism. Bigelow has actively resisted being identified as a ‘woman’ director, which 

suggests that Bigelow might be anxious that any identification with women’s struggles in her 

field might diminish her achievement as a talented individual director. However, perhaps it is 

significant that the song that was played after her acceptance speech was Helen Reddy’s 1971 

hit I am Woman.61 The Oscar event is highly orchestrated and there is no doubt that Bigelow 

had agreed or even decided on the track that walked her away with the Oscar.  

 

Palme d’Or 

In contrast to Bigelow, Jane Campion is openly feminist and discusses her achievements and 

struggles as a woman screenwriter/director. Jane Campion is the only woman film-maker to 

have won the Palme d’Or, for The Piano in 1993. At the Cannes Film Festival in 2007 she 

showed a fantasy short film about a ladybug. The film shows a woman dressed up in an insect 

costume in a movie theatre and as she tries to extend her wings she is battered and swatted by 

the cleaner. She said it was a metaphor for women in the film world: ‘I just think this is the 

way the world is, that men control the money, and they decide who they're going to give it to’ 

(Doland 2007). This raises the question of how a feminist cinema industry has developed at 

all and how it continues to grow despite a lack of support from mainstream production 

finance. With the level of inequality in operation it is amazing that there are any feminist 

fiction features at all. Part of the problem of this under-representation and misrepresentation 

of women in the film industry is the forgetting of our own ‘herstory’ in film. 
                        
61 Helen Reddy’s song became the anthem of 1970s Feminism.  
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Oubliette—The Forgotten in Time 

An oubliette is defined in the Oxford English Dictionary as ‘a secret dungeon with access 

only through the trapdoor in its ceiling’. It originates from the late eighteenth century, from 

French, from oublier ‘forget’, or, as the plaque above the submerged hole in the floor of the 

dungeon of Warwick Castle oubliette states ‘the consciously forgotten’. It was here that the 

oubliette struck me, speaking to me through the past and rupturing the silence of my present. I 

stood before the oubliette, my body quivering with affect, then punctum, then emotion and 

finally intellect. Of course, it is impossible to consciously forget, but as the cruelty of history 

attests, it is attempted. The contradiction of the oubliette resonated within me. This encounter 

led me to think about how ideas and creativity outside the realm of authority are consigned to 

an oubliette becoming ‘consciously forgotten’. I thought about how women’s films and the 

screenplay form in becoming-film are consciously forgotten. 

 

In the short history of film we have seen many works by women hidden and lost from 

the record. These hidings are not just absences; they are not totally forgotten, but are 

submerged and can regain presence and emerge from the oubliette. However, fragmented 

objects emerging in a different time, place, space and context will not fully restore the woman 

screenwriter or film-maker. Film historians Monica Dall’Asta and Jane Gaines grapple with 

the chronotopic dilemma and concede ‘our training in women’s film historiography has taught 

us: that the motion picture objects and other physical remnants of the active presence of 

women in silent cinema are scattered pieces of a puzzle that we can never hope to complete’ 

(Dall’Asta & Gaines 2011, p. 8). Nature is reclaiming the thin paper pages left to rot in damp 

archives and combusting the nitrate celluloid from the first half of the twentieth century. 

Locked away in ‘oubliettes’ around the world are the forgotten; the disappeared evidence of 

women’s work in film.  
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Women’s film work has been repeatedly disregarded and lost in the archives, 

consigned to the consciously forgotten, and written out of history, even before their own 

death. One powerful example is Alice Guy-Blaché, who wrote and directed the first fiction 

film by a woman in 1895, and is considered by many to be the first person to script and direct 

a fiction film (Blaché 1986; Amaral 2007; Acker 1991; McCabe 2007; Simon 2009). She was 

the first woman to head a film studio, the sole director at the house of Gaumont Films until 

1905 and the first film-maker to systematically develop narrative film. One of the most 

prolific film-makers in history, Guy-Blaché directed ‘over 200 films between 1896 and 1920’ 

(Amaral 2007, p. 60), and was owner of her own film studio ‘Solax Studios’.62 Yet Guy-

Blaché spent the last years of her life desperately trying to convince everyone that she had 

accomplished any of what we now know to be true. Without the films as evidence, film 

historians hardly acknowledged her work and often contested her contribution. Alison 

McMahan addresses this frustration in her book Alice Guy-Blaché: Lost Visionary of the 

Cinema, noting, 

 

Guy herself had conducted an intensive search at various archives for her own films, 

first in 1927 and again in the fifties, both times without success. At the time of her 

death in 1968, she believed that most of her films had already been lost, except for 

three that Gerhard Lamprecht had found in Berlin in 1958. (McMahan 2002, p. xxx)  

                        
62 At the height of its success the Solax Studio was accidentally burnt down in a fire in 1914. The entire film 
negative was destroyed. Without insurance she was bankrupt. Her husband Herbert Blaché left her for a starlet 
and went over to the newly establishing Hollywood. Alice Guy-Blaché made her last film in 1920. Many women 
from the Pioneer period did not make the transition to Hollywood, which was then gripped by big business and 
the talkies. Alice Guy-Blaché returned to France to find that not only was her history erased and disputed but 
that her contribution to the rise of Gaumont had been written out of the Gaumont official history. Alice Guy-
Blaché made the first narrative film in 1895. She confronted Gaumont about this and promises to amend the 
official history were made but not followed through. In 1994, I went to Paris with Felicity Sparrow to the 
Gaumont vaults to find her work. The vaults were disorganized and the films not catalogued, the film cans 
rusting and hard to locate. Some survived. We located many of her early screenplays (scenarios) in the 
Bibiliotheque de l’Arsenal. We also interviewed her granddaughter and a number of people who knew her (on 
high 8 video format). Alice Guy-Blaché had a second career as a children’s book author. Fortunately she wrote 
herself back into being in her autobiography, which was finally published in 1986 (Blaché 1986; Amaral 2007; 
Acker 1991; McCabe 2007; Simon 2009). 
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McMahan notes that when she started her study of Alice Guy-Blaché in 1992, ‘about 40 films 

were known to exist. As a result of the efforts of many archivists and others like myself, the 

number now hovers at 110 (some in need of preservation) only two of which are feature 

length, from at least twenty two that she directed’ (p. xxx). Guy-Blaché’s contribution to film 

history was finally acknowledged in a major retrospective of her work at the Whitney 

Museum, New York in 2009 (Simon 2009).  

 

Thus, even with a high profile, and a successful career, women screenwriters and 

directors have had difficulty in being remembered and recognised. Dall’Asta and Gaines point 

out that the narrative of women’s participation in the film history of the silent Pioneer period 

has gone from ‘no women at all’ in the 1970s to ‘more women than at any other time’ in 2011 

(Dall’Asta & Gaines 2011, p. 3). Even as late as 1983,  

 

leading scholars had no knowledge of the hundreds of women working as writers, 

directors and producers not only in the silent era U.S. film industry but in Italy and 

Germany, in Britain and France as well as in Mexico, Brazil, and Chile, and especially 

in nations where we thought there could never have been any women as in the case of 

Egypt. (p. 3) 

 

Becoming Elvira  

Some recent archival finds have pointed towards the interest and value in unpublished or 

undistributed works by women. Elvira Giallanella, ‘a professional, working in the movie 

industry’ (Veronesi 2007, p. 73) was an Italian woman director and producer ‘who was never 

mentioned in previous accounts of Italian silent cinema and who suddenly made her way into 

feminist historiography after the discovery in 2007 of a 35mm print of her 1919 antiwar film 
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Umanità, in English, Humankind’ (Dall’Asta & Gaines 2011, p. 9). Indeed it seems that 

Umanità was never distributed, never shown, simply never seen in public, or even screened in 

Giallanella’s time. Dall’Asta calls the film ‘a unique example of a pacifist film shot by a 

woman in the immediate aftermath of WWI’ (p. 10). Similarly, Veronesi comments that the 

film depicts war ‘as a tragic and catastrophic experience, but also embodies the wish to 

surpass the trauma, and look upon the future in a fearless way’ (Veronesi 2007, p. 71). The 

film is also important for its creative innovation as ‘there is a specific interest of the directress 

in creating a fictitious world, a dream world, beginning from a mixture between reality and 

fantasy. What drifts from the fantasies of the sleeper into his dream is what he saw when 

awake, coming up again under a different shape’ (p. 76).  

 

The film was discovered in the archives by accident. Umanità was shown publicly for 

the first time in Bologna, in December 2007, as part of the event ‘Non solo dive. Pioneer del 

cinema italiano’ (p. 67). It is yet another example of generative, transformative affinities: in 

this case feminist film historians working with exhibitors and theorists. Liana Film was a 

production house based in Milan owned by Giallanella. There is evidence of other projects 

developed but not made. It appears that Giallanella did not get the opportunity to make 

another film. Hers is ‘a story of unfulfilled dreams, oblivion and failure: the story of Elvira is 

as well, and above all, the story of a woman, and, as for many other women, tenacity, passion, 

and farsightedness only let her go so far’ (p. 74). Elvira disappears from film history after 

1920. 

