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About the book


In the beginning there was a book written by Terry Pratchett and Neil Gaiman about the forces of good and evil coming together to prevent the apocalypse, scheduled to happen on a Saturday just after tea.


Now, that internationally beloved novel has been transformed into six hour-long episodes of some of the most creative and ambitious television ever made. Written and show-run by Neil Gaiman and directed by Douglas Mackinnon, this BBC Studios creation brings Good Omens spectacularly to life, through a cast that includes David Tennant, Michael Sheen, Jon Hamm, Miranda Richardson, Josie Lawrence, Derek Jacobi, Nick Offerman, Jack Whitehall and Adria Arjona.


Keep calm, because The Nice and Accurate Good Omens TV Companion is your ultimate guide to navigating Armageddon. Through character profiles and in-depth interviews with the stars and the crew, stunning behind-the-scenes and stills photography of the cast and locations, and a fascinating insight into costume boards and set designs, you will discover the feats of creativity and mind-boggling techniques that have gone into bringing an angel, a demon, and the Antichrist to the screens of people everywhere. This book will take you inside the world of Heaven and Hell (and Tadfield) and is set to shatter coffee tables around the world.
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Two writers walk into a bar... Neil and Matt consider the arrival of War on location just outside Cape Town.
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IN THE BEGINNING
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In which Terry and Neil join forces to write a novel, and enter movie development hell.


‘This weather is very “Good Omens-y”,’ observes Neil Gaiman. The words that leave his lips form ghost traces in the air. He’s taken refuge from the bitter London cold in a production trailer, cocooned in a coat that could double as a duvet and a hat with drop-down earflaps. The next time he makes the same observation to me, a world away from the UK in South Africa, the Good Omens co-author, screenwriter and showrunner has swapped the winter wear for a black T-shirt and is sheltering from a brutal sun. As he delights in pointing out, such extreme conditions are typical of the shoot and fitting for the comic fantasy odyssey about polar opposites he penned back in 1989 with the late Sir Terry Pratchett. ‘It’s about representatives of good and evil joining forces to prevent the coming apocalypse,’ he goes on to explain. ‘Which is scheduled to happen on a Saturday just after tea.’


The story behind the story is celebrated by the legion of readers who have taken the novel to their hearts. Way back in 1985 — ‘pre-history’ as Neil calls it — he and Terry Pratchett met in a Chinese restaurant. Terry was enjoying the early fruits of what would be huge success as the author of the Discworld series. As a young journalist, Neil had taken on a commission from a science-fiction magazine to interview the fantasy author. ‘It was only a small magazine and they even asked me to take the photos,’ he says. ‘I was the first journalist to interview him but what I remember most is that we made each other laugh. A lot. We laughed at the same kind of things, and became friends.’


At the time, Neil had just finished writing a companion guide to The Hitchhiker’s Guide to the Galaxy by Douglas Adams. Inspired by the unlikely combination of Adams’ brand of English comic writing, Richmal Crompton’s Just William series, about the adventures of a young schoolboy, and the seventies classic horror film, The Omen, Neil then began to form the bare bones of a story. In William the Antichrist, as he titled the first five thousand words before sending it to a few friends, a diabolical baby swap goes astray. Within these chapters, a laid-back demon and a prim angel decide that the Earth they have inhabited for thousands of years is too much to their liking to be destroyed. They strike a pact to shadow the Antichrist child destined to kick-start Armageddon on his eleventh birthday, unaware that the real Son of Satan is living an idyllic childhood elsewhere.
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Neil Gaiman on set inside Aziraphale’s bookshop, December 2017. Terry Pratchett’s trademark fedora hangs on the coatrack beside him – a visual tribute to the late Good Omens co-author, along with a section in the shop devoted to his novels.
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‘We laughed at the same kind of things, and became friends.’ Neil and Terry, photographed here in November 1990 at the World Fantasy Convention in Illinois.





Terry Pratchett was among the select band who received the opening chapters, and there the story pauses for some time. ‘My graphic novel, Sandman, happened,’ explains Neil. ‘For almost an entire year, life became about writing that. Then my phone rang. And the voice says: “That thing you sent me. I want to know what happens. Are you doing anything with it?” It was Terry. I told him I was busy, and he made me an offer. “Either sell me what you’ve done,” he said, “or we can write it together.” And because I am no fool, I told him we would write it together. Why wouldn’t I? Terry knows his craft. He had fantasy tied up but nobody was writing funny horror, and here was an opportunity to write a novel with him. It was like Michelangelo asking me if I wanted to help him paint a ceiling.’


