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INTRODUCTION
Richard Eyre’s STAGE BEAUTY was filmed over eight weeks on location in and around London and on set at Shepperton Studios.  

Billy Crudup and Claire Danes join a host of British actors including Rupert Everett, Tom Wilkinson, Ben Chaplin, Hugh Bonneville, Richard Griffiths, Edward Fox and newcomer Zoë Tapper. 

Jeffrey Hatcher adapted the script for STAGE BEAUTY from his original play (Compleat Female Stage Beauty). The film was produced and financed by N1 European Filmproduktions-GmbH & Co. KG in association with Qwerty Films with Michael Kuhn serving as Executive Producer.  Robert De Niro, Jane Rosenthal and Hardy Justice produced for Tribeca Productions, with Michael Dreyer co-producing.  Richard Eyre, James D. Stern, Amir Malin and Rachel Cohen are also Executive Producers, with Jill Tandy and Malcolm Ritchie serving as Co-Executive Producers.  

The streets of 17th century London were constructed on the grounds of the Royal Naval College at Greenwich, using Jim Clay’s production design to incorporate the college’s buildings in a unique synthesis of real and imagined architecture. Locations included historic landmarks such as Hatfield House and Hampton Court Palace.  Two Restoration theaters - the grand Betterton and the popular Cockpit - were built at Shepperton Studios.  

In addition to production designer Clay (About a Boy; Captain Corelli’s Mandolin; Onegin), the behind-the-scenes team includes cinematographer Andrew Dunn (Gosford Park; L.A. Story; The Madness of King George), Tony Award-winning costume designer Tim Hatley, multiple Academy Award nominees composer George Fenton (Gandhi; Dangerous Liaisons) and makeup artist Lisa Westcott (Shakespeare in Love; Mrs Brown; The Madness of King George), and Oscar-nominated editor Tariq Anwar (American Beauty; The Wings of the Dove; The Madness of King George).

Co-producer Artisan Entertainment optioned and developed the project with Tribeca. Lions Gate Films, which recently acquired Artisan, will release STAGE BEAUTY in the US and Canada, with Momentum Pictures distributing in the UK and Icon Entertainment International handling world sales.

STAGE BEAUTY:   A HISTORICAL PERSPECTIVE
	1640
	Edward Kynaston is born in London.

	1649 
	Charles I is executed.  Puritan Interregnum begins under the reign of Oliver Cromwell.  All public theaters are closed.  Charles II flees the country.

	1640-1660      
	Kynaston is tutored in the craft of playing female roles by a former actor who believes the theaters will someday re-open.

	1660
	Puritan Interregnum Ends.  Charles II returns to England from exile.  Theaters are reopened.  Kynaston becomes a star playing women and is cited by diarist Samuel Pepys as "the loveliest woman on the stage."  He plays "Desdemona" in a famous production of "Othello" with the actor-manager Thomas Betterton.  During this period, Kynaston is rumored to be having an affair with George Villiars, the Duke of Buckingham.

	1661 
	A woman -- probably Margaret Hughes -- plays "Desdemona" in a production of "Othello."  This is the first time a woman has played a female role on the English stage.

	1662 
	Margaret Hughes becomes the mistress of Sir Charles Sedley, a patron of the arts, aspiring playwright and fashion plate.  Kynaston mocks Sedley at a performance.  In retribution, Sedley hires thugs to attack Kynaston in the park, beating him so badly he is bedridden for weeks.

	1662 
	Charles II lifts ban on women playing women.  He further issues an edict prohibiting men like Kynaston from playing women ever again.

	1663 
	Kynaston is acting male parts again.  The Duke of Buckingham marries.

	1664   
	Kynaston marries a "Mary" or "Maria."  They have six children.

	1685   
	Charles II dies.

	1701  
	Kynaston dies after a long career in the theater.


SHORT SYNOPSIS

It's the 1660s, and Edward 'Ned' Kynaston is England's most celebrated leading lady.  Women are forbidden to appear on stage and Ned profits, using his beauty and skill to make the great female roles his own.  But King Charles II is tired of seeing the same old performers in the same old tragedies.  Since no one will take him up on his suggestion to improve Othello with a couple of good jokes, he decides to liven the royal palate by allowing real women to tread the boards. In a slightly less progressive spirit, he rules that men may no longer play women's parts. This is good news for the monarch's mistress, the saucy, stage-struck Nell Gwynn.  It is also good news for Maria, Kynaston's lovelorn young dresser who has been secretly performing at a seedy tavern in lavish costumes borrowed from her employer.  It is very bad news for Ned, who plummets from his exalted position as one of London's most desirable females to become a virtual nobody, virtually overnight.  Cast out of the spotlight, Ned seems headed for burlesque obscurity until Maria, now a rising star, takes it upon herself to make a man of him again.
LONG SYNOPSIS

In 17th century London, NED KYNASTON is revered for his portrayal of the great heroines of the English stage. He’s currently bringing down the house as Desdemona in the Betterton Theatre production of Othello.  Ned’s adoring dresser, MARIA, watches faithfully from the wings mouthing his every word, but his fellow actors are infuriated by Ned’s death scene - the thunderous applause from his fans drowns out their final lines. 

In the post-performance bustle of Ned’s dressing room, theater owner THOMAS BETTERTON, who plays Othello, complains to the diarist SAMUEL PEPYS about Ned’s tendency to devour the spotlight. Business is good thanks to Ned, but Betterton is troubled by a remark from the King.   CHARLES II has lately been hoping for something new and unexpected on the stage – he wants surprises and more comedy.  Betterton doubts that Othello can be played for laughs...

Ned, meanwhile, receives visitors in his dressing room as Maria attends to his every need. He accepts an invitation to ride through Hyde Park with two GENTLE LADIES, who are titillated by his celebrity and his cross-dressing. In a darkened carriage, they coax Ned into letting them see what’s hidden beneath his petticoats. The ladies’ curiosity satisfied, the party spills out of the coach outside the theater where they are accosted by SIR CHARLES SEDLEY, who drunkenly mistakes the giggling trio for prostitutes.  When Ned fails to defend their honour, the outraged ladies leave him alone with Sedley.   The amorous aristocrat is surprised when his groping reveals that Ned is no woman – surprised but not deterred.  Ned rebuffs Sedley’s advances and returns to theater.

At Betterton’s, Ned meets his patron and lover, VILLIARS, DUKE OF BUCKINGHAM, for a late night tryst.  Maria, meanwhile, has taken one of Ned’s costumes and raced to Killigrew’s Cockpit Tavern, where she is secretly starring as Desdemona in an underground production of Othello. It’s underground because this is 1660; and women are not allowed to appear on the stage. Despite her mediocre performance, Maria’s gender makes her an overnight sensation, and the omnipresent Pepys is there to record it all in his diary.

After enjoying a risqué musical performance starring his stage-struck young mistress, NELL GWYNN, King Charles welcomes a variety of dinner guests to the palace: Villiars and Ned, as well as Sedley and the toast of the town, Killigrew’s female actress ‘Mrs. Margaret Hughes’. When Ned realizes that Margaret Hughes is none other than Maria, he is shocked and angered by her deceit.  King Charles is delighted: here at last is the something new and different he’d been looking for. 

Charles II issues a royal decree, and instantly the stage doors open to women. Maria is taken under Charles Sedley’s wing and is encouraged to audition for the role of Emilia in Betterton’s production of Othello.  Her initial reluctance is quickly replaced by spiteful determination: Ned is behaving outrageously and needs knocking down a peg or two. Maria’s audition is a disaster; she can’t act, and Ned’s sneering presence makes her desperately uncomfortable. Ned announces that he will never share the stage with a woman.  Maria returns to playing Desdemona at the Cockpit. Having witnessed Maria’s humiliation and angered by Ned’s insult to women, Nell persuades King Charles to issue another royal decree – this time forbidding a male from playing the role of a female. Ned is instantly out of a job and bereft of an identity. That night, he is attacked by thugs hired by Sedley, who seeks revenge for Ned’s rejection of him. Ned is left for dead in the park.