 

The chronotopic ironies of new discoveries impact on our understanding of women’s 

participation in film history. What is notable about Umanità is that ‘the very existence of 

Umanità exposes our own inability to even suppose the possible existence of such an object: 

an antiwar film produced and directed by an Italian woman in 1919’ (Dall’Asta & Gaines 



73 
 

 

2011, p. 10). Umanità finally found its audience 95 years after it was made. The emergence of 

women’s film work submerged in the archives and records signals that women’s film history 

needs more academic attention and it is in a constant process of becoming. 

 

Becoming Drusilla 

Another recent discovery is the African American woman Drusilla Dunjee Houston (1876–

1941). As with ‘many African American women writers swallowed up and languishing in the 

historical gap, Houston is one of the most prolific and all but forgotten African American 

women writers of the 20th century’ (Brooks-Bertram 2012, n.p).  Houston’s biographer, 

Peggy Brooks-Bertram, explains that Houston’s writings, 

 

 cross multiple literary periods including the race writers, the Black Women’s Era 

(1890–1900), and the Harlem Renaissance … Still, despite voluminous writings for 

more than four decades including editorials, pamphlets, poetry, elegy, screenplays and 

historical texts—Houston remains one of the most overlooked African American 

women writers in African American women’s history and is also one of the most 

important African American women in the American West. (Brooks-Bertram 2012, 

n.p.) 

 

Brooks-Bertram recently discovered that Houston wrote several screenplays: The Maddened 

Mob (1915) was ‘a response to Birth of a Nation’ and also The Klansman (1903) was a 

screenplay protesting against ‘the lynching of black men and women in Oklahoma’ (Gaines, 

Vastal & Dall'Asta 2011, p. 1). Her screenplays were, perhaps unsurprisingly, never 

produced; yet today even in their unproduced form, they would have immense creative and 

cultural value. Unfortunately there appear to be no extant copies of her screenplays. These 

documents would have given us a unique insight: the filmic vision of an African American 
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woman a hundred years ago. The fact that Houston conceived her critiques in the form of 

screenplays tells us how powerful she felt the medium was as a vehicle for raising social 

issues for African American people.  

 

It was not until 1972 that the first feature film screenplay written by a black woman 

was finally produced. The screenwriter also wanted to direct the film but was refused that 

right. That woman was the legendary Maya Angelou (Brown Agins 2013, p. 78) and her 

screenplay was Georgia, Georgia (Angelou 1972). Angelou was unhappy with Stig 

Bjorkman’s (Bjorkman 1972) direction of her screenplay and she decided to study film 

making in Sweden (Brown Agins 2013, p. 78) but she had to wait another twenty-six years 

until she was aged 70 before she was given the chance to direct her first and only feature film 

based on Myron Goble’s screenplay Down in the Delta (Goble 1998a). 

 

Clearly there is a wealth of creative capital in the archives, including women’s 

screenplays that occupy a rich untapped resource on the threshold between the written and the 

produced. These archives are a valuable resource allowing researchers access to material by 

women screenwriters, but with the understanding that these records are not complete and in 

some cases in danger of being lost due to lack of attention and preservation. Yet, virtually no 

academic attention is paid to the screenplay text of a produced or unproduced screenplay. 

This privileging of the film text over the screenplay text as an object of study suggests an 

uncritical acceptance that the film industry investors are the rightful arbiters for peer 

reviewing a screenplay.  

 

Preserving Women 

Fortunately, many women’s screenplays are catalogued and preserved and this has been in 

large part due to two women. Firstly, Margaret Herrick, who was the Academy of Motion 
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Picture Arts and Sciences first volunteer librarian from 1931 whose position was formalised 

in 1936, and in which she remained until 1971. Herrick set up ‘the foundation for what is 

considered to be one of the world’s finest film-related libraries … and oversaw the 

transformation of the annual Oscar ceremony into a major televised event’ (AMPAS 2012). 

The library was renamed in her honour when she retired in 1971. The library holds over 

11,000 scripts and unpublished screenplays including thousands of produced screenplays 

spanning from 1910 to the present date (including the Anita Loos collection). The library has 

been actively collecting foreign language screenplays and screenplays from around the globe. 

The library keeps a database of screenplay holdings known as the Motion Picture Database 

providing information about the location of over 20,000 film scripts.  

 

Another key woman in the preservation of screenplay archives is the screenwriter 

Gene Gauntie. Her part in the preservation of screenplays was inadvertent and ironic. Gene 

Gauntie was the scenarioist who adapted Ben Hur (1907) for Kalem Films. Kalem Films had 

failed to clear the copyright from the author Lew Wallace. In an historic test case, the Wallace 

estate ‘contested that this had been a breach of its author’s copyright. … The Wallace estate 

won the case and Kalem paid out $25,000 for its oversight’ (Franke 1994, p. 5). At the 

beginning of the twentieth century this was a vast amount of money. The outcome of the case 

led to the 1911 ruling that film producers ‘were legally bound to lodge materials related to 

their films at the Copyright Office at the Library of Congress in Washington, DC’ (p. 5). This 

development legislated that copyright of an author’s original work (for example, a novel) 

must be recognized by the film producers. This led to another outcome; the legislation also 

established ‘scenarioists’63 (screenwriters) themselves as legitimate creators of their own 

work. Authors of ‘Motion picture photoplay’64 and scenario writers (screenwriters) began 

                        
63 Kevin Brownlow defines the term ‘scenario’ thus: The word ‘scenario’ replaced today by the term screenplay 
did not mean shooting script. It was the sequence of scenes; the story told in visual terms, originally devised to 
explain as clearly as possible what its author has in mind (Brownlow 1976, p. 276). 
64 The copyright law was amended in 1912 and two new categories of registration were developed: Class L 
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asserting their own copyright (and credit system) to protect their original and adapted 

screenplays. The copyright legislation, 

 

forced the film companies to openly declare the hitherto usually anonymous authors of 

their scenarios in order to prevent lawsuits, that is, it was instrumental in the creation 

of acknowledged film-writing staffs. It also established that literary sources are not in 

the public domain. And, more to the point … it helped bring about the Copyright Law 

of 1912, which legally recognized and thus protected motion pictures. (Martin 1987, 

microfiche vi) 

 

Since 1911, the USA ‘Copyright Office conserves these film scenarios in its vaults. But the 

pages are beginning to fade now, the mimeographed words becoming less distinct’ (Franke 

1994, p. 5). Lizzie Franke reveals in her book, Script Girls ‘that half of those 25,000 scripts 

stored away in the Library of Congress Copyright Office were written by women’ (p. 6). 

Franke asserts that her claim of those figures ‘is commonly agreed upon’ (p. 27).  

 

Ironically, the contention over copyright and wages and conditions for working 

screenwriters also paved the way for another potential catalogue for screenplays and scripts. 

The Writers Guild of America was formed out of two Labour Unions representing writers on 

                                                                       
(motion picture photoplays) and Class M (motion pictures not photoplays). Class L is further defined by the 
addition of a P or U after it. Although based by analogy on the book terms published and unpublished, with film 
the letters P and U refer to the release (P) or non-release (U) of the film at the time of its registration with the 
Copyright Office. Two copies of each film were to be submitted. However, it soon became apparent that the 
Library had neither the expertise nor the storage space to handle the highly inflammable nitrate film. 
Consequently, the Library began a policy of processing copyright registrations for films within one day of 
receiving them, and then returning the films to their producers, and retaining instead the other related material, 
especially press books, scenarios, synopses, credit sheets, or photographs. Because of this policy, the Library of 
Congress's film copyright deposits from 1912 to 1942 (when other policies, including the retention of films, 
were instituted) include an enormous number of fascinating scenarios and other materials but, unfortunately, few 
films. (The Library does, of course, have a fine collection of films obtained by means other than copyright 
deposit.) Ironically, some 3,000 of the films deposited in paper rolls from 1894 to 1912 survive as the Paper 
Print Collection, having been copied from paper to film in a specially developed process, mostly during the 
1950s. They present a gold mine of very early film treasures. But, regrettably, many silent films are now gone 
forever; considered obsolete with the coming of the “talkies,” they disappeared one way or another: destroyed as 
a fire hazard, sold for the silver obtainable from the film's emulsion, or simply disintegrating with the passage of 
time (Martin 1987, p. vi).  
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the East and West coasts. The union established a script registration service to protect its 

members’ intellectual property rights. The Screen Writers Guild (SWG) was founded in 1921; 

in 1954 five different writers’ representation groups formed together to establish the Writers 

Guild of America (WGA 2012). The Union is very powerful and has a history of effective 

strike action (1960, 1988, 2007–8). This model now has global affiliates, for example the 

Australian Writers’ Guild was established in 1962, the Writers’ Guild of Great Britain 

(WGGB 2012) was established in 1959. All of these affiliates have a script registration 

service. While these organisations may not capture the work of all screenwriters, they do 

provide a representative catalogue of writers who are actively engaging on a professional 

level. 