When two authors collaborate, it’s often easy to see the joins. While Terry and Neil possess unique voices, Good Omens is a seamless read and this is testament to their talents. Since publication in 1990, readers have continued to debate how the pair created what has now become a classic. ‘Anyone who assumes I did all of the dark bits and Terry did all the jokes kind of misses the point,’ says Neil. ‘When we wrote the book it was very simple. I had an audience of one for my bits, and he had an audience of one, which was me. The entire game for each of us was, “Can I make him laugh or wish he’d written that?” I read reviews where people assume that I had written a dark and sombre story, and Terry had stood behind me tossing out jokes like rose petals, but that’s not what happened. The fact is I wrote the opening in classic English humour style, like P. G. Wodehouse, Douglas Adams and Richmal Crompton. I understood it, and so did Terry. Neither of us created it. And then Terry came in, carried on, and I carried on from there. We’d rewrite each other’s pages, write footnotes for them, throw characters in and hand them over when we got stuck. Ultimately, we wrote a book together. It was all about the phone calls and the writing.’


As a measure of just how closely this process drew the strands of the story together, Neil reflects on a moment that occurred during the editing process. ‘We were sitting in the damp, cold basement of Gollancz, our publisher at the time, when Terry laughed at a gag in the manuscript. “That’s really good!” he said to me, but I swore that he had written it. We came to the conclusion that the manuscript had begun writing itself, which neither of us would admit to for fear of being thought weird.’


Just ahead of publication, a minor misunderstanding occurred that would launch the novel on an epic journey to the screen. Keen to share their work with people they admired, Terry and Neil sent an advance copy to Monty Python star, screenwriter and film director Terry Gilliam.


‘We included a note to introduce the book,’ Neil explains, ‘and politely asked if he might write a quote that could be used to promote it. Only somehow the note went astray, which meant Terry Gilliam found this book on his desk with no explanation why, and just assumed it was because it might have film potential. So, he read it, and it turns out that he loved it, because the next thing we knew he was trying to buy the rights.’ Neil considers his words for a moment, as he will several times throughout his account. As Good Omens is a novel that would take almost thirty years to reach the screen, I quickly come to realize that such a pause precedes a setback. ‘Sadly, there’s a fuck-up in the negotiations,’ he continues finally. ‘Terry Gilliam still wanted to do it, but the film rights ended up going elsewhere.’


It’s here that Hollywood gets involved in the story. While the writing partnership endured under the Gaiman —Pratchett Accord, as Neil calls it, the stateside switch also marked a stint in development hell.


‘It was early 1991,’ says Neil. ‘The book had just been published in the USA, and Terry and I were invited out to attend lots of meetings. We were put up at the Chateau Marmont on Sunset Boulevard, which was run down and seedy at the time and is now the coolest of hotels. Every morning we would write new outlines, based on the previous day’s meeting and in the afternoon we would go and have another meeting with people who hadn’t read the outline we’d sent to them. It was a strange experience,’ he recalls diplomatically. ‘Eventually, we said that we needed to go home and start writing a script, which we did. And in putting together an early draft we used characters we’d already planned to put in the sequel to Good Omens if ever we wrote it. So, it was there that our angels, Gabriel and Sandalphon, began life, but I also remember a lot of stuff being odd and off in that draft. Aziraphale wasn’t a rare book dealer. He worked at the British Museum, and that was the location for a big scene with angels activating their halos and using them as killer Frisbees. I don’t know if it was any good, but it was where a lot of the ideas started.’


It was also a point where both Terry Pratchett and Neil Gaiman saw their lives and careers take off in different directions. With their priorities elsewhere, the pair placed their film adaptation of Good Omens on hold. Over the two decades that followed, Terry’s long-running Discworld series sold millions of copies worldwide and made him the UK’s best-selling author of the 1990s. A seemingly unstoppable creative force, he described his diagnosis in 2007 of a rare form of early onset Alzheimer’s as ‘an embuggerance’. It saw the author publically explore what it means to live with the disease, while pledging to continue writing by any means. Meanwhile, living in the USA, Neil Gaiman wrote a string of award-winning, bestselling novels including Stardust, American Gods and Coraline. It was the animated film adaptation of the latter title that saw Good Omens come back into the frame — along with the man who had first hoped to take the story to the cinema.