Ned emerges into a changed world where there is no part for him.  Villiars has withdrawn his “patronage” and plans to marry a woman. Maria has a permanent gig with Killigrew. Ned appeals to the King to withdraw his decree and offers to apologize to Nell, but Charles will have none of it.  Instead, he encourages Ned to act like a man in a man’s part - Othello.   Before an audience including King Charles, Nell, Maria and others at the palace, Ned attempts to deliver one of the Moor’s speeches, but his voice breaks, his wrists go limp and all the frustrations of his predicament leave him unable to continue.  Watching Ned struggle, Maria’s heart goes out to him. She is battling her own crisis of confidence: star she may be, but Maria suspects she’s a lousy actress. Even Pepys, her first and greatest fan, has shifted his attention elsewhere.  

Ned’s downward spiral lands him in a burlesque in a tawdry bar. Maria finds him there one evening, drunkenly and half-heartedly performing a parody of his former, glorious self.  Before Ned can pull his skirt over his head, Maria yanks him off stage, handing the mistress of ceremonies a tidy sum to buy out his “contract”. Maria takes Ned to a country inn where she tenderly cares for him. Lying in bed together, they discuss the differences between the sexes and playfully switch gender roles back and forth, asking, “Who are you now?” depending who is on top. Their lovemaking comes to an abrupt halt when Ned can’t stifle an insult to Maria’s skills as an actress and she tearfully storms out.  

Betterton is in need of a new Desdemona; but Maria’s confidence is shattered and she refuses his last minute offer. Nell appeals to Ned to help Maria learn the role and Ned agrees in exchange for a share in Betterton’s theater. Ned brilliantly teaches Maria how to play Desdemona, and in doing so, finds himself empowered as Othello. 

During the performance of the death scene that evening, Ned/Othello smothers Maria/Desdemona as is called for in the play.  For a long moment, it looks to everyone as though he might have truly killed her.  At last, the apparently lifeless Maria dazzles the hushed house with her final lines. The audience – including King Charles and Nell – goes wild.  Backstage, the dressing room is buzzing with well-wishers; but the sensational Othello and Desdemona are nowhere to be found.  In the wings, Maria glows from their triumph, drawing back from a passionate kiss to ask, “Who are you now?” and laughing when Ned truthfully replies, “I don’t know.”

DIRECTOR’S STATEMENT

Many people love films and hate the theatre. They are drawn to the cinema because they enjoy its dreamlike disengagement, while the theatre enlists them in responsibility for the success of the event and makes them feel culpable if it fails. And they hate theatre’s aesthetics: it's all in wide shot, the point of view never moves and the characters talk a lot. In his primer on film-making, Notes on a cinematographer, Robert Bresson talks of theatre as the dead hand on cinema, most films being, in his words, “filmed theatre” rather than an expression of the art of “cinematography”, which should owe nothing to a theatrical or literary tradition. And it’s true that by Bresson’s criteria, many - or most - films fall short. What price then for films which are about theatre?

But there are many films which either use the theatre as a background or are set in its world -  Les Enfants du Paradis, To Be Or Not To Be, Stage Door, Twentieth Century, All About Eve, 42nd Street, The Country Girl, Opening Night, The Travelling Players, The Dresser, Shakespeare in Love... The world of theatre is like the mafia, the army, prisons, nunneries and schools for apprentice wizards: they are attractive to film-makers because they’re closed societies. Being inaccessible to first-hand scrutiny, their authenticity can’t be challenged by the audience, so film-makers are free to invent customs and rules and behavior that have as much relationship to real life as Bambi does to the life of a deer in the wild. It doesn’t make them any less entertaining; in fact rather more so.

The theatre (and the film business) probably fuels rather more fantasies than most enclosed worlds. Some years ago I was introduced to a friend of my father’s, a brigadier. “What do you do,” he asked solicitously. “I work in the theatre,” I said, “Ah,” he nodded thoughtfully, “must be a lot of fucking.” Is it too disappointing to say that the world of theatre – for all that it sometimes involves actors taking off their clothes and pretending to make love – is a world like any other? Or at least any other in which people work in the evenings and live to please and please to live. In reality it’s rather less bitchy, competitive – and possibly lubricious - than, say, the world of politics, journalism or football. 

Stage Beauty is set in a theatre that I’m not familiar with, a theatre without women - at least on the stage. It’s the story of the first female actor to appear legally in England and the last male actor to make his career by playing women. And at least in the fate of its protagonist, Edward Kynaston (played by Billy Crudup), it is, as they say, a true story. Charles II (played by Rupert Everett) was restored to the throne in 1660 and the 18-year Puritan ban on theatre performances was lifted. In his diary for that year Pepys (played by Hugh Bonneville) observed that “the prettiest woman in the whole house” was a (male) actor called Ned Kynaston. 

Male actors – or at least boy actors – had played the women’s roles since the early 16th century. Boys were apprenticed to the men of the company and trained to play women until they reached puberty and in exceptional cases – such as Ned Kynaston’s – beyond. There’s a lot of evidence of the skill of these boys as actors and female impersonators, but also of their sexual allure. “To see our youths attired in the habit of women, who knows not what their intents be?" said a contemporary of Shakespeare but perhaps, given the widespread inclination of audiences to fantasise about actors’ off-stage lives, his sexual imagination would have been as much provoked by the thought of female actors.

Kynaston had trained under a former actor during the time when the theatrical profession was being kept alive with clandestine performances in basements and cellars by perpetual optimists convinced that the theatres would one day open again. Their patience was rewarded and for a brief period the old theatre – female impersonators and all – flourished. Ned was a star, admired by and responsive to both sexes, rumoured to be the lover of the Duke of Buckingham (played by Ben Chaplin). Under pressure from the clergy and, in the film, under pressure from Nell Gwynn (played by Zoe Tapper – and, yes, that bit is anachronistic, he didn’t meet her until 8 years later), the King changed the law and forbade men to play women on stage. After losing his career playing women, the real Kynaston became a successful actor of male roles (including Othello), married and had children.  

Not much more is known about Ned Kynaston except that, as in the film, he was beaten up by thugs employed by Sir Charles Sedley (played by Richard Griffiths), who was briefly the patron of Mrs Margaret Hughes, the first woman to act on the English stage: she played Desdemona in a production of Othello. In the film “Mrs Margaret Hughes” is the stage name of Ned’s dresser, Maria (played by Claire Danes) who then becomes his rival. As Maria rises to stardom, Ned falls from grace; “the prettiest woman in the whole house” become unemployed and unemployable. 

For the film we - that’s Billy Crudup, screenwriter Jeffrey Hatcher, choreographer Scarlett Mackmin and I - invented Ned’s acting style as a woman. I dug up a book I’d read about 25 years ago - Elizabethan Acting by B.L. Joseph – which argued that it is folly to imagine that the Shakespeare’s actors were much less concerned with truthfulness of feeling than actors of our day. However, they showed their feeling in an extravert and demonstrative way. Their acting displayed a poetry of movement, made up of gestures and physical attitudes in which ideally, as Hamlet advised, the action was suited to the word. These actions are illustrated in Joseph’s book by 16th century drawings of a repertoire of hand movements then in use on the stage - not an acting manual but drawn from observation. We borrowed many of the gestures to concoct a syntax of acting that could be read by candlelight: graphic, very stylized, mannered, elegant, out front.

We took something too from the onnagata – the male actors in the kabuki theatre who play the female roles. Paradoxically, about the same time as men in England were banned from playing women, in Japan women were banned from performing in kabuki. The ban has never been rescinded. The onnagata justify their perpetual monopoly by saying that they believe that women are too close to femininity to capture its essence – by which, of course, they mean its essence to men. But female impersonation is always an imitation, it’s never a state of being. And all acting is a criticism of life: when men act women it begs questions about the sexual roles we’ve been allocated, even if there’s always a touch of parody (and implicit misogyny) in the voice and the gestures. 