 

Silencing Women 

While film history shows us ways in which women’s voices were preserved, soon after the 

heyday of the Silents other developments emerged which led to the sidelining and silencing of 

women’s influence on film. In 1927 the first ‘talkies’ appeared, and sound silenced women 

screenwriters along with other women in behind-the-camera departments.65 Ann Martin and 

Virginia Clark tell us in What Women Wrote: Scenarios, 1912–1929 of the demise of 

women’s participation in the movies: 

 

Along with the advent of sound came the development of big business interests and 

the increasing unionization of the film industry. The industry's structure became more 

codified and rigid; women were no longer able to rise so quickly to positions of 

authority, nor indeed to move so easily from one function to another, actress to writer 

to director. On-screen they maintained, even increased, their status; off-screen their 

                        
65 The first sound film to use synchronized dialogue was the Jazz Singer in 1927—‘premier Oct. 6 by Warner 
Bros., using the Vitaphone sound-on-disc method.’ This signaled the birth of the ‘talkies’ and a technological 
change: ‘silent film studios became obsolescent, and new investments had to be made for expensive new 
equipment, technological innovations, and soundproofed stages. By 1930, the silent movie had practically 
disappeared, and by the mid-1930s, film industry studios had become sound-film factories’ (Dirks 2012). 
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influence faded. (Martin 1987, p. vi) 

 

The rise of cinema as big business combined with the stock market crash of 1929 and the 

subsequent Depression created the ideal conditions for the return to traditional values that 

drove women out of screenwriting and directing.66 Karen Mahar asserts that women ‘became 

marginalized as the film industry became a Wall Street-defined, vertically integrated 

business’ (Mahar 2006, p. 8). In her insightful economic analysis of the market forces in the 

development of the American film industry and the establishment of the centralized 

Hollywood studio system Bobbie Lucas notes that between 1925 and 1930 ‘invested capital 

increased by 10 fold’ (Lucas 2015, p. 42). Lucas concludes that ‘the establishment of the 

Hollywood studio system resulted in a centrally controlled monopoly that kept the industry’s 

power in the hands of a few male businessmen, destroying the independent, woman-friendly, 

creative atmosphere that was possible during the silent era’ (Lucas 2015, p. 46). However, 

there is another important issue that contributes to the silencing of women at this time and that 

is the introduction of censorship in the form of the Hays Code in 1934, which endured until 

1968.67 In Hollywood, the threshold years between the silent period and the talkies mark a 

critical boundary in the change from the Pre-Code era through to the introduction of the Hays 

Code. The Pre-Code years make an interesting study for feminists as a unique time when 

women wrote more produced screenplays than any other time in the history of Hollywood. 

Jule Selbo explains how Pre-Code films are frequently concerned with sexuality, sexual 

equality, social issues, strong women, risqué subjects and rebellious heroes and heroines 

(Selbo 2011, p. 27). After intense lobbying by religious groups that claimed the movies were 

encouraging bad behaviour, the US government threatened to introduce censorship laws. This 
                        
66 Lucas notes that ‘The Great Depression explains another reason for the Studio era’s lack of women’ 
explaining how the film industry responded to the crisis with ‘traditionalism, emphasizing historically traditional 
gender roles’ (Lucas 2015, p. 43).  
67 The Hays Code ruled in its General Principle No 1: ‘No picture shall be produced which will lower the moral 
standards of those who see it. Hence, the sympathy of the audience should never be thrown to the side of crime, 
wrongdoing, evil or sin’. (Ibid.) In section II .I Sex the representation of sex and marriage, ‘the sanctity of the 
institution of marriage and the home shall be upheld. Pictures shall not infer that low forms of sex relationship 
are the accepted or common thing’ (Hays 1930–1967). 
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early censorship not only sought to control representation of subject matter on screen but to 

control women’s behaviour by ‘upholding the American ideal of hearth, home and 

righteousness’ (p. 27). Selbo outlines how the varied and radical subject matter explored by 

Pre-Code women screenwriters like ‘Frances Marion, one of the most highly regarded writers 

in the MGM stable’ (p. 30), enjoyed artistic freedoms not seen since by women.68 After the 

enforcement of the Hays Code, ‘the characterization of the American female changed 

dramatically … it could be argued that among the narratives that came under the closest 

scrutiny were those concerning the role of the female and her desires’ (p. 36). Many Pre-Code 

films were lost, abandoned or retrospectively banned, as they did not meet the censorship 

approval. Importantly, many of these films were ‘female-driven Pre-Code films’ (p. 39).  

 

Selbo estimates that there is a five-year window in the Pre-Code late 1920s to early 

1930s that suggest that ‘a realistic portrayal of the evolving American female was aspired to 

and embraced in film narratives’ (p. 41). Selbo argues that the Code, which was largely 

written by religious reformers, ‘forced the screenwriters’ portrayal of a strong independent 

female underground for nearly two decades’ (p. 24). During the period of the Hays Code 

women writers and directors were virtually excluded from participation and women’s film 

ideas were submerged. As Marsha McCreadie notes in her book Women Screenwriters Today, 

‘the movie writing business generally has been a shutout for females’, noting that by the early 

1950s ‘Virginia Kellogg was the only female member of the Writers Guild’ (McCreadie 2006, 

p. xiii). It is interesting to note that around 1968, as second-wave feminism began to emerge 

and despite the gains made by the women’s liberation movement, this did not, as McCreadie 

and Lauzen note, translate into a significant increase in employment for women screenwriters 

and directors working in the film industry. In fact, Denise and William Bielby state in their 

report commissioned by the Writers Guild of America, ‘The 1998 Hollywood Writers’ 
                        
68 Marion was given the freedom to submit scenarios that reflected her own interests, explored the rights of the 
single father, alcoholism, women leaving marriages to find satisfaction and sense of self, prison riots, living 
conditions, fatal attraction, the class system, sexuality (Selbo 2011, p. 30). These films were all box office hits.  
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Report: Telling Our Stories’, that ‘over the past two decades, women and minorities have 

made advances in almost every profession. Writing for film and television is a stark 

exception’ (Bielby & Bielby 1998, p. 8). They go on to describe how ageism is also rife in the 

screenwriting industry and that ‘the relentless pursuit of younger audiences has eroded career 

opportunities for many older writers’ (meaning anyone over fifty) (ibid.). Bielby and Bielby 

conclude that ‘white males dominate the telling of Hollywood’s stories’ (ibid.). The Bielbys’ 

report further substantiates the research of Lauzen, who also points out that women’s 

participation in every other industry has demonstrated an increase in the last few decades 

except in the film industry. This situation doesn’t appear to be changing; the ‘2016 

Hollywood Writers’ Report’ confirms that overall trends in the film sector ‘found stagnation 

for both women and minority writers as neither group had gained any ground on their white 

male counterparts. As a result, both groups remained seriously underrepresented among the 

corps of writers in both sectors’ (Hunt 2016, p. 11).  

 

These indicators further confirm reports from New Zealand (Evans 2008a), the UK 

(Sinclair 2006), and Spain (Perez Millan 2003). This combined evidence clearly indicates that 

the film industry internationally is engaged in an engineering exercise of phallocentrism. The 

challenge of the woman/feminist screenwriter encountering the screenplay text and attempting 

to write herself into film is explored in the next chapter, where I engage with the challenge to 

the ‘submerged’ woman/feminist screenwriter. 
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Chapter Three 

 

The Liminal Stage—The Challenge of the Submerged Woman Screenwriter  

Investigating screenwriting as process and performance through the lens of autoethnography 

enables the screenwriter to utilize the self and one’s own work as discovery. As a creative 

practitioner it is impossible for me not to give voice to my own experience in confronting the 

submerged woman—as film-maker, screenwriter, academic and PhD candidate. What brings 

together the creative screenplay with the preceding elements of exegetical consideration of 

theory and historical context is my praxis—the autoethnographic account of my process and 

performance as screenwriter. Caroline Ellis defines autoethnography as an ‘approach to 

research and writing that seeks to describe and systematically analyze (graphy) personal 

experience (auto) in order to understand cultural experience (ethno)’ (2010, p. 1). Suggesting 

this method ‘challenges canonical ways of doing research and representing others’, Ellis 

approaches research as ‘a political, socially-just and socially-conscious act’. A researcher 

therefore ‘uses tenets of autobiography and ethnography to do and write autoethnography. 

Thus, as a method, autoethnography is both process and product’ (Ellis 2011, p. 1). Using the 

methodology of autoethnography in this chapter, I am exploring reflexivity in the creative 

process. Autoethnography both acknowledges and understands the value in subjectivity, 

allowing me to reconcile conflicting issues raised by creative research and academic 

paradigms. Several aspects of my own experience and the creative practice are necessarily 

bridged by the autoethnographic methodology.  

 

The self as subject draws on reflexive and autoethnographic research methods. Tami 

Spry writes ‘autoethnographic performance creates a space for the detached voice and the 

“profane” body to dialogue reintegrating the head and the heart into academic writing, and 

challenging the construction of master narratives’ (Spry 2001, p. 720). Spry echoes the 
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challenge by Cixous to contest the conventional patriarchal modes of writing and being: 

 

Censor the body and you censor breath and speech at the same time. Write your self. 