‘It was 2012, and Terry Gilliam has just hosted a screening of 12 Monkeys in some fancy Hollywood theatre,’ says Neil. ‘I’m about to host a screening of Coraline, and so we have lunch. Way back in 1999, when the option expired on the original deal, Terry had finally managed to pick up the film rights to Good Omens. He’d co-written a script, raised around fifty million dollars and lined up stars such as Johnny Depp, Robin Williams and Kirsten Dunst. Terry Pratchett and I had jokingly agreed to pay him a groat if he got it made. All he had to do was find a studio. And then 9/11 happened... So, there is Terry Gilliam pitching a movie about the end of the world, people are shaking in response and he never received his groat.’ While the episode had marked yet another dead-end for Good Omens’ movie prospects, it sparked an association between the two that would lead to a new direction for the adaptation.
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Restaurants are a running theme in the story behind Good Omens, with Terry and Neil meeting several times over a meal to discuss plans for an adaptation. Here, the pair toast the decision to translate the story to television, having planned to make a cameo appearance in the celebrated sushi-eating scene.





‘Over lunch,’ Neil continues, ‘Terry Gilliam says, “TV today is the new movies. I’ve always wanted to get a film made of Good Omens but I’ve failed. Let’s do TV!” And I said, “Great.”’ Neil sits back in his chair as he says this, only to allow a moment to pass that’s loaded with a sense of inevitability. ‘This happened as he was trying to get Don Quixote off the ground,’ he says, referring to what would come to be regarded as one of the most notoriously protracted and all-consuming movie projects in Hollywood history. ‘So, Terry Gilliam dropped out of the process fairly early on. Then another Python, Terry Jones, and screenwriter Gavin Scott signed up for a draft, but Terry Pratchett and I didn’t feel it hit the mark. He and I were always kind of on the same page when it came to ‘the old girl’ as Terry Pratchett came to call Good Omens, and so when the BBC acquired television rights we agreed the project had found a good home.’


With an understanding in place that they would work on the adaptation together or not at all, and with commitments keeping each of them busy, Terry and Neil opted to stand back from scriptwriting duties. ‘Our line was always that we would show up and eat sushi during the sushi scene,’ Neil says. ‘That’s all we intended to do.’


Finally, over twenty years after first publication and with fans of the book spanning generations, Good Omens was set to make the transition from page to screen. The stars had aligned at last, it seemed. Then Terry’s health changed the course of events.


‘His Alzheimer’s started progressing harder and faster than either of us had expected,’ says Neil, referring to a period in which Terry recognized that despite everything he could no longer write. ‘We had been friends for over thirty years, and during that time he had never asked me for anything. Then, out of the blue, I received an email from him with a special request. It read: “Listen, I know how busy you are. I know you don’t have time to do this, but I want you to write the script for Good Omens. You are the only human being on this planet who has the passion, love and understanding for the old girl that I do. You have to do this for me so that I can see it.” And I thought, “OK, if you put it like that then I’ll do it.”


‘I had adapted my own work in the past, writing scripts for Death: The High Cost of Living and Sandman, but not a lot else was seen. I’d also written two episodes of Doctor Who, and so I felt like I knew what I was doing. Usually, having written something once I’d rather start something new, but having a very sick co-author saying I had to do this?’ Neil spreads his hands as if the answer is clear to see. ‘I had to step up to the plate.’


A pause, then: ‘All this took place in autumn 2014, around the time that the BBC radio adaptation of Good Omens was happening,’ he continues, referring to the production scripted and co-directed by Dirk Maggs and starring Peter Serafinowicz and Mark Heap. ‘Terry had talked me into writing the TV adaptation, and I thought OK, I have a few years. Only I didn’t have a few years,’ he says. ‘Terry was unconscious by December and dead by March.’


He pauses again. ‘His passing took all of us by surprise,’ Neil remembers. ‘About a week later, I started writing, and it was very sad. The moments Terry felt closest to me were the moments I would get stuck during the writing process. In the old days, when we wrote the novel, I would send him what I’d done or phone him up. And he would say, “Aahh, the problem, Grasshopper, is in the way you phrase the question,” And I would reply, “Just tell me what to do!” which somehow always started a conversation. In writing the script, there were times I’d really want to talk to Terry, and also places where I’d figure something out and do something really clever, and I would want to share it with him. So, instead, I would text Terry's former personal assistant, Rob Wilkins, now his representative on Earth. It was the nearest thing I had.’