Cross-dressing will always be a tool of any theatre: it’s part of its essentially metaphoric nature in which everything depends on the audience’s imagination. In the theatre an actor can make an audience believe in his femininity, just as they will willingly accept that a statue has come to life or a puppet has gained human characteristics. Like religion, the theatre can make us believe in the unbelievable.

The passing of a style of acting usually takes a generation or two to occur. In every era there’s an outstanding actor who audiences find shockingly realistic, then striking new actors appear and the iconoclasm of one generation comes to be regarded by as the mannerism of another: today’s artificiality is yesterday’s realism. The star of 18th century theatre, David Garrick, was celebrated for bringing authenticity to the theatre - “to Ye surprize of everybody”, a contemporary observer noted. He took his model from life rather than art. When a friend accidentally killed his two year old daughter by dropping her on a flagstone floor he said: “There it was that I learned to imitate madness; I copied nature.” Each generation redefines naturalism, and welcomes it with the air of the Bourgeois Gentilhomme discovering that he’s been speaking prose all his life.  

Garrick was repudiated by Edmund Kean in the early 19th C, Henry Irving in the late 19th C and Laurence Olivier in the 30s. Then came the movies and the stylized miming of the silent stars were seen as absurd when viewed against John Barrymore in the 30s, James Cagney and Humphrey Bogart in the 40s, Marlon Brando in the 50s. To my generation - the 1960s – Brando was the alpha and the omega of truthful acting. Maybe today’s teenagers look at his Stanley Kowalski and see a preening dummy.

In Stage Beauty we see Ned’s demonstrative style of acting replaced by something that looks like the acting of today. This is a flight of fancy. In reality this process took about 350 years: say between the opening of Othello at the Globe Theatre in 1604 and A Streetcar Named Desire at the Barrymore Theatre in 1947. But Ned’s fate is something more than artistic redundancy. The evolution of the artform takes away his livelihood, like a silent screen actor with the coming of the talkies, but it also deprives him of his identity. “Never forget,” his tutor said to him, “You're a man in woman's form.” Who he is professionally and what he is sexually are inextricably bound together. The question that the film explores is this: who is he now?

RICHARD EYRE ©

July 2004 

ABOUT THE PRODUCTION

The Woman plays today, mistake me not, 

No Man in Gown or Page in Petticoat.

Thomas Johnson, prologue to The Moor of Venice (c. December 1660)

In 1660, when the Stuart dynasty was restored to the throne of England with the coronation of Charles II, an 18-year ban on public performances was lifted together with the strict Puritan morality of the previous decades under the rule of Oliver Cromwell.  The new King had spent much of his exile in France where he may have developed his taste for all things theatrical and, in particular, for actresses.  He quickly gave the royal seal of approval to two London theater companies, and within months, actors who had formerly been obliged to practice their trade in secret under penalty of arrest were once again playing to full houses.  

Among the leading lights of the London theater in the early years of the Restoration was the actor, Edward Kynaston, who was famous for his exceptional beauty and his ability to personify the heroines of the English stage.

In her book, The First English Actresses, Elizabeth Howe tells us: “Restoration audiences were accustomed to enjoying a drama on two levels for much of the time – that is, they enjoyed the spectacle of the characters and their adventures in the play, but they were also particularly strongly conscious of the personalities of the players behind the fiction.  In the twentieth century, we acquire our knowledge of actors and actresses from newspapers, magazines and chat-shows.  Restoration audiences gained theirs more directly from gossip, from satires and from knowing members of the two companies personally.”  It seems clear that the notorious, cross-dressing, bisexual Kynaston was a star by the standards of any day. 

“The good thing about Ned Kynaston,” says screenwriter Jeffrey Hatcher, “Is that there’s just enough information on him to make it tantalizing, but not so much as to take away all the mystery.”

Hatcher describes how chancing upon a volume of Pepys’ Diaries in a second-hand bookshop sparked his interest in the now little-known, 17th century star.  “I’d only ever read excerpts from Pepys; but I found this pretty volume and I bought it. I started buzzing through the index, and because it’s my profession, the first thing I looked up was ‘theater’.  That’s how I bumped into the name Edward Kynaston.  Pepys referred to him as ‘the prettiest woman in the whole house.’ 

Kynaston turns up three or four times in the diaries, first as an incredibly beautiful boy portrayer of women; but later, Pepys notes that his voice isn’t very good (by which I assume he meant that Kynaston’s voice had broken).  Then Kynaston is cited as having been beaten up in the park by thugs in the employ of an aristocratic, sometime playwright, Sir Charles Sedley.  Later, after women were allowed to act on stage, there’s another reference to Kynaston as a handsome actor.  

From various sources, I found out that Kynaston had trained under a former actor during the Puritan interregnum, when no one was allowed to act on stage. Nonetheless, the profession was being kept alive in basements and cellars, as if the theater folk knew the ban couldn’t last forever and were preparing actors for the day when the stage doors would open again.  Kynaston was one of these actors, together with James Nokes, who’s referred to a couple times in the script.  Kynaston was rumored to be the lover of the Duke of Buckingham and was beaten up by thugs employed by Charles Sedley, who was briefly the lover of Margaret Hughes.  Mrs. Hughes is thought by many to have been the first actress on the English stage, as it happens, in a production of Othello.  The last thing I learned about Kynaston was that he had finally married and had children.   

So here you have an actor famous for playing female roles, who was having homosexual relationships - a toyboy for the upper classes - who was beaten up by the lover of the first English stage actress, which suggests a certain rivalry and conflict.  At this point in my research, I thought, ‘Somebody really has to write a play about this and if Stoppard hasn’t done it yet, I’d better hurry up!’”

Tribeca Films’ producer, Hardy Justice, recognized that in the right hands, Compleat Female Stage Beauty, Hatcher’s play about Kynaston’s world, would make a smooth transition to the big screen, and he proposed the project to filmmaker and former director of the National Theatre, Richard Eyre.  

“Richard was such a natural choice for Stage Beauty,” says Justice.  “He has precisely the range of skills that the piece seemed to require: he’s a great director who’s gotten superlative performances out of actors in the past. He has an exceptional film background in addition to his theater background.  This was a story that, at the end of the day, would live or die by its performances, and there was no doubt that Richard was a director who could craft a well-honed film and attract an amazing cast.  He seemed to have a real vision for bringing out the best of what was on the page.   There’s a decaying circus quality to the world of the theater and a decaying, fecund feel to the street life of the time, but still an enormous vibrancy.“

Of reading Hatcher’s script for the first time, director Richard Eyre says that he was above all intrigued because he found it didn’t conveniently fit into any genre: “My heart always sinks when I hear, ‘It’s a romantic comedy. It’s a comedy/thriller. It’s a romantic comedy/thriller/drama,’ that sort of thing.  I’m that person who’s always confused in the video store because I don’t know if I want to watch a romantic comedy or a drama – I just want to watch a good movie.  To me, this script was impossible to categorize, somehow indescribable.”

Hugh Bonneville, who previously co-starred in Eyre’s Oscar-winning Iris, plays the ever-present chronicler Samuel Pepys in Stage Beauty. He appropriately coined his own pithy phrase to describe the project: “It’s a period piece with a gender-bender agenda”. 

His thoughts are echoed by Edward Fox, who plays the King’s counsel, Hyde, an old-style Puritan who stridently disapproves of every diversion, be it theatricals or dinner parties:  “This is a nice slant on an old, old theme: men and women.”

“The story is really about somebody seeking his identity,” says Eyre.  “In this case, it’s a man whose job is to perform as a woman in public.  When he’s forbidden to pursue his career, his professional identity is challenged.  He’s also clearly bisexual and he’s determining what his sexual identity is.  For Ned, who he is professionally and what he is sexually are absolutely, inextricably bound together.  One of the things I liked about the script is that it doesn’t say it’s good, bad or indifferent to be gay, straight or bisexual.  It’s simply what you are.  But it helps to know who you are.”  