Your body must be heard. Only then will the immense resources of the unconscious 

spring forth. (Cixous, Cohen & Cohen 1976, p. 880) 

 

Cixous suggests that through écriture féminine we can discover holistic methods where 

writing is an apt metaphor of becoming. Louise DeSalvo, reflecting on her own writing 

performance as a healing process, observes how ‘healing flashes of insight often came, too, 

when, during a day’s writing, trying to link current feeling with past event, I stumble into a 

“moment of being” that I had forgotten. Often it was one that signified much’ (DeSalvo 1999, 

p. 5). Discussing the process of screenwriting, Phillip Parker reminds us that screenwriting ‘is 

an emotional as well as a practical activity. For narratives to work they must engage people’s 

emotions’ (Parker 1999, p. 15). Here Parker is making the connection between the writer’s 

emotions and the emotion that bleeds through the text, to the audience. Similarly, Dancyger 

and Rush acknowledge that the screenwriter needs to ‘infuse the script with details that mean 

something to you and with language that allows your emotions to speak’ (Dancyger & Rush 

2007, p. 378). Nonetheless, emotion still needs to be channelled through the screenplay form, 

and embracing the limitations and complexities of the screenplay text is the screenwriters’ 

challenge. Screenplay composition and form have changed a lot over the last hundred years 

but the ‘craft skill’ and ‘rules’ that industry clings to are nonetheless conservative and 

restrictive. Kathryn Millard points out that other more traditional forms of creative writing 

such as, 

 

the novel, short story and essay have continued to evolve and change, incorporating 

new structural approaches, styles and syntax and expression, even sketches, 
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photographs and notes. Yet much of the film industry still insists on a rigidly 

prescribed document formatted in Courier 12—a font designed in the 1950s to 

resemble letter forms from the late nineteenth century, when the typewriter was 

invented. (Millard 2011, p. 144) 

 

Since the late 1980s there has been a great deal of work published about how to write 

screenplays. Most of these books focus on the craft of screenwriting and the structure of 

screenwriting. Jill Nelmes reiterates that there ‘has been a meagre amount of published 

academic work which analyses the screenplay itself. There is a growing recognition of the 

paucity of research on the subject and an acknowledgment of the importance of the screenplay 

form itself which exists independently from the film’ (Nelmes 2011, p. 1). Even less attention 

has been focused on the relationship between the screenwriter and the writing process. In this 

exegesis I offer a contribution towards understanding this process by demonstrating insight 

and understanding into my personal approach to feminist writer-director led screenwriting. I 

focus here on autoethnographical, fictocritical and reflexive strategies for writing screenplays 

and explore how acting techniques might offer useful resources and methods for 

screenwriters. 

 

Ficto-Critical and Reflexive Strategies 

Helen Flavell defines ‘ficto-criticism’ as transgressive ‘texts that blur the distinction between 

creative and critical writing’ (Flavell 2009, n.p). She argues that engaging ficto-critical 

strategies is a political mode of literary intervention. Heather Kerr reminds us that ‘ficto-

criticism’ flourished in the Australian creative writing community as a response to the essays 

of feminist critics such as Cixous and Irigaray (Kerr 1998). Ficto-criticism explicitly rejects 

the separation of analytical criticism and creative fiction by combining them. 
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The use of autoethnography, self-reflexive writing and ficto-criticism, allows an 

exploration of my own experiential research as an active subject engaged with feminist 

screenwriting practices. The reflexive method of enquiry ‘examines praxis (theory that 

inspires action and action that informs theory) allowing the researcher to also be active 

‘participant’ allowing the reflections, thoughts and life experience of the researcher to inform 

the work of the researcher’ (Scorza 2004, p. 1). Praxis (action) was a term first used by 

Aristotle who advocated ethical action upon conditions in order to change the conditions. 

Aristotle pointed towards responsible human action, reminding us that actions ‘begin with a 

choice’ (Aristotle 2006, p. 74). In Book III of the Nicomachean Ethics Aristotle advocates 

that praxis is the outcome of responsible personal voluntary choices (Aristotle 2009). Praxis is 

conscious research in action. This links back to the personal and brings the slogan ‘the 

personal is the political’ back into the creative writing realm, allowing women,  

 

 to reclaim ourselves and our histories. New selves form within us as we tell and re-

tell our stories and when we write them down. When we use our own stories, or those 

of others, for research, we give testimony to what we have witnessed, and that 

testimony creates voice. (Etherington 2004, p. 9) 

 

Coming to Character—Becoming Character 

Andrew Horton’s discussion of ‘character as process’ (Horton 1994, p. 27) and in turn 

Mikhail Bakhtin’s theory of the ‘polyphonic’ character (Bakhtin 1984, p. 67) open up the 

hero/character and resist fixedness by enabling the character to become ‘the sum total of his 

consciousness and self consciousness’ (Horton 1994, p. 27, original emphasis). Here Horton 

usefully connects a Bakhtinian approach to writing character. This concept is foreshadowed 

by Constantin Stanislavski’s acting ‘system’ which explores the creative process, as laid out 

in his classic acting trilogy, An Actor Prepares, Building A Character and Creating A Role. 
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This ‘system’, intended primarily for actors approaching characters, can be adapted to 

accommodate the needs of a writer creating characters in the development of a screenplay. 

This facilitates an investigation of screenwriting as process and performance through the 

writer as active agent. 

 

I argue that the writer is the first person ‘to come to character’. Positioning the writer 

as performative allows the writer to use Stanislavski’s technique of ‘emotion memory’ 

(Stanislavski 1936, p. 182) as a generative technique to come to character in the creative 

process of becoming-screenplay. Stanislavski’s system of ‘emotion memory’ is the technique 

he developed to find the emotional response to a situation that the actor had not experienced 

directly. The technique involves accessing and utilising the subconscious as a resource. In 

discussing this technique he describes the threshold experience of the actor coming to 

character: 

 

When he reaches the region of the subconscious the eyes of his soul are opened and he 

is aware of everything…. He is conscious of new feelings, conceptions, visions, 

attitudes, both in his role and in himself. Beyond the threshold one’s inner life, of its 

own accord, takes on a simple, full form, because organic nature directs all the 

important centres of our creative apparatus. Consciousness knows nothing of all this: 

even our feelings cannot find their way round in this region—and yet without them 

true creativeness is impossible. (Stanislavski 1936, p. 304) 

 

Finding what Stanislavski called the ‘magic if’ enables the actors to ask themselves ‘what 

should I do if this really happened?’ (p. 159). What would ‘they do if they were the character, 

“if” they found themselves in these circumstances?’ (p. 158). The ‘magic if’, or a similar 

question is what creative writers constantly ask of characters, but the difference here is that I 
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am inviting the writer/other into the rehearsal space, to be and become character(s). 

Repositioning the author from a place of privileged authority to a place on the shop floor, 

working-creating-authoring through praxis challenges the monoglossic fixed-text narrative 

perspective of the dominant patriarchal screenplay text69—deterritorializing and 

reterritorializing the screenwriter herself. 

 

Acting theorist Rhonda Blair discusses the self as a resource for the creative state, 

suggesting ‘self is resonant with character. For Stanislavski, an actor successfully embodies a 

character when she successfully creates’ (Blair 2008, p. 60). This is what Stanislavski saw as 

‘the fundamental of our art’ which ‘is the life of a human spirit’ articulated in a ‘beautiful 

artistic form’ (Stanislavski 1936, p. 14). Or, as Blair puts it, ‘in more clinical terms, self and 

characters both refer to the entity that has an awareness of her self, whether in terms of her 

sense of existing in the world proper or in the world of play’ (Blair 2008, p. 60). In clarifying 

Stanislavski’s concept of ‘creative will’ Blair relates how Stanislavski was influenced by 

French psychologist Théodule Ribot's concept of ‘Affective Memory’. In La Psychologie:  

 

Ribot describes the close relationship of sensory memories to memory of emotions, 

and specifically uses the word sensibilitié in his discussion. Stanislavsky’s encounter 

with this work led him to realize that an act of creative will could be married to the use 

of affective memory, i.e., the memory of a situation could be connected to a desired 

feeling state, as a means of connecting the actor to the character’s life. (Blair 2008, p. 

30) 

 

Joseph Roach argues that ‘through conscious means … we reach the subconscious’ (Roach 

                        
69 The latest statistics published in 2017 attest the domination of male screenwriters and the continuing exclusion of women 
screenwriters from film finance and production. Martha Lauzen’s 2017 Celluloid Ceiling report demonstrates that in 2016 
men wrote 86% of the top 500 feature film, 87% of the top 250 films and 89% of the top 100 films produced in the USA 
(Lauzen 2017). These statistics demonstrate a mere 1% improvement in the uptake of women screenwriters since 1980 
despite recent high profile media campaigns to highlight gender inequality in the film industry. 
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2002, p. 166). He observes ‘the most notorious concept in the subjective aspect of the System, 

is affective memory or memory emotion’ (p. 166). That is, through affective memory we can 

call up elements of the subconscious from our inner depths of previously experienced 

emotions and regenerate them. 