It was in these early stages that Neil formed a fierce view of how the screen version of Good Omens should shape up. ‘While breaking down the story I felt that six hour-long episodes seemed right. There was a moment when I’d been asked to write it in a way that it could be turned into twelve thirty-minute episodes,’ he adds with a wry smile, ‘and I thought, “Yeah, that’s never going to happen.” I always knew what I wanted, and I also knew that I wanted to be showrunner. I’d written enough telly to know that it’s a crapshoot for a writer.


‘Take Doctor Who. One episode was fantastic and won lots of awards. I felt the other was a dog. And the weird thing about those two episodes was that both scripts were comparable in terms of quality. The difference was that one got shot as intended and the other one didn’t because by the time we got to shooting, scenes had been randomly dropped or rewritten by the art department, who felt they couldn’t deliver what had been asked in the script.’


Translating any story from one medium to another demands compromise. All manner of practical factors come into play from budget to location restrictions. In addition, what may sing on the page can fall flat visually, just as a heavy hand can see things dropped from the source material that somehow leaves the viewer feeling as if something is missing. It’s a delicate process, and writers who adapt their own work also face additional challenges and possibilities. Some find themselves too close to the story to unpick it while others call upon their insight into the narrative to optimize it for the new medium. In approaching the screenplay for a novel he had co-written as a young author, Neil Gaiman was well aware of the pitfalls, and experienced enough to steer his creative vision through the process.
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Neil on an early recce of Hambleden, the picturesque English village that would become Tadfield in Good Omens – and the epicentre of the coming apocalypse.





‘I went back to the novel all the time and picked off what I needed,’ Neil explains. ‘If the dialogue was good then I would steal from it. But the problem with the novel, if you listen to the audiobook version, is that it runs to twelve and a half hours. I have to point this out when people ask what has happened to their favourite dialogue. For example, there is a moment when Aziraphale and Crowley get drunk and burble about gorillas, the size of dolphin brains and The Sound of Music. Now, I know why this has to be three minutes and not fifteen in the adaptation, but I still miss it. There are other scenes that had to go to keep the plot moving,’ he laments. ‘They’ll never be seen, except in my heart.’


Such decisions are always tough, but often it’s the writer who sees things between the lines that will only become apparent to the audience if certain elements are left intact.


‘It’s easy to say, “We think this and this should go,” from a production end,’ Neil offers, ‘and often the reason is because they’re a bit expensive or complicated. Whereas I look at it and think, “This scene here which everyone loves, actually doesn’t progress the story further, and I can lose that.” But all those things that you think can go, they can’t go. They’re the equivalent of having a long joke, and exciting things happen, and then you get to the punch line, and the woman holds up the talking dog, and it looks at everybody and it says, “Actually, I am Napoleon,” and everyone laughs — but it’s only funny if you’ve heard all the previous steps. And people forget that taking away the setup no longer makes it funny or interesting. It’s a dispiriting experience,’ he says, ‘and what occurred with Doctor Who was not the first time it had happened to me. So I just thought to myself that I don’t want to do that again. If I’m going to spend several years of my life writing these scripts, to honour Terry’s wishes, then I need to see this through.’


As Neil himself recognizes, this is an adaptation built upon the confidence that comes from three decades of writing for page and screen. But for all the wisdom of experience, he found that above all one factor guided him throughout the process. ‘Terry isn’t here, which leaves me as the guardian of the soul of the story,’ he explains. ‘It’s funny because sometimes I found myself defending Terry’s bits harder or more passionately than I would defend my own bits. Take Agnes Nutter,’ he says, referring to what has become a key scene in the adaptation in which the seventeenth-century author of the book of prophecies foretelling the coming of the Antichrist is burned at the stake. ‘It was a huge, complicated and incredibly expensive shoot, with bonfires built and primed to explode as well as huge crowds in costume. It had to feel just like an English village in the 1640s, and of course everyone asked if there was a cheap way of doing it. One suggestion was that we could tell the story using old-fashioned woodcuts and have the narrator take us through what happened, but I just thought, “No”. Because I had brought aspects of the story like Crowley and the baby swap along to the mix, and Terry created Agnes Nutter. So, if I had cut out Agnes then I wouldn’t be doing right by the person who gave me this job. Terry would’ve rolled over in his grave.’


Throughout the years since publication, and despite several valiant attempts, Good Omens has been famously considered by many to be unfilmable. It’s a wildly inventive 400-page odyssey — complete with footnotes — that unites an angel and a demon on Earth against the forces of Heaven and Hell. ‘It’s a reinvention,’ says Neil about his own adaptation. ‘I am old enough, and have seen enough things fail, to know that we’re not filming the novel. But what I can do is acknowledge that I’m making telly, and to say to people, “Yes, some of your favourite moments will probably only be in the book, but I will give you other favourite moments, and you will have some new favourite moments that didn’t exist before. Is that a deal?” And that’s kind of the way I approached it. It’s the television draft, and I crafted it like a love story with attention to the relationship between Aziraphale and Crowley.’