According to producer Justice, “At the heart of the film is a question: is your inner self different from your actions on the outside and if you change how you act, does it change who you are on the inside?  I think that’s something everyone can identify with.  The story also explores gender issues - what it is to be a man, what it is to be a woman.  It’s kind of sexy stuff and very relevant, given the gender politics of the last thirty years.  How do people behave in a relationship now? What are the roles?  It’s not about wearing a dress, it’s how you feel on the inside that’s important.” 

In the matter of dresses, however, an actor had to be found to fill Kynaston’s costumes.  “I had two qualifications when choosing an actor to play Ned,” says Richard Eyre of the casting of his ambiguous lead character. “One was that he had to be beautiful.  As simple as that - he had to be a beautiful man and there aren’t all that many actors who fit that bill.  Secondly, he had to have experience playing Shakespeare – you can’t do it from scratch.  There really aren’t many British actors who fit the first qualification who have as much experience as Billy Crudup does playing Shakespeare.  He’s a very experienced stage and film actor.  We only discussed three or four names and he was certainly at the top of my list.”    

Jeffrey Hatcher agrees: “There are really only three guys on the planet that I could have pictured as Kynaston, and Billy Crudup is one of them.  You need an actor who’s frankly of a certain stature - he can’t be too tall - and he has to be pretty.  You’re not going to fool anybody – it’s not going to be like The Crying Game where everybody says “Wow! That’s a man!?!”  But you have to believe that, in that period, he would be accepted as a woman.  Of course, once you’ve found a pretty enough actor who’s not too tall, then he’s got to be a good actor.  It’s hard to find the necessary qualities in one actor and if Billy had said no, I don’t know if we would have been able to make the picture at all. “

For his part, Billy Crudup found the challenge of playing Ned Kynaston both exhilarating and extremely daunting.  “It’s a rare opportunity for a 35 year-old man to be offered a role in which he has the chance to play Desdemona and Othello,” he says.  “It’s also rare to get a screenplay that celebrates language while telling such an intricate, tragic, funny story of identity and love. I couldn’t pass up the opportunity to take on such an overwhelming task and I suppose there’s a certain amount of hubris in that.  It’s one thing to play somebody who’s meant to be terrible for comic effect.  It’s another thing to be asked to play somebody who’s meant to be beautiful and great, and I didn’t have any confidence that I could execute that in a way that was acceptable to the audience…which is just the thing that made me want to do it.  A little masochistic, I guess.”

Costume designer Tim Hatley didn’t share Crudup’s doubts.  “We were very fortunate with Billy because he’s pretty,” he says.  “Physically he lends himself to becoming a woman – he’s got a waist which a lot of men don’t have and his bone structure works.  He had to wear a corset with the dresses, which he absolutely hated because it’s extremely constricting, very odd for a man.  The fashion of the time was to flatten the chest so we didn’t really need to enhance anything in that department.  The costume dictated the way he moved – the heels and the corset altered the way he walked immediately.  His first fitting was sort of thrilling because he took to it like a duck to water.  He looked rather fabulous and I think he knew it!”
When asked to describe the effect of his feminine garb on his performance, Crudup laughs.  “If I’m asked what it’s like to wear heels,” he says, “The presumption is that I’ve never done it before.  So I feel it’s imperative that I answer the question in the most evasive way possible.”   

Cinematographer Andrew Dunn contributed to the illusion of Kynaston’s femininity.  “In the film, we see Ned as a man and as a woman. For me, lighting Billy as a man was extremely easy because he’s a good-looking guy,” he says.  “He also makes a good-looking woman.  But my team and I had to light him in a much more sympathetic way when he was dressed as a woman, using kinder lighting.”

Claire Danes was chosen to portray Maria, Ned Kynaston’s lovestruck and stagestruck dresser who later becomes his professional rival.  Like her co-star Crudup, Danes is an American with Hollywood roles to her credit playing an English stage actor of the 1660s.  

“Curiously, it wasn’t a case of the producers saying you’ve got to get somebody bankable,” says Richard Eyre.  “None of the other actresses that I thought of had quite Claire Danes’ force, wit, intelligence and energy. Those qualities make her extraordinarily attractive.  Both Claire and Billy have an excellent ear for language, so I knew I wasn’t going to end up with a transatlantic mishmash of accents.  The truth is that I thought these were the two best actors in the English-speaking world to play these particular parts.”

“It was pretty challenging for both of us as Americans to play 17th century English characters, not to mention that Billy’s in a dress most of the time!” says Claire Danes.  “We spent a long time working on our accents.  In some ways, an accent is a useful tool because it can provide a way into the character.  It creates some parameters which can be useful.”  

“Claire Danes was another natural choice for all of us,” says producer Hardy Justice.  “She’s a wonderful, very appealing actress and she was passionate about the part.  She understood immediately that Maria is a mirror image to Ned.  When she first met with Richard, she arrived in a blizzard, trudging through two feet of snow not to miss their appointment.  As Maria, she’s able to go from someone you believe and understand as a dresser - a real backstage personality - to someone who flowers and finds herself on stage.  She has to play a role and play it badly and also play it very well.  It’s very hard to do.  We have to see someone discovering her acting skills on screen.  She’s very vulnerable; but at the same time, Maria has a kind of driving ambition – she changes the role of women in theater.”  

As for the period aspect of the story, Danes says, “Who really knows how they were then?  I read a few books about what it was like to live in the 17th century and they were vaguely illuminating; but I suppose my job is to portray human experience.  I took the risk of assuming that human behaviour is pretty universal and consistent over time.  The real concession I made to the Restoration was to try to sit up straight!”

“People don’t change over the centuries, astonishingly,” says Richard Eyre.  “If you look at the poetry of the ancient world and all of their narratives, they’re all talking about the same thing: relationships.  Throughout history, people behave in a similar manner.  You could say this is depressing.  If you’re a romantic, you might believe that people behave better over the years; but manifestly, they don’t.  They behave very much as they have always done.  They have the same passions and jealousies and feelings about each other – male and female, nation and nation, family and family.  Look back to the old stories and you find that similar stories are still being told. So it’s not difficult to look into the mind of the 17th century person or to bring a contemporary sensibility to the 17th century.  I think it’s what Jeffrey Hatcher did quite cleverly in his screenplay, and I hope we’ve done justice to that.”

“The Restoration was a very sexy period,” says Hatcher.   “Kind of like the Reagan years in the United States. There’d been this period of ascetic self-denial during the Puritan interregnum – not unlike the Carter years – and then suddenly, in comes this big, ballsy king, reeking of masculinity and wanting to have a lot of fun.  Overnight, London was full of color again.  Like in the Reagan 80s (their conservatism notwithstanding), the attitude was, ‘Bring in the girls! Open up the bar!’   With the Restoration, dirty limericks were suddenly being published everywhere and women were revealing their breasts on stage – that wouldn’t have happened during the Elizabethan or the Jacobean period, and it sure wouldn’t have happened under Cromwell.  It’s a wildly sexy period, and frankly, I don’t know why more people don’t make films about it.” 

“We’ve all brought our present-day sensibilities to the story,” says Eyre.  “What I’ve tried to do is yoke the past and the present together so that you never feel that anything is anachronistic, while at the same time you don’t feel you’re a prisoner of period.  There are certain things that experts would say couldn’t and didn’t happen (and in a sense, that’s part of the plot); but I hope the viewers will be within the fictional world of the 17th century.  All films create, more or less successfully or to a greater or lesser extent, fictional universes, and this is a fictional universe established in my view and the designer’s view of the 17th century.”