 

Roach further suggests that this echoes Denis Diderot’s70 description of his inner 

model of memory: ‘the sound of a voice, the presence of an object, a certain place, and 

behold, an object recalled—more than that, a whole stretch of my past—and I am plunged 

again into pleasure, regret, affliction’ (Diderot 1964, p. 24 as cited in Roach 2002, p. 209). 

Stanislavski said ‘time is a splendid filter for our remembered feelings—besides it is a great 

artist. It not only purifies, it also transmutes even painfully realistic memories into poetry’ 

(Stanislavski 1936, p. 163). Stanislavski combines memory with imagination to refine 

memory by ‘being reordered through imagination into new sequences’ (Roach 2002, p. 210). 

Whilst Stanislavski himself later saw the limitations of his method for actors, it is useful to 

revisit this work for the screenwriter who is not limited by the expectations of physical 

performance on stage or screen.71 Later in the process the writer/director or director 

encounters the need to bring into being the reanimation of the text into performance. 

However, my concern here is the screenplay text itself. I use ‘emotion memory’, and écriture 

féminine as techniques to come to character in the process of writing the screenplay. The 

characters emerge through the research with the screenwriter into the screenplay through the 

                        
70 It was Denis Diderot who coined the term the ‘fourth wall’ in 1758 in his writings Discours de la Poesie 
Dramatique (Diderot 1758) ‘When you write or act‘ … ’think no more of the audience than if it had never 
existed. Imagine a huge wall across the front of the stage, separating you from the audience, and behave exactly 
as if the curtain had never risen.’ It is interesting that he uses ‘write or act’ bringing the connection between the 
two performative functions. Also of note is his ‘concept of the dramatic tableau’ that ‘was first articulated in 
clear and coherent fashion by Denis Diderot in the Entretiens sur le Fils naturel (1757) and the Discours de la 
poésie dramatique (1758). For Diderot, however, it is precisely the appeal to the senses embodied in the stage 
tableau that confers on drama the power fully to engage the imagination and the emotions of the spectators, and 
thus render them more susceptible to the moral and improving intentions of the play’ (Worvill, 2010, p. 152).  
71 Stanislavski later realized that an actor tapping into ‘emotion memory’ did not always translate through into 
the physical presence required in acting. He developed his method of ‘physical actions,’ where the actor 
performed a physical act to create the emotional response for the character. This technique enabled actors to 
consciously locate and recall and reform their subconscious emotions through movement (Stanislavski 2008, p. 
512). 
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process of the screenwriter performing writing.  

 

Self as Active Agent  

I combine ‘emotion memory’ with autoethnography as a method of exploration of the 

tensions between my ‘being self’ in the sense that Bakhtin suggests in Towards a Philosophy 

of the Act (Bakhtin 1993), and my ‘dialogic self’ that emerges through the subsequent creative 

work. According to Dorothy Hale, Bakhtin’s term ‘internal dialogism’ allows us ‘to denote 

the ability of different ideological discourses to distinguish themselves in a shared, 

overarching language—whether that overarching language is considered on the scale of a 

social group, a profession, a region, a nation, or an art work such as the novel’ (Hale 2006, p. 

450). Hale explains that Bakhtin ‘encourages the reader to notice not just the variety of social 

discourses activated in the novel but the novelist’s own attitude to these discourses’ (p. 450). 

Hale asserts that language for Bakhtin is ‘not simply a container for social identity but is itself 

an ideological agent’ (p. 451). Roxanne Fand, in a discussion about dialogism and 

subjectivity in the works of Woolf, Lessing and Atwood, points out that the ‘success of 

dialogism lies in its contextualization of the process, which is why this [Fand’s] analysis of 

the authors’ lives and the contexts of their works emphasizes the content as well as the formal 

configuration of their discourses’ (Fand 1999, p. 199). This is to acknowledge the 

transitioning of self through the layers and levels of text. 

 

Hypotext and the screenplay The Pyjama Girl  

Stam explains that ‘intertextuality is a valuable theoretical concept in that it relates the 

singular text principally to other systems of representation’ (Stam 2000, p. 205). Genette’s 

more inclusive term is transtextuality. Stam defines hypertextuality as Genette’s fifth type of 

transtextuality: 
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Hypertextuality refers to the relation between one text, which Genette 

calls ’hypertext,’ to an anterior text or ’hypotext,’ which the former transforms, 

modifies, elaborates, or extends. In literature … the hypotexts of Joyce’s Ulysses 

include the Odyssey and Hamlet. (Stam 2000, p. 209) 

 

The hypotexts of the screenplay The Pyjama Girl are Philomela’s Grecian myth,72 the murder 

mystery detective film genre and the research sources for the true crime of the original story. I 

use elements inspired by the Philomela myth to mobilise a feminist intervention in the crime 

and detective genre to adapt the true-crime research, which in turn is in dialogue with the 

Philomela myth. Stam states that ‘all the texts in the series operate transformations on pre-

existing texts.’ (p. 209). This concept has interesting ramifications if applied across the 

boundaries of script to screen, of screenplay becoming-film. The process transforms the 

screenplay text into the filmic text, and by doing so it crosses across intertexts. Is the 

director’s réalisation of a screenplay into a film part of the ‘intertextual transformation’ that 

Stam proposes? As a writer/director I suggest this is the case; as a director I am adapting text 

into the performative and the technical process. Stam rightly notes that ‘hypertextuality calls 

attention to all the transformative operations that new text can operate on another text’ (Stam 

1992, p. 209). If we apply the concept of hypertextuality across texts and through the lens of 

the creative process, then we can foreground the screenplay and reveal the screenplay as an 

intervention of intertextuality. The screenplay is a threshold text that shares a similar 

generative potential and mode of being as an architect’s plan, a musical score and the theatre 

play. However, as there is no established publication culture for unproduced screenplay texts 

this means the value, visibility and beingness of the screenplay is submerged, jeopardised and 

devalued as a cultural text.  

 

In my creative practice, I have engaged with hypotexts, myth and mythic stories in 
                        
72 In various accounts and adaptations of the myth Philomela is sometimes known as Philomena or Philomel. 
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order to reshape and reclaim story as a space to explore women’s condition. This is first 

evidenced in my film An Epic Poem (Barrett 1982; Cook 1982). In An Epic Poem, I critiqued 

the construct of gender by using the Roman and Greek myths of Venus and Aphrodite and the 

Sapphic Poems with historical references to the Suffragettes’ fight for the vote as well as art 

history. The film was made in direct response to Claire Johnston’s article ‘Women’s Cinema 

as Counter Cinema’ (Johnston, 1975). The screenplay The Pyjama Girl also draws on mythic 

allusions. 

 

According to barrister Robert Flach, the real name of the Pyjama Girl was Philomena 

Anna Morgan (personal communication). When I discovered this I immediately thought of 

the Philomela myth and I began to draw parallels between the two stories. It fitted with the 

feminist themes that I was exploring: the struggle to find voice, to give voice, to have voice, 

to expose the perpetrator. The myth has a number of reworkings, for example, as The Birds, 

the comedy play of Athenian poet Aristophanes (450–385 BC), who rewrites the classical 

myth of Philomela. Titus Andronicus is Shakespeare’s reworking of Philomela’s story from 

Ovid’s Metamorphoses Book VI, which tells the story of how Tereus lusts after Philomela:  

 

But Tereus,  

though Philomela has retired, lusts: 

he can recall her face, recall her hands, 

her gestures, and at will imagines what 

he’s not yet seen; and in himself he feeds 

the flames—his torment will not let him sleep. (Mandelbaum A (trans.) 1995, 

p. 196)  
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When Philomela rejects Tereus, he drags her into a forest and rapes her. He cuts out her 

tongue so she can’t tell anyone. Tereus returns to her sister Procne, telling her that Philomela 

is dead. However, Philomela cleverly weaves a tapestry and writes the true story into the 

textile and has it sent to Procne. The sisters meet in the forest and together they plot their 

revenge. In Titus Andronicus, Shakespeare substitutes Philomela for the character Lavinia 

who is raped and has her tongue and her hands cut off. Lavinia, using a stick held in her 

mouth and guided by her stumps, reveals the identity of her rapists by writing their names in 

the sand. The recurring theme here is of silenced women writing the truth about their 

experiences. In my reworking of the Philomela story I allow the inscription of her murder to 

speak through her body, which is eventually ‘read’ through forensic science. Philomena is 

silenced by death, but she speaks through the evidence of her body.  

 

The Body that Speaks 

Indeed, it is this ‘body that speaks’ at the centre of The Pyjama Girl that has continued to 

move me and generated my intense interest in the case: the image of the preserved submerged 

body of the young woman murder victim. Amongst the research material I came across was a 

set of photos, which immediately struck me physically with affect and then with the after-

affect of emotion. I was touched; the woman suddenly represented every woman who had 

been murdered. I was immediately struck with deep empathy and felt obligated and compelled 

to tell her story. I became a detective researcher uncovering conflicting evidence of identity 

through the protracted events that kept her body in formalin for ten years. I was fascinated by 

the resilience of the mystery, and wondered why it remained prominent in the press for over 

ten years, even frequently sharing the front page throughout the war years. On 15 December 

1942 the Pyjama Girl case ‘received three times as much space in the Melbourne Herald as 

the latest news from the battle of Stalingrad’ (Evans 2004, p. 8). Even ‘when the world was 

experiencing death camps and carpet bombing, and a million other unprecedented horrors’, 
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the Pyjama Girl was still big news (p. 8). 