With BBC Studios on board, and an awareness that an adaptation like Good Omens could only play out on a grand scale, Neil made a conscious decision to focus purely on telling the best story possible. ‘I had to avoid asking myself how much this would cost,’ he says. ‘How we shot this needed to be someone else’s problem. Even so, I delivered the script for Episode Six and just thought we were doomed. Why? Because I know how much television costs. There are 240 characters in the script, including aliens, in a story covering six thousand years. So I figured if they threw Doctor Who money at it that would be nice, but not enough.’ When he talks about his ambitions for the adaptation, it’s easy to wonder whether the moments of doubt Neil describes would have been softened or even avoided with his writing partner at his side. ‘I became convinced that I was writing something too expensive to be made,’ he says. ‘There was a point, in fact, when I thought, “Why am I wasting my fucking time?”’


On delivering the scripts, Neil’s concerns about costs became both a reality and an opportunity. ‘The BBC responded with nothing but enthusiasm. They loved the story, but it was obviously going to be expensive. So, they went off to find a partner, which is how Amazon joined us.’ As he describes the working relationship between a broadcasting institution and a pioneering force, Neil is clearly delighted by the outcome. ‘We’ve been very fortunate,’ he says. ‘Take the notes that come from the studio. Often that feedback can be a challenge but with Good Omens it’s mostly just a call or an email to say how wonderfully everything is going.’ As the project gathered momentum, drawing key crew and cast, Neil notes how a spirit emerged that would go on to take them through the production process. ‘It began to take on a peculiar lightning-in-ajar quality, and I was very aware of that,’ he says. ‘I missed Terry, but it became a joyful experience.’


While Terry Pratchett was known for his trademark fedora (which features in the show as a touching homage, hanging on a coat stand in Aziraphale’s bookshop), Neil Gaiman is a man with many hats of the metaphorical kind. He’s the co-author of Good Omens, the novel, as well as the screenwriter and showrunner for the TV adaptation.


‘It’s an interesting, amorphous title,’ he says of the latter. ‘The showrunner in the American sense comes from the fact that often you have a lot of writers and a lot of directors coming in on a series, and so you need one person with consistency of vision. In the case of Good Omens, you only have one screenwriter, which is me, and you only have one director, which is Douglas Mackinnon. So, my function is less about being there for consistency of vision, and more to make sure that the thing that we’re doing is the thing that’s in my head.’


In practical terms, Neil considers his showrunning role to fall into two phases. ‘Initially it involved working closely with Douglas and Rob on big things like casting and rehearsals,’ he explains. ‘I didn’t really know how it was going to work. All I knew was that without me other people would be making decisions on what was going to get cut. And it can go well and it can go badly, and if you’ve written the script that can be the equivalent of handing over the architectural plans for a house. You give it to the builders and go away, and when you come back they say, “What do you think?” and you say, “Well, I’m not sure about the toilet.” And they say, “You didn’t want it purple?” and you reply, “No, I didn’t really want it in the middle of the kitchen, and what about the front door?” And the builders say, “We didn’t think you needed a front door.” And so despite having nothing to do with the build everyone is going to ask why you designed this strange building.’


Once again, Neil cites the absence of his co-writer as his drive to ensure that Good Omens translated to the screen and remained true to the original vision. ‘Terry’s last request to me was to make this something he would be proud of. And so that has been my job.’
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Neil braves the cold with the two actors he had cast in his mind long before delivering the script.





Many screenwriters assemble a fantasy cast as they write the script. It can help to bring characters alive, and Neil is no exception. In the case of Good Omens, pursuing a vision in memory of the novel’s co-writer, he set out to turn the dream into a reality.


‘I had Michael Sheen and David Tennant in mind when I was writing,’ he says. ‘I was half way through Episode Three, scripting the scene in the church, and I suddenly decided that I wanted David. And I wrote it as if I was going to get David. It was a combination of the physicality of the character and knowing he could land every line. You write different kinds of dialogue for different kinds of actors,’ he continues, ‘and there’s a specific kind of dialogue that you write when you know they’re going to land it. You can be more playful, for example. So I hoped I’d get David when I wrote Crowley going, “Ow ow ow!” as he walked down the church aisle, and then delivering this entire speech while having to hop from foot to foot. That’s not the kind of thing you’d give most actors unless you knew they were good enough to do it.’
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David Tennant and the rest of the Good Omens cast welcomed Neil’s presence on set, and regarded him as a touchstone when it came to refining their characters.