“Just because we were doing a period movie, Richard didn’t want us to get locked into a ‘ghetto of literalism’ as he called it,” says production designer Jim Clay.  “He wanted us to be respectful of the period, but he also wanted us to have the freedom to move outside it.  For example, we built a set within the grounds of the Royal Naval College at Greenwich, a building that dates from 1690 – 1700.  The purists may say, ‘That Christopher Wren cupola wasn’t completed until 1720!’ But we tried to stay away from those constraints in order to open up the world of the film.  The Naval College provided an opportunity for us to build a set around which we could shoot 360 degrees.   It also offered a courtyard in which to recreate the streets of London and the Great Hall, which serves as the court of Charles II.   We took the spirit of the buildings of the time and used a bit of imagination.”

Costume designer Hatley also allowed himself freedom of movement within the period.  As he explains: “The film is set in the 1660s, so that was our anchor; but we took liberties, mostly going backwards.  I really believe that most people weren’t fashion plates of the day, that they still used lots of older clothes and designs from 20 or 30 years earlier.  You have to remember that people didn’t have the money for the sort of wardrobes we have today, and people didn’t wash like we do, either.  Clothes were re-used; things were cut down and adapted.  As a costume designer, this is fantastic, because it gives me a lot of leeway and makes things more interesting.   It’s an error for a designer to look at the fashion plates of an era and dress everyone in that way.  It’s as if you were to look at how we dress today and say that everyone has to look like they do in Vogue.  But you only have to look around the streets to see that some people are still wearing what my grandparents wore 30 years ago.  I tried to get across that we’re dealing with real clothes and real people.”

According to Jim Clay, “The world of the 1660s was enclosed and clamoring.  It was a dirty, smelly, and inhospitable place in which you didn’t see much sky…almost a Manhattan of its day, with towering buildings leaning at crooked angles.” 

“Jim recreated the world of 1660s London almost from scratch because so much of that world was destroyed in the Great Fire which happened five years after the film is set,” says Hardy Justice.  “He did a magnificent job in creating not only the theaters, but also the streets our characters live in.  It’s a world that really doesn’t exist anymore, but he’s done it in such a way that the city is vibrant and alive.  It feels very familiar and contemporary.  When Jeffrey Hatcher and I first spoke about turning the story into a film, he told me that he didn’t want it to be a ‘coffee table’ movie.  And I believe we’ve achieved that.  It doesn’t feel like we’re dealing with another time – it feels like we’re dealing with issues that people in the East Village might be dealing with.”  

For Richard Eyre and the design team, these allusions to contemporary New York are found in the work of photographer Nan Goldin, whose images were pinned to bulletin boards throughout the production office alongside postcards of portraits from the National Gallery depicting many of the historical figures who appear in the film.  Goldin’s work inspired Eyre from the outset: 

“I wanted to have a style that was simultaneously faithful to the period and had a contemporary feel to it,” says Eyre.  “I was very influenced by Nan Goldin, a brilliant photographer whose pictures are mostly about her life – her friends, her partners.  Her subjects are often transsexuals and transvestites.  It is a slightly twilight world.   The photographs are very moving because they’re so spontaneous.  There’s something very direct about them and the colors are very beautiful.   It was an important influence - reconciling past and present by saying, ‘Look at these photographs and look at the portraits and paintings of the period.’  I was also quite ruthless about the use of color in the film – I didn’t want it to be used indiscriminately.  I wanted a neutral palette on which we laid color only when we wanted to; so that when you see color in the film, it has a real force and meaning”.

Cinematographer Andrew Dunn found a means of keeping the images immediate and contemporary through the liberal use of handheld cameras and Steadicam.  “The main thing we aspired to was for our audience to feel that they’re there at the time – we’re not looking back into this world through a glass darkly, but we’re actually in the here and now of it, involved with all of these people and their hopes and fears.  Most of the shots are in motion in one way or another, keeping the whole world alive.  We weren’t just standing back and watching something as you might watch a performance in a theater – the camera was always in there with the actors, following them through the story with energy and speed.”

Jim Clay designed the grand stage and behind-the-scenes of the Betterton Theatre, which was built on an enormous sound stage at Shepperton Studios.  His image for Betterton’s was that of “a big, old, ship, a timber structure that was almost falling down. And as you walked through the spooky corridors, you could feel all the beams and the columns creaking and groaning with you.”  

“Available material on the theater at that time is a little bit thin,” says Clay.  “A lot of theaters were converted from tennis courts or other empty spaces – they weren’t purpose-built, and that gave us a lot of freedom.  We built a big, composite set so that we could take in the whole world.  I tried to provide real depth in the shots, so that when we’re up in the dressing room (or ‘tiring-room’ as they called it), we’re looking down into the wings and the flies and from there, into the auditorium.

Often, we build huge sets and only work on them for a few days. But here, the theater was a whole world and much of the story took place in it.  It was almost a character in the movie, and we shot on it for five weeks.  It is very ambitious for the kind of budget we had to take on a big build like the Betterton set, and you need to justify it.  Since 75% of the story takes place there, it was the perfect opportunity.”   

“I’ve owned two theaters in that very building!” says Tom Wilkinson, who plays the actor/manger and theater owner, Thomas Betterton. “I owned the theater in Shakespeare in Love and now I’ve owned Betterton’s.  That’s a double to be proud of!”

“I’ve spent most of my working life backstage in theaters,” says Richard Eyre, “So it’s a world that I’m very familiar with.  All theaters, throughout the centuries, have probably been very similar.  People do pretty much the same things, and the theaters themselves look the same.  If you went backstage now at any theater in the West End, you’d be horrified at how primitive it is, and the backstage Jim Clay has designed is very primitive. It’s very raw, it’s all untreated wood.  Theaters have an air of being temporary because they’re made as places to present plays to an audience sitting in the dark.  The beauty of the auditorium is not the first consideration.” 

“All detail in film adds up,” says Eyre.  “Whether you’re aware of it or not, all that detail on screen cumulatively has an impact on the audience’s feeling that they’re in an authentic universe.  And there’s no way of achieving this without attention to detail in every department.  That’s one of the things that attracts me to filmmaking; and the great hope of every film is that the sum of all that detail is greater than the parts.”

Wilkinson, who spent a great deal of time on the backstage set, joked, “One bit of verisimilitude I could have done without was the gravel and grit on the floor everywhere.  I’m told it is entirely authentic, but it got into everything.”

Grumbling about the pebbles aside, Wilkinson was pleased and intimately acquainted with the world in which the film takes place: “I recognized the fun of it and I liked the idea of playing an actor.  There are some aspects of the script which are very true to how actors really are with each other,” he says.   “The thing about Betterton is that he’s seen it all before and he’s not so much interested in acting as he is in making money.  He sees Ned and thinks, ‘Ah well, here we are – another boy wonder.  I’ll just get on with it and go and have a drink.’   Betterton’s encountered these divas before (perhaps he was even one himself when he was young) and he’s not bothered provided he gets the old bums on seats.  Even these days, you hear about movie stars behaving really badly (and I’ve seen a couple of them behaving execrably); but people still go to see their movies, and it gives them license to carry on like that.  The producers put up with it because they know they’re going to make money out of them, just as Betterton puts up with Ned because Ned is his cash cow.”

“The history of theater, of acting, is captured in Ned’s character,” says Hardy Justice.  “He starts out playing a sort of Kabuki theater where every gesture is learned and every movement of the hand means something.  He performs in a very artificial way, and gradually, he strips down to a more naturalistic way of acting. At the same time, he’s stripping away the artifice from himself so that he can get to a more genuine state.  He’s trying for the first time to say who he is, he’s not just playing a part for somebody – whether it’s playing a part for his lover or the king or the world at large.”   

“I really enjoyed the scene we do from Othello at the beginning of the film, because it’s an acting style which isn’t really done anymore,” says Wilkinson.  “We sort of made it up – it’s based more on Victorian acting, I would have thought, than on the Restoration style. I don’t really think that anybody knows what that was like – it’s just too far in the past.   But creating something very, very artificial is fun.  It’s not meant to look real or convincing.”  