 

I wanted to know what had happened to the woman. While undertaking the newspaper 

research in England in the late 1980s I encountered my first sense of Australia. Through the 

pages of the press I gained insight into the daily lives, events and politics of Australia. The 

Pyjama Girl case unfolded through the Depression and into the war years. I spent weeks in the 

Colindale newspaper library going through the fragile original broad sheets wearing white 

cotton gloves and making notes (photocopying was not permitted). It was some months later 

that Business As Usual was selected for the prestigious Sydney and Melbourne film festivals; 

the cinema release of Business As Usual was coordinated with the festival premiere. I was 

delighted to go on my first visit to Australia, arriving in Sydney in 1988. Business As Usual 

opened to fantastic reviews and I went on tour with John Sayles who was opening his Labour 

Union film Matewan (Sayles 1987). The films were perfectly paired. Between a very busy 

tour and publicity schedule I visited as many locations as I could that related to the Pyjama 

Girl case. I had become more taken with the story; this was also the start of my fascination 

with Australia. I returned back to the UK a month later, where I tried to raise development 

interest for the Pyjama Girl film, but no one in Britain was interested in an Australian period 

film. I regretfully packed up the research and moved onto other projects. Years later I 

migrated to Australia and finally now return to the story and the possibility of developing and 

making the film.  

 

Generative Affect 

The image of the submerged woman is an ‘idea-image’, a notion I am extending from 

Deleuze’s concept of ‘image of thought’. Deleuze suggests the generative potential of his 

notion as ‘the image of thought that guides the creation of concepts. It cries out, so to speak, 

whereas concepts are like songs’ (Deleuze, p. 148). He continues:  
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[T]here’s a hidden image of thought that, as it unfolds, branches out, and mutates, 

inspires a need to keep on creating new concepts, not through any external 

determinism but through a becoming that carries the problems themselves along with 

it. (p. 149) 

 

The ‘idea-image’ in this case is born out of my research, and the knowledge that the woman 

was submerged in the tank for ten years. It is this image that resonates with my imagination, 

becoming theoretically and creatively generative. It is an image that is both absent yet has a 

presence, which holds affective qualities and punctive potential.  

 

The submerged woman has become the generative idea that drives this project. This 

haunting image has become an essential part of developing my response to the story. After 

extensive research, including reading through hundreds of pages of court transcripts and 

evidence, I believe, as Robert Flach and James Morton did, that the body in the bath belongs 

to Philomena Anna Morgan. However, the body was buried as Linda Agostini. It seems that 

Linda may also have found her final resting place in a watery grave. Antonio Agostini 

claimed he dropped his wife Linda in the Murray River after he accidentally killed her. 

Philomena’s body became my starting point; the clues to her death are inscribed in her body 

and it would be through her body as text that she would retell her story. This fitted with the 

genre of the detective film. This also worked with the factual events and characters I gathered 

from my research.  

 

Dr Palmer-Benbow, who became preoccupied with the case, became one part of the 

‘detective’ duo; in fact he was a medical Doctor and one of the earliest amateur practicing 

forensic scientists. I decided that it was important to explore writing a feminist film with a 
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positive male character that develops empathy with the women victims. Hence, there was a 

need to create a character that is not traditionally heroic, a man who feels and thinks ethically 

by using science rather than force. I think it is important for feminists to write sympathetic 

male characters to counter the hyper-masculinist brutal heroes of cinema. In early drafts of 

my screenplay, my attachment to some kind of fidelity to the original story led me to cast Dr 

Palmer-Benbow as the protagonist. Eventually this did not work and in later drafts fidelity 

became less important. Mabel Blackett, always there throughout the research but never taking 

central stage, had to be my protagonist—it is mainly through her agency and her eyes that we 

sense the narrative. Dr Palmer-Benbow is her ally and they remain a detecting team but to 

attain the female-centered presence and female gaze of my objective, I felt the balance of 

power in the film’s telling had to shift to the female protagonist and with it shifted the 

suspense, feeling and cinematic affect. 

 

I explore the possibilities of capturing the affective, sensory, punctive and emotional 

potential of the genre through using ‘emotion recall’ and autoethnographic techniques. This 

approach echoes how Barthes allowed his embodied mourning to come through his 

intellectual considerations in Camera Lucida. 

 

The Grotesque, Uncanny and the Double Body 

The image of Ophelia epitomizes the submerged dead woman. John Everett Millais’ iconic 

painting of Ophelia (1851–1852) opened the gateway to an explosion of nineteenth-century 

art that represented the submerged woman. Gaston Bachelard, quoted in the 2006 introduction 

to Hamlet, has made the symbolic connections ‘between women, water and death, seeing 

drowning as an appropriate merging into the female element for women, who are always 

associated with liquids: blood, milk, tears and amniotic fluid’ (Bachelard 2006 p. 26).73 Mary 

                        
73 It is also notable how many Antipodean films feature a central or key image of a submerged female body, for 
example The Piano, Whale Rider, Jindabyne, Australia, and an image of a submerged othered body in Japanese 
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Russo connects the secreting, open female body back to Bakhtin’s notion of carnival that 

encompasses the grotesque body, as the subversive resistance to authoritarianism found in 

carnival politics (Russo 1994). I immediately recognised that Philomena’s body contained the 

potential to act out this resistance.  

 

Philomena’s grotesque body becomes doubly monstrous and uncanny when 

Commissioner MacKay secretly arranges to have her teeth modified to resemble the dental 

records of Linda Agostini. MacKay also orders the body to be ‘made up’ to resemble Linda’s 

photo in order to elicit the final (mis)identification. This masking or masquerade creates an 

uncanny display and doubling of the identity of the two women, exhibiting references to 

Freud’s Uncanny with its case studies ‘filled with horrific dismemberments, distortions, 

hybridities, apparitions, prostheses, and, of course, uncanny doubles’ (p. 9). Freud writes 

about Otto Rank’s study of the double which explored ‘the connection that links the double 

with mirror-images, shadows, guardian spirits, the doctrine of the soul and the fear of death’74 

(Freud 1941, p. 142).  

 

A multiplicity of doubling is explored throughout the screenplay The Pyjama Girl; the 

doubling of Linda and Philomena’s murders, the doubling of their watery resting places, the 

two victims’ identities represented in the one body, MacKay’s ‘double’ life and his other 

identity as the panama-hatted ornithologist Mr Coots, the multiplication of Philomena’s 

identities as Anna and Franki, the doubling of Agostini’s crime by MacKay diverting the case 

away from Linda and superimposing it upon the murder of Philomena, and the doubling of 

desire for Philomena by MacKay and his son, Ginger Jones, who is also submerged by his 

illegitimate status. There is a doubling evident in my reworking of the Pyjama Girl story, 

along the lines of the myth of Philomela. In the classic myth, Philomela is turned into a 
                                                                       
Story. Interestingly all of these films are either written and/or directed by women, with the exception of 
Australia. 
74 Freud suggests that the ‘immortal’ soul was the first double of the body (Freud 1941, p. 142). 
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nightingale by the gods; this resonance furthers the theme of women claiming speech and 

voice as in nature only the male nightingale sings. A doubling of viewpoint is triggered 

through evidence found and the act of detection and investigation, which in turn activates 

Philomena and Linda’s stories and at times points of view. This is revealed using plotting and 

structural devices to create the sense of doubling time as the plot unfolds back and forth in 

time, memory and imagination over the ten years that the film is set. The doubling of emotion 

and the generative affect experienced by the protagonist reflects yet another doubling, 

mirroring the trans-sentience evoked by the screenplay text.  

 

Becoming Philomena  

The Pyjama Girl is also a work of adaptation that draws upon the factual stories of the 

murders of Philomena Morgan and Linda Agostini.75 The screenwriting involves an intense 

process whereby I become the characters; an uncanny doubling that engages me in an 

experience of the characters, and an occupation of their environments. In doing so I attempt to 

bring sentience to the characters, a sentient potential I hope to capture in the text of the 

screenplay—despite the limitations of the rigid rules of the form. I am working with an 

assemblage, characters and a story based on fact and I am working in-between the lines of 

past and present and future. The challenge is to find what I deduce to be the essence of the 

characters and situate them in a universe that retains some authenticity of the past, yet still 

resonates in the present and future present.  

 

In the course of writing this thesis much has happened in my private life. My elderly 

parents on the other side of the world became sick and passed away. Robert Flach QC has 

passed away. My daughter has grown from being a child to an adult. These are the critical and 

transitional events that we all experience in our lives, and like most people, they affected me 

deeply. The personal feelings, narratives, dramas, mourning and acceptances of these events 
                        
75 Linda Seger includes ‘true-life’ stories in definition of adaptation (Seger 1992). 
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have been in the foreground of my life in the last eight years. At times I wrote huge passages 

describing and expressing my feelings and the events that took place in my personal life. 