In a story that explores the dynamics between opposing forces, Neil understood the importance of carefully pairing characters. With many star suggestions on the table, the Good Omens screenwriter and showrunner remained true to the two names that had steered him through the script.


‘There is a goodness to Michael Sheen, a sweetness and a vulnerability, but also a complexity,’ he says about the actor he believed could embody an angel while serving as one half of an odd couple alongside a demonic counterpart. ‘In all the roles I’ve seen Michael play he tends to portray very hard-edged people. I just thought I would love to bring that niceness he can do into Good Omens.’


With every pairing in the story, there comes a point of intersection. In Neil’s view, this connection is what makes his characters whole. ‘There is a line in the script,’ he says, ‘when Aziraphale says to Crowley, “At the end of the day there is something fundamentally decent about you.” And Crowley replies, “Underneath it all it’s nice to know you’re just enough of a bastard to be worth knowing.” And that sums up why I wanted these guys. Michael could give me the complexity of an angel who also has some faults, while David’s Crowley is a demon with a certain sweetness to him.’


In discussing the pairing of David Tennant and Michael Sheen, Neil describes the process in which the actors sought to understand each other in their roles. ‘For the first five minutes of the read-through I worried there was no chemistry,’ he says. ‘And then by minute ten they began to find something. By minute fifteen it was interesting, and then after lunch they were a thing. They found it somewhere in there. I just got the feeling that these two people actually like each other, enjoy acting with each other, and this is going to be good.’


Considering the moment in which David and Michael’s characters locked into place with each other, Douglas Mackinnon offers one simple explanation. ‘They started having fun,’ he says, though adds that he was happy that it didn’t happen from the first line of the script. ‘Personally, I hate great read-throughs,’ he says. ‘It means that something’s happened in that read-through that we’ve not filmed. My favourite read-through is a flat one where all the executives go away asking if it’s going to work. Well, that’s how it should work. A read-through should be dead,’ he finishes, speaking as a director set to help shape the production to embody the soul of the script.


Having overseen the laying of the foundations before the shoot, from the casting to the table read-through, Neil Gaiman’s role as showrunner then shifted towards a focus on detail. ‘As we moved into production I tended to deal with smaller issues where departments could’ve got the wrong end of the stick without me,’ he says. ‘It means I could lean in at any time and say, “Aah, when I said we are looking at a scroll that shows the lineage of Adam, I meant it starts with the Biblical Adam going forward to Noah, rather than our Adam who is preceded by Satan.”’ The scroll may be a minor detail, but Neil is aware that every aspect feeds into the overall vision. It’s clear that both cast and crew welcomed his input. As well as providing guidance where he felt it was needed, Neil was on hand to answer questions or provide interpretations. His presence, as he agrees, served as a touchstone for the production.


‘I don’t know it’s something I would’ve done in the same way had this been my baby alone,’ he admits. ‘But I feel I owe it to Terry that one of us is here. Had it been only mine, I’d be more willing to go, “Well, I’ve written it, I’ve done the script, let’s see what other people bring to it.” Whereas with this I’m very interested in what other people bring to it, but I also want to be there.’ Above all, as showrunner, Neil has sought to fit in alongside Douglas in the director’s chair. ‘I’m a second pair of eyes for him,’ he says. ‘We respect each other, and if something isn’t working for me then we’ll figure out how to fix it.’


Good Omens is the first time Neil has worked with Douglas, who has directed a raft of high-profile, critically acclaimed dramas and films for television. Neil points to Jekyll, the 2007 BBC series starring James Nesbitt, as a drama that showcased the Scotsman’s talent for combining a range of narrative elements into something substantial and unique. ‘Jekyll was funny, and it was scary, and it was an adventure,’ he says. ‘And it meant all of those things without ever compromising any one of them or sacrificing any of those elements. I knew that in order for Good Omens to work we needed someone as a director who could deliver that.’ Neil pauses to consider the unique nature of the story he seeks to tell. ‘Good Omens is funny, but if you don’t care about the outcome, if the violence isn’t violent, if the scary stuff isn’t scary then it doesn’t mean anything. I needed a director like Douglas who could do that, and in the past I had watched directors fail. They failed because they felt they needed one tone.’
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