“I’ve directed Othello twice in the theater, so it’s familiar territory; but the difficulty here is that they’re doing it out of context,” says Richard Eyre. “Shakespeare is like playing a foreign language, a very distilled, poetic language that has to have a pulse to it – you can’t play it like natural speech.  On the other hand, you have to make the feelings real, and part of our story is the invention of naturalistic acting.  At the beginning of the film, you see stylized 17th century acting, and at the end of the film, you see post-Marlon Brando acting.  Highly naturalistic but also, because it’s Shakespeare, it doesn’t ignore the demands of Shakespearian language.   Incidentally, one of the best performances of Shakespeare that I’ve ever seen was Marlon Brando as Marc Anthony in Joseph Mankiewicz’s production of Julius Caesar.”   

Jeffrey Hatcher is the first to admit that the naturalistic style of acting discovered by Maria and Ned at the end of the film is, in his words, “cheating by a couple hundred years.”  However, as he explains, “The funny thing about styles of acting is that every generation of actors feels that they have rediscovered acting and made it more naturalistic.  The march of the profession has always been toward what is more ‘real’.  When David Garrick was on the stage, audiences thought he was the most realistic actor in the world; but if we were watching him now, I’m sure it would be like watching cardboard…Or take that period when Laurence Olivier was said to have been far more naturalistic than John Gielgud.  If you look at an Olivier performance from the 1930s, as good as it is, it’s still stylized, and to us, it still looks pretty melodramatic.  So I think we can allow ourselves a certain amount of poetic license.”   

Billy Crudup adds, “It is a bit of a cheat in the story and it’s one of the things Richard and I talked about early on, the idea that Ned and Maria invent naturalism/realism in the 17th century when that didn’t actually happen until the 1940s.  But in the script, Ned and Maria are desperate to find some way of storytelling that’s truthful, that gets more to the heart of human interaction than the stylized performance that people then were comfortable with.  I don’t think it was because people were any less interested in the truth at that time. But those were the conventions available to them, and people couldn’t make the transition to the vulgarity that is real life.  Rather than being based in historical fact, it was meant to allude to a feeling in both of these people that they wanted to relate to the world in a truthful way.”  

“It’s curious to make a movie on the stage, within the context of the theater,” says Claire Danes.  “It’s a strange thing to perform as a performer.  My dresser would hand me the clothes that I was meant to be using to dress Billy...and he was playing an actor who’s playing an actress.   There were a lot of layers.” 

“It’s about theater, literally and metaphorically,” says Ben Chaplin, who plays Kynaston’s aristocratic lover and patron, the playwright George Villiars, Second Duke of Buckingham.  “It’s hard for us to imagine a time when women weren’t allowed to perform on stage and even harder to imagine that men had been performing as women for decades.  People at the time seem to have had no problem with it, and the very idea of that is interesting.  Men in the audience must have fancied the female characters - they must have thought, ‘Oooo, I like her! She’s pretty!’   These were their Meryl Streeps – they just happened to be men.” 

“When I’m playing Ned playing a woman,” says Crudup, “I spend most of my time making sure that every single detail is in order.  I don’t reflect on whether or not I’m a hot chick because to Ned, that idea is very threatening – not knowing if he’s as beautiful as he thinks he is.”

“The film suggests that Ned is partly to blame for women being on the stage and that’s not true,” says screenwriter Hatcher.  “But no one really knows why the first woman was allowed to act on stage.  Pepys’ diary, the most accurate chronicle we have, only notes that a woman played Desdemona in 1661 – he doesn’t say whether the king allowed this or if there was a debate in parliament about it – he simply states that she’s there.   However, within two weeks of that, Pepys notes that there were suddenly women all over the London stage – it really took off.  Then within a few months, King Charles issued a proclamation saying no man could play a woman on stage.  

It may have been that there was formerly a law prohibiting women from appearing on stage, but we don’t have any record of it.  But we know for certain that Charles II passed a law stating that men could not perform as women in public.  You can easily imagine a world in which women were allowed to play women in one theater and men could play women in another (like Mark Rylance at the Globe, for example). But Charles II used what Americans call ‘affirmative action’ on this one and decided that there would be no competition. Most people believe that this came about because the king had so many girlfriends who were actresses and he wanted to do them a favor.”

Among the best-known of the monarch’s actress girlfriends was Nell Gwynn, a vivacious, straight-talking former orange-vendor who made her way up from the theater stalls to the stage and from there to the royal bedchamber.  Having previously been the mistress both of an actor and of a nobleman named Charles, her affectionate name for His Royal Highness was ‘Charles the Third’.  She remained on the stage (by appointment to His Majesty the King) as one of the period’s most popular comic actresses.  An apocryphal story has it that Nell received a title for her son by Charles II by calling to the child: ‘Come here, you little bastard’.  When the king remonstrated her for addressing the boy in such a way, Nell replied that she could think of none better, since that was indeed what her boy was.  Soon thereafter, Charles II bestowed a dukedom on the “little bastard”.   

For the role of Nell Gwynn, Richard Eyre chose Zoë Tapper, a vivacious, straight-talking newcomer fresh out of drama school. 

“My school subscribed to an industry magazine that outlines upcoming auditions and when I saw that they were auditioning for Nell Gwynn, I thought, ‘There’s no reason why I can’t steal this part!’” says Zoë Tapper.  “Rather cheekily, I wrote to the casting director, Celestia Fox, and said, ‘I AM Nell Gwynn!  You’ve got to let me audition, please!’  Amazingly enough, a few days later I got a call saying, ‘Okay then, show us what you’ve got.’  It was quite intimidating but fantastic.  I met the casting people a couple of times and went along to meet Richard Eyre (quite daunting in itself, as he’s been a complete idol of mine since I started at drama school).  They gave me a screen test and that was it.  I finished school on a Friday and was on set on the Monday. 

I had a funny first two days on set.  The first day, I had to dress as a man – a mini-me version of King Charles.  They would often put on palace ‘musicales,’ and in my first scene, Nell had dressed up as the King in his wig and his clothes.  The second day, I had to walk down a flight of stairs surrounded by choir boys, holding a shield in front of me, singing a little number; and at the end, it’s revealed that I’m absolutely stark naked behind the shield!  It was terrifying, to be honest.  This is all completely new to me.  I’m learning about everything – who does what and what their job involves – just trying to take everything in.  The scene with the shield threw me in at the deep end, and I’m glad of that.”

“I didn’t feel I had to help Zoë at all – she’s really good on her own,” says Rupert Everett, who plays King Charles II in Stage Beauty, having recently played his father, Charles I, in To Kill a King.  “Zoë’s very self-possessed, a really good actress, and it’s always easy to work with a good actor.”   

“Working with Rupert was a scream,” says his young co-star. “And I suppose that just looking at the two of us together is funny because he’s about 6’ 5” and I’m 5’ nothing.   I had to start a lot of scenes with raucous laughter and Rupert was always on hand to provide a naughty joke.” 

“Nell and Maria are soulmates – they both love acting and they’re great allies because they both come from backstage,” says Claire Danes.  “Like Nell, Maria is full of passion - she has a great desire to act, and even though she has no experience, her enthusiasm is enormous.  She’s loving and clever and audacious.  I find that people’s attributes are often their shortcomings as well, and I think that’s true for Maria.  She’s very stubborn (steadfast would be a polite way of putting it) in pursuing her goals, and consequently, she can be a bit insensitive to other people’s needs.” 

 “With Nell Gwynn, there’s no censorship,” says Tapper. “Something gets into her head and it comes out of her mouth.  She really doesn’t think about the consequences of anything.  Nell never forgot her roots. She had all these fine clothes and was put on a pedestal because of her relationship with the king; but she never forgot who she was. She was still an orange girl and she didn’t make any excuses for that.  I tried to portray her as a completely open and honest person who’s proud of where she’s come from and equally proud to be where she is now.   We did a lovely scene where all these beautiful people are sitting at dinner at the palace and Nell shouts across the table that her mum was a whore.  All Nell’s scenes are louder than anybody else’s.”   