Writing about firstly my mother’s death, and then my father’s, I released my uncensored 

voice into this thesis. Autoethnographic writing helped me to come to grips with these life-

changing incidents and turning points in the narrative of my own life. The process helped me 

to understand and accept the brutality of life, death and change. It gave me a deep 

appreciation of time, context, space, affect and emotion on a very personal level. Some 

fragments of those private and deeply personal thoughts, feelings and reflections I called 

‘crystal-images’ in reference to Deleuze’s concept. Deleuze states a ‘crystal-image’ involves a 

multilayered and infinite register of montaged ‘realities’. Parr infers that the ‘crystal-image in 

turn produces an external representation of an image of thought … the crystal concept is the 

production and apprehension of time … past present and future’ (Parr 2005, p. 60).  

 

My autoethnographical ‘crystal-image’ writings have now been cut and pasted away 

into a personal file for future consideration. They remain part of the trace between my life, 

The Pyjama Girl screenplay and this exegesis. Those writings enriched this work and my 

personal experience of entering the creative screenplay. It is through emotional labour, as a 

method of female/feminist thinking, that the work is negotiated.76 The work is seen, felt, 

given breath, voice, the past, my past, from my now and through others’ nows, past and 

present summoned to the service of a new narrative. The personal breathes through the work 

as I swim through sheets of memory. At times I cry when I write, I laugh when I write, I feel 

and experience every physical moment of pain and pleasure and every emotion. Writing, as 

DeSalvo maintains, can operate as therapy and a ‘powerful way of healing’ (DeSalvo 1999, p. 

13) and at the same time emerge as creative writing. This has been part of the transtextual 

process of the screenplay becoming. It is at once screenplay and also, like Barthes' Camera 
                        
76 In The Managed Heart Arlie Russell Hochschilds develops the concept of ‘emotional labour’. The emotion 
work she discusses is the process of actively changing and adapting emotion to appropriately service a particular 
given situation (Hochschilds 2012).  
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Lucida, a eulogy and a critical text. I have dialogized the personal into the creative.  
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Conclusion  

I introduced this exegesis by arguing that the discrimination against women screenwriters and 

directors in feature film production has raised issues of how the film industry has limited the 

possibility of women’s authorship in feature films and that the impact of women’s authorship 

in the feature film form is yet to be realized. The screenplay The Pyjama Girl explores how 

foregrounding and privileging female presence and at times the female gaze innovatively 

resituates the crime narrative away from the hyper-masculinist conventions of the genre. I 

have attempted to dialogise gender, class politics and the context of the original case into a 

work that would resonate with contemporary audiences. In the screenplay, I investigate how 

to adapt an unresolved historical true-crime case into a relevant original crime feature film 

that speaks specifically to a contemporary female audience about issues that are current, in 

particular issues around gendered violence and discrimination. This challenges the 

conventional themes of justice, retribution and the classic hero’s journey that are familiar in 

the orthodoxies that drive the original crime feature film genre. 

 

I raise the ethical implications of how established film commissioning processes 

discriminate against women’s authorship with the result that most films consumed by 

audiences are works authored, devised and controlled by men. Female audiences are still 

seeing constructions of female gender through the censored lens of the male gaze. I argue this 

discrimination needs to change for the feature film art form to evolve. 

 

My methodological approach in this thesis has thus been a practice-led investigation 

into screenwriting as creative writing research. I have explored this emerging site of 

knowledge in the field of screenwriting by focusing on the generative ‘research through 

practice’ (Kroll 2008, p. 10) potential of my creative practice. Focusing specifically on my 

own approach to screenwriting, I have attempted to advance the art form by bringing a 
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feminist reading to the original feature film crime genre, a genre in which contemporary 

women screenwriters rarely get an opportunity to write, direct or participate. The screenplay 

The Pyjama Girl itself embodies a method of research enquiry that ‘proceeds by and for the 

practice … the goal advances the practice of the art form’ (Kroll 2008, p. 9). By researching 

through practice I have produced an original crime feature film screenplay that—in concert 

with this exegesis—demonstrates new possibilities for screenplay practice and method, as 

well as expanding understanding of approaches to genre in film. 

 

In the course of this thesis I have reframed women’s and feminist screenwriting 

practice and context on a personal, historical, disciplinary and industry level. I have done this 

through a philosophical approach to screenwriting, and its relation to film, that reframes the 

screenplay as a liminal text. By problematising the positioning of the screenplay text as a 

transitional liminal text in becoming-film, I make the case for new perspectives and ways of 

exploring future research into screenwriting as an originating text. I also note the valuable 

research resource that archived screenplays offer to the work of cultural, historical and 

feminist theorists. This work points towards important future areas of research in the 

emerging field of screenwriting and particularly feminist approaches to screenwriting 

practice, theory and history. 

 

I have attempted to reframe my own creative practice through a practice-led 

methodological approach. I engaged feminist strategies to tell the story of a double murder 

true-crime case as an original feature film screenplay by foregrounding female presence and 

the female gaze. To do this I introduced a female protagonist and a female sensibility usually 

absent in screenplays written by men with a female protagonist. This allowed me to explore 

ways in which a feminist focus might impact on the genre and conventions of crime film 

form. Problematising female presence and the submerged woman in my praxis have led to 
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significant original creative and critical outcomes. Experimenting with female presence and 

the female gaze allowed me to more fully explore issues concerning women’s conditions and 

particularly issues around gender violence. This has made me aware that women 

screenwriters and feminist screenwriters can bring new knowledge and a unique innovative 

approach to the genre and conventions of the crime feature film. I also discovered that writing 

a screenplay in an academic research environment allowed me to experiment innovatively 

with my screenwriting.  

 

Academic screenplay writing is another area of creative writing research indicated by 

this work. The full participation by women screenwriters is vital for the future development of 

the art form of film. This is particularly important as new statistical evidence at the box office 

indicates that women over 35 are the largest growing cinema audience segment (Sinclair et al 

2006, p. 48). Ironically, the film industry is still working from an outdated assumption that the 

most lucrative cinema audience is males aged 15–24, with the bulk of film production and 

development targeted at this audience. However, data now confirms that males aged 15–24 

make up only 12% of the UK cinema audience and that in fact the ‘biggest single group was 

women aged 35 plus’ (Sinclair et al 2006, p. 48). The Motion Picture Association of America, 

Inc. (MPAA) commissions an annual report by Opinion Research Corporation (ORC), the 

‘Theatrical Market Statistics 2015 for the U.S./Canada box office’, and the reports over the 

last seven years show that overall women consistently attend cinemas more often; 52% as 

opposed to 48% of men across all age groups. This actually means that the largest and most 

lucrative cinema-going audience demographic is female. These figures strongly suggest a 

business case for more women screenwriters and directors as women audiences are actively 

consuming female-centric films as demonstrated locally by the recent female-centric runaway 

success of the Australian film The Dressmaker (2015). The Top 100 Australian feature films 

of all time published by Screen Australia ranks The Dressmaker as number 11, reporting a 
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gross Australian box office of $20,271,661. This is only slightly behind ranking number 9, 

which is Mad Max: Fury Road, released in the same year with a box office gross of 

$21,685,344 (Screen Australia 2017, n.p.). Action clearly needs to be taken by the film 

industry, both to service the significant audience segment it currently neglects, and to 

recognise the talent and contribution of female writers, producers and directors. The industry 

needs to accept the commercial and cultural evidence that supports the inclusion of women 

creatives within it.  

 

Over the course of writing this thesis part-time since 2008, research in gendered 

inequality in the film industry has progressed from scarce statistical information about female 

participation to a recent surge of interest. With it has also emerged a global campaign in the 

Western world to tackle this discrimination, with a ‘50/50 by 2020’ campaign developing. 

Many women’s (WIFT, Women in Film and Television International) and trade and industry 

organisations have adopted this aspirational goal. Excellent work has begun in some of the 

regional, state and national governments and some industry funding bodies. For example, 

Film Sweden has successfully recently introduced a 50/50 gender funding policy (Nordicom 

2014). In Australia, Screen Australia has committed to a one-off ‘Gender Matters’ $3 million 

funding initiative (Screen Australia 2015). However, an ongoing initiative would provide 

more insurance so that momentum doesn’t fade away as it did with the Women’s Film Unit 

that was established in 1984 (beneficiaries of the Unit include Jane Campion) (NFSA 2016, p. 

1). In Hollywood, the Equal Employment Opportunity Commission and the Office of Federal 

Contract Compliance Programs are investigating discriminatory employment practices 

regarding women directors and screenwriters (Dockterman 2016, p. 1). As I come to the end 

of this PhD project on 20 February 2017 The Guardian online announced that the USA 

‘Equal Employment Opportunities Commission report concludes that the US film industry is 

guilty of discrimination against female directors, and plans to take action against studios’ 
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(Shoard 2017, n.p). This historic victory has important potential ramifications for all countries 

operating discriminatory practices within the film and screen industry. This gives hope to 

women screenwriters, directors and participants in all areas of film creation.  