Like all of her fellow actors, newcomer Zoë Tapper credits director Richard Eyre with making her feel comfortable and confident in her role.  

Claire Danes says, “Richard is one of the most sincerely modest people I’ve ever met.  I was a nervous wreck at first because he’s got this staggering reputation. But he’s very approachable, and all of my fears of being unworthy were assuaged by the end of rehearsal.  I haven’t met a single person who hasn’t raved about their experience of working with him.   He has a real appreciation for actors.”

“Directors who like actors are probably rarer than they should be,” says Eyre.  “You hear shocking stories about directors who treat actors as if they were the inmates of an uncongenial health farm or worse, but actors are the raw material of film.  I like them because of what they do, and perhaps some of that liking, that admiration, is reciprocal.  I used to be an actor and I recognize that they can do something that I can’t.  However, I understand the process and I really admire them when they do it well, particularly when they do it well on film.  They have that ability of a great musician, the facility to start in the middle of a bar.  It’s one thing to start at the beginning and play through a piece. But when you’re filming, it’s ‘BANG!’ And you’ve got to be right there, in the middle of a bar.  All the really good actors I know are smart. They have to think quickly and they have to have wit.”   

Writer Jeffrey Hatcher has also spent his working life in the theater (like Eyre, he’s a former actor), and while recognizing and gently mocking their foibles, he has a genuine appreciation and sympathy for members of the profession.

“When the one thing that you’re good at is completely artificial, when that’s stripped away from you, you’re left with nothing but yourself,” he says.  “I hate to use phrases like this, but Ned is on a voyage of self-discovery.  He has to find something real in order to survive.  It’s about the painful process of change. You can see it in many different kinds of performers:  some child actors when they get too old (the Roddy McDowalls of this world), or actresses when the beauty starts to fade and they’re too old to play certain parts.  Look at dancers and athletes.  With performers, the retirement process is always accelerated.   That, for me, is the personal hook in the story: how would I feel if I could no longer use the one thing that I’d identified as the calling card in my life?   

So many people identify themselves by their talent or their work.  Somebody once told me that when Bob Hope went to China and nobody knew who he was, it drove him nuts.  Not to be approached as ‘Bob Hope’ drove him nuts because he was accustomed to a certain public reaction – it’s like a narcotic; and if it’s taken away, you go into withdrawal.

Overnight, Ned Kynaston became a freak – like silent film stars who, with the advent of sound, were suddenly bad actors.  They hadn’t changed, but the medium had changed.  For years, Kynaston was lauded by the press and adored by his fans; but within a couple of weeks, he was this monster freak, and people were writing nasty poems about him: “Grown so large and incompliant, call Desdemona, enter Giant”.  These were the same people who two days earlier were saying he was a great actor. He wasn’t doing anything differently to the way he’d always done it, but now the audience had a comparison.  He came up short for all the obvious reasons and he must have been completely stunned by the whole affair.”  

“Ned has gathered a lot of self-esteem and fame – he’s become a glutton for fame – based on cultivating an identity that he doesn’t really know to be his own,” says Billy Crudup.  “It’s just something that he’s good at.  I think that happens to a lot of people – they end doing something that they’re good at and they turn it into their passion because they’re addicted to feeling loved by people.  I guess that’s fair enough, but it ends up distancing people from themselves.  In order for Ned to be able to love someone and communicate those feelings, he has to be able to identify who he is.” 

Director Eyre adds, “We are obsessed with who actors are – i.e. are they the character they are playing, are they really feeling and doing the things that they are feeling and doing on screen? Isn’t it possible that actors are as confused about who they are as anyone else?”

“The fact that Kynaston played Desdemona at one part of his life and Othello at another suggests a transformation,” says Hatcher.  “I can imagine someone fictionalizing his story and having him commit murder before committing suicide because he was a woman and can’t go on as a man. I can see someone taking different, more melodramatic liberties with the facts of Kynaston’s life.  But I liked the idea that he transforms, that he changes and survives.  To me, it’s infinitely more interesting to write a tale about survival through transformation than to write about someone who feels his life is over because they changed the rules.”

“Ned’s quite difficult to love on a personal level because he’s so self-involved and emotionally alienated from other people,” says Claire Danes. “He’s very defensive and sharp-tongued, but Maria manages to see through all that.  One of the things I loved about the script is its ambiguity, its resistance to putting a tight little bow around all of these big feelings and concepts.  I think that Maria makes more out of Ned, but I don’t know if she necessarily makes more of a man out of him. Through her love, she encourages him to be more honest with himself; and at the end of the film, we see that he’s beginning that process.  That’s genderless, really.  It asks the audience to resolve the question for themselves.”

“Although it is set hundreds of years ago and addresses very complex issues of identity, in the end, I hope audiences are moved by the film because it’s about a relationship between two people who love each other,” says Richard Eyre.  

Kynaston had the good turn to appear in three shapes…as a poor woman in ordinary clothes to please Morose; then in fine clothes as a gallant, and in them was clearly the prettiest woman in the whole house – and lastly, as a man; and then likewise did appear the handsomest man in the house.

The Diary of Samuel Pepys, 7 January 1661

… and thence to the Theatre, where I saw again ‘The Lost Lady’ which do now please me better than before; and here I sitting behind in a dark place, a lady spit backward upon me by mistake, not seeing me but after seeing her to be a very pretty lady, I was not troubled at all.

The Diary of Samuel Pepys, 26th January 1661

ABOUT THE CAST
BILLY CRUDUP / Ned Kynaston
Billy Crudup could most recently be seen as Albert Finney and Jessica Lange’s son in Tim Burton’s BIG FISH.

On stage, he received a 2002 Tony Award nomination for his Broadway appearance in the title role of The Elephant Man.   

Soon after receiving a Master’s degree from NYU’s Tisch School of the Arts, Crudup received the Outer Critics’ Circle Outstanding Newcomer Award and a Theatre World Award for his role in Tom Stoppard’s Arcadia.  His manystage credits include Measure for Measure, Three Sisters and Bus Stop.  

On screen, Crudup joined Brad Pitt and Jason Patric in Barry Levinson’s SLEEPERS before appearing in his first starring role as runner Steve Prefontaine in WITHOUT LIMITS.  He later starred in Stephen Frears’ THE HI-LO COUNTRY and Keith Gordon’s WAKING THE DEAD.
Crudup starred in Gillian Armstrong’s CHARLOTTE GRAY opposite Cate Blanchett after portraying a ‘70s rock star in Cameron Crowe’s ALMOST FAMOUS.  His feature credits also include Alison McLean’s JESUS’ SON, Woody Allen’s EVERYONE SAYS I LOVE YOU and Pat O’Connor’s INVENTING THE ABBOTTS. 

CLAIRE DANES / Maria
Claire Danes recently completed filming Anand Tucker's Shopgirl opposite Steve Martin, which was based on Martin's novella.  

Danes' recently starred in the blockbuster Terminator 3: Rise of the Machines and the indie hit, Igby Goes Down.  She also appeared opposite Meryl Streep in Stephen Daldry's Academy Award-winning The Hours.   

Danes' other film credits include the role of Juliet opposite Leonardo DiCaprio's Romeo in Baz Luhrmann's Romeo + Juliet, Gillian Armstrong's Little Women, Michael Pressman's To Gillian on her 37th Birthday, Bille August' s Les MISERABLES, Francis Ford Coppola's The Rainmaker, Oliver Stone's U-Turn and Jodie Foster' s Home for the Holidays. 

Danes is well known for her role as Angela Chase on the critically acclaimed series, "My So Called Life" for which she received both a Golden Globe and an Emmy Nomination. 





RUPERT EVERETT / King Charles II

In recent years, Rupert Everett has attained international stardom due to a memorable array of both comedic and dramatic film roles.  His scene-stealing performance as Julia Roberts’ confidant in MY BEST FRIEND’S WEDDING earned him Golden Globe and BAFTA Award nominations, as well as American Comedy, Blockbuster Entertainment and London Film Critics Awards for Best Supporting Actor.  

This May, Dreamworks will release the highly anticipated sequel, SHREK 2.  Everett has lent his voice talents to play Prince Charming opposite Mike Myers, Cameron Diaz, Eddie Murphy and Antonio Banderas.

A DIFFERENT LOYALTY, in which Everett plays a Russian double agent opposite Sharon Stone, will be released by Lions Gate in 2004.  Directed by Marek Kanievska, the film is based on the life of Eleanor Philby, whose husband, Kim Philby, was a spy who infiltrated British intelligence for the Russians before deflecting to Moscow in 1963.

The highly anticipated Julian Fellowes film, A WAY THROUGH THE WOODS, is also scheduled for release this year. Everett plays the third party that disrupts the marriage of the characters played by Tom Wilkinson and Emily Watson. 

Everett recently starred in the classic Oscar Wilde tale, THE IMPORTANCE OF BEING EARNEST, under the legendary Ealing Studios banner. The Fragile Films/Miramax production was directed by Oliver Parker. The cast also included Judi Dench, Colin Firth and Reese Witherspoon.  

In the U.K., Everett was last seen in Mike Barker’s TO KILL A KING, in which he starred opposite Tim Roth and Dougray Scott.  Set in seventeenth century England, the film explores the complex relationship of Oliver Cromwell and Thomas Fairfax that resulted following the execution of King Charles I, who is portrayed by Everett.  

In 2002, Everett lent his voice talents to the Paramount Pictures/Nickelodeon Movies animated adventure THE WILD THORNBERRYS.  

Everett was most recently seen in LIASONS DANGEREUSES.  The film, a remake of DANGEROUS LIASONS that is set in the 1960’s, stars Catherine Deneuve, Nastassja Kinski, and Leelee Sobieski.  Josee Dayan directed the film in English and French, and it was produced by French broadcaster TF1 and Jean-Luc Azoulay’s JLA Prods. LIASONS DANGEREUSES aired in a two parts on the Women’s Entertainment Network.

In 1999, Everett was nominated for a Golden Globe Award for Best Actor in a Comedy or Musical for his memorable portrayal of Lord Arthur Goring in Oscar Wilde's classic tale, AN IDEAL HUSBAND. The film also starred Cate Blanchett, Jeremy Northam and Julianne Moore.  Everett's portrayal of a dashing bachelor who finds his lifestyle caught up in a tangled web of lies, temptations and secret liaisons, was both charming and unforgettable. AN IDEAL HUSBAND was written and directed by Oliver Parker and released by Miramax Films.

Other film credits include P.J. Hogan’s Unconditional Love, The Next Best Thing, opposite Madonna, Disney’s INSPECTOR GADGET, Miramax’s A MIDSUMMER NIGHT’S DREAM, the critically acclaimed THE MADNESS OF KING GEORGE, and the children’s favorite DUNSTON CHECKS IN.  Additionally, he starred in CEMETARY MAN, Robert Altman’s PRET-A-PORTER, Duet For One, Hearts of Fire, The Chronicle of A DEath Foretold, directed by Franco Rossi, Tolerance, Inside Monkey Zetterland, and The Man With the Gold Rimmed Glasses.  Two of his most well known early roles were in the classic films DANCE WITH A STRANGER and THE COMFORT OF STRANGERS. 
Everett has also garnered critical acclaim for his dramatic work on stage.  Most notably, he gained recognition for his performance in Another Country, a role that he had originated on stage in London.  He then went on to star alongside Colin Firth in the film version of the highly praised play in 1984.  Additional London theater credits include: Tennessee Williams'  The Milk Train Doesn't Stop Hear Anymore, Oscar Wilde's The Importance of Being Earnest, Some Sunny Day, Mass Appeal, Don Juan and Chinchilla.  His theater work in Glasgow includes: The Vortex, Heartbreak House, A Waste of Time, Private Lives, The Picture of Dorian Gray, and The White Devil.
Everett is also the author of two successful novels, Hello Darling Are You Working? and The Hairdresser of St. Tropez, which was published in the United Kingdom in 1995.

Everett was born and raised in the United Kingdom.  Educated in a Benedictine monastery, he left school at the age of fifteen and made his way to London to pursue theater.  He eventually joined the avant-garde Citizens Theater Company of Glasgow, where he began his theater career in repertory. He toured with this company around Europe and England prior to, and while, making a name for himself in various film and television productions.

Everett resides in Europe.
TOM WILKINSON / Betterton
A 2001 Oscar nominee (and Independent Spirit Award winner) for his performance in Todd Field's IN THE BEDROOM, Tom Wilkinson became a household name around the globe after starring in Peter Cattaneo's THE FULL MONTY.  

Wilkinson followed up IN THE BEDROOM with a star turn in the HBO film NORMAL, opposite Jessica Lange, receiving both Golden Globe and Emmy nominations.

He recently completed A GOOD WOMAN for director Mike Barker, opposite Helen Hunt and Scarlett Johansson; John McKay's PICADILLY JIM with Sam Rockwell; WHITE ON WHITE for director Roger Spottiswoode, and Julian Fellowes' directorial debut A WAY THROUGHT THE WOODS, with Emily Watson and Rupert Everett.  He will next be appearing in the BATMAN prequel with Christian Bale, Katie Holmes and Michael Caine for Warner Bros.

Recent films include THE GIRL WITH THE PEARL EARING, with Colin Firth and Scarlett Johansson, and the critically acclaimed ETERNAL SUNSHINE OF THE SPOTTED MIND, with Jim Carrey and Kate Winslet.

In recent years, Wilkinson has appeared in a wide range of films including Rush Hour, The Importance of Being Earnest, The Patriot, Ride with the Devil, Shakespeare in Love, Oscar and Lucinda and WILDE. 

Wilkinson credits director Richard Eyre with providing his break into show business at the Nottingham Playhouse.  Since then, his many stage credits include John Proctor in The Crucible at the Royal National Theatre, the title role in King Lear at the Royal Court and Dr. Stockmann in An Enemy of the People, for which he was nominated for an Olivier Award.  More recently, he appeared at the Royal Court in David Hare's production of My Zinc Bed.
On television, Wilkinson has appeared in (among others) the award-winning BBC mini-series "Martin Chuzzlewit", in the title role of the BBC detective series "Resnick", and in "Measure for Measure" and "Cold Enough for Snow," for which he was nominated for a BAFTA TV Award.

BEN CHAPLIN / George Villiars, Duke of Buckingham

Ben Chaplin appeared in Hong Kong director Peter Pau’s THE TOUCH, with Michelle Yeoh, and Barbet Schroeder’s MURDER BY NUMBERS, co-starring Sandra Bullock.

A graduate of the Guildhall School of Music and Drama, Chaplin made his US feature debut in The Truth About Cats and Dogs, opposite Uma Thurman and Janeane Garofalo.  He went on to appear in Agnieszka Holland’s WASHINGTON SQUARE, from the novel by Henry James, and Terence Malick’s Academy Award-nominated THE THIN RED LINE. He also appeared in Oscar-winning cinematographer Janusz Kaminski’s directorial debut LOST SOULS, opposite Winona Ryder. 

His British films include Jez Butterworth’s BIRTHDAY GIRL, in which he plays the hapless bank clerk taken for a ride by Nicole Kidman’s Russian mail-order bride, and the Merchant Ivory films THE REMAINS OF THE DAY and The Feast of July.

On stage, Chaplin has appeared in Le Grand Meulnes, The Neighbour and Peaches, as well as Sam Mendes’ Donmar Warehouse production of The Glass Menagerie, opposite Zoe Wannamaker, for which he received an Olivier