 

I have worked with the central ‘idea-image’ metaphor of the submerged woman to 

theorise my work across the exegesis and through the creative work. This has extended the 

scope of my research enquiry to include gender, politics, industry, history and the position of 

the screenplay itself as a liminal work, both in the process of becoming film and the process 

of becoming published within the research boundaries of the academy. By situating the 

screenplay as a liminal creative writing form I have embraced the liminal state of the creative 

writer and the process of engaging with the process of writing itself. This led me to 

embodiment, écriture féminine and the acting theories of Stanislavski’s ‘emotion memory’. 

This innovation is particularly useful for screenwriters as we are the first people to come to 

character in the process of becoming film (except in the case of true-life adaptation). I found 

objects of research and evidence of my subjects’ past lives became vital inspirational objects 

that had sentient potential for me as a creative screenwriter. My ethnographic, embodied and 

affective approach comes close to a phenomenological approach to cinema, as outlined 

by Ford: ‘A phenomenological approach to cinema involves a correspondence between 

conscious thought, embodied affect and the technology of film, including the specific 

incarnation of the particular film in question’ (Ford, 2008, p. 173). In my case, one of the key 

‘technologies of film’ that I consider is the oft-hidden creation and writing of the screenplay 

as a necessary creative ‘technology’ inherent in the making of film. 

 

This thesis has allowed for a deep reflection on my practice and importantly has 

refined a set of concerns and interests that work between and across creative screenwriting, 

academic engagement and feature film production. What has emerged, in particular, is the 
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reciprocity and generative exchange between my screenwriting and critical writing. It is clear 

that one has not been produced without the other, but that both reciprocally inform each other 

and a certain crucial interdependency exists between them.  
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Coda 

 

Negotiating Ethics—Truth, Trace and Creativity 

From 26 June 2011, the autoethnographic sections of this thesis contained a photo of my 

mother in her coffin. On 19 March 2012, a similar photo of my father joined that photo. 

Taken nine months apart, both photographs were taken in the same funeral parlour viewing 

room in Brigg in North Lincolnshire, UK. The writing about my parents turned from referring 

to their existence in the present tense in this world to the past tense. The pain and trauma of 

losing my mother had hardly registered when my father followed her. The full impact of my 

loss is yet to come; Donna Haraway acknowledges how the delayed impact of losing her 

mother caught up with her when she reached the age her mother was at her death: 

  

At the time I experienced the loss of my mother as a shutting off and numbness that 

was with me for a long time. It was really not until I was a middle-aged woman that I 

experienced her death emotionally as a loss of an unbelievable kind … the experience 

of a sense of mortality that goes right down to the inner fibers of yourself. (Haraway 

2000, p. 6) 

 

The photos of my dead parents lived inside this thesis for many months until I decided 

to put them safely in a private file. The photos and the memory of my parents will always live 

inside this document; their absence is a constant presence. As I come to the end of this PhD 

project the text I am writing here is on the threshold of becoming a more public document. 

This change in the status of the document from a private one to a shared text has made me 

reconsider the ethics and value of keeping the photos in this text. Nevertheless, the screenplay 

and this thesis are infused with my personal experiences.  
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The crystal-image memory of my parents and Philomena’s burial merges as a double 

image meshed with affect, emotion and memory traces; the writing creates a new trace. 

Meditation on memories as well as memory itself can bring forth new insights mediated 

through writing. In the process of screenwriting I attempt to conceptualise the affective, 

punctive image. I have discovered I can find a way in to almost any memory, and from that 

memory I can work with my characters and scenes to animate and recombine my own 

experience with that of the characters. I am no longer restricted to image memory; it 

encompasses affect, emotion, thought, point of view, landscape, scenario, touch, smell, taste, 

in fact all the senses. I realise that when writing, like Ada on the threshold of a new 

adventure, my whole body and being is pulled into service of the task, my fingers type, my 

mind engages, I am transported both back into myself and through into the new character. The 

reiteration, or iteration of the process, takes on what Derrida describes as ‘trace’. I consider 

trace and embodiment.  

 

My body aches, phantom limbs, phantom actions, virtual action; a physical action is 

not necessary for physical presence. By travelling through a memory I create a new memory, 

and a now past and a future trace of another future presence; it is a generative chronotopic 

memory. The screenplay writing anticipates the act of viewing and experiencing the final film 

in a future-present-future. The viewer is (usually) sitting watching and experiencing cinema 

or video; is that experience therefore a pre-presence experience? Is a pre-presence a position 

that has possibilities of generation, a generative position? Are writers simultaneously in a 

virtual presence—and in a newly born presence? I note with surprise that my experience is 

three-dimensional, I can experience anything here, I can go anywhere I want. I am free. 

 

Affective Memory  

The state of creating, coming to character, coming to writing is the moment engagement 
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throws me back in memory through planes of time to fragments of my visual, physical and 

emotional past. It is like time travel, punctuating through corridors of a parallel universe. 

Inside my memory, the here and now is meshed with all my accumulated experiences. I can 

travel back to a time before I was born to the place where my characters live and breathe.  

 

I have a strong memory of the first time I visited the Sydney Police and Justice 

Museum archive, the first time I touched and read the police documents that are the 

background research for The Pyjama Girl. The museum is housed in one of the original 

buildings in the former police headquarters and courthouse where MacKay had his office. The 

police and court records were called up from the archives in giant thin foolscap pages, hand-

typed bound transcripts from the original hearings. I went through boxes of photographs 

related to the cases, the shack where Philomena was murdered; the room in which Linda was 

murdered. The photos allow my imagination greater access to the story and the characters. In 

the bowels of the museum, behind a huge heavy door in one of the old cells is the lead-lined 

coffin that held Philomena suspended in formalin for ten years. I touch the empty cold surface 

of the tank and hear the echo. I imagine the tank filled with formalin and Philomena’s small 

body inside. This is the image I have carried with me over so many years and so many miles. 

This poor beautiful young woman, slowly decaying in the tank, her body naked, and the story 

of her demise inscribed on her body by the violence inflicted upon her. This is the image that 

has held my interest for so long.  

 

The woman submerged generates multiple layers of affect and meaning. By accessing 

these fecund generative elements through membranes of memory and tissues of the 

unconscious I come to the characters, and that moment in writing. I am in their skin, in their 

thoughts and feelings. I can travel forward if working on a futuristic piece. I live in a parallel 

universe; I leave the reality of my daily responsibilities and live in the liminal universe of the 
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creative writer. It is a universe vastly populated with the multiple voices that I need to 

dialogise, to ‘come to screenplay’. I am a director and a screenwriter and I think more like a 

director when coming to the page; this generates another transition. In a bilingual state I 

translate from being director to being screenwriter. This multiple state is so intense it 

completely takes over my mind and my body. All my concentration is summoned to get into 

the zone; it requires me to give myself over to the flight of unknown possibilities that is 

creativity. It is like jumping off a cliff. I feel full of breath. Contemporary screenwriting 

convention demands that the technical language of the director must submerge back into the 

text of the screenplay and wait to be liberated and emerge through the later process of 

becoming-film.  

 

Suddenly I arrive. Silence. They are frozen in a life-size, three-dimensional tableau-

vivant. Everything is in extreme detail, vivid colour; I can feel the heat and texture of 

presence. It is 1934; life is caught in one moment. I look around in wonderment; unnerved, I 

wonder if they can they see me. This virtual world detail is so vivid, I can sense the heat of 

their bodies, I can sense their emotions, the colours, textures, sounds, and even smell. I settle. 

We are in the famous Romano’s restaurant club, and … the tableau-vivant comes to life. 

Philomena’s head jerks back in vivacious laughter. I feel desire radiating from MacKay; he 

can’t get enough of this girl. I travel around and through them like a spirit from the future, I 

can see in secret, feel them, be them. I detect the tiniest emotion in Philomena, it betrays her, 

it is regret. She is hiding her feelings, putting on a show she is performing for her audience. I 

draw on my emotion memory, I merge with her, I can feel her pain, her fear/my fear. The 

characters resonate through my mind and body generated through the sentience of 

imagination. The shot options dart seamlessly emerging in 3D like a subtly traced digital 

storyboard as my-director-self works with my-screenwriter-self, a mobile master shot 

transitions into a close-up of Philomena. Affect—I/we feel her pain, reverse shot MacKay 
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catches her eye, I simultaneously embody MacKay and Philomena, I am all the characters in 

the scene. They/we have become sentient, I am in a semi-trance like state, I willingly give 

myself over to them. I am the scribe of my imagination. My fingers touch the keyboard typing 

words in a writing form that is inadequate to describe and translate this sensation; this 

imagining of film into the text of the screenplay. But, text is all I have to convey this moment. 

This moment in itself creates yet another memory, another moment lived; this memory I will 

recall and re-inhabit when I ‘come’ to directing. I return to the w/hole through to the past-

present-presence-future. I again dock with Philomena, we are one, I oscillate between the 

there and the here of the keyboard and screen/page. I type. Channelling words. The woman 

screenwriter emerges: 

 

THE PYJAMA GIRL 

BLACK:  

MUSIC: Suspense 

EXT. AERIAL VIEW VAST RURAL LANDSCAPE - SUNSET (1934) 

A spectacular violent storm simmers on a molten horizon... 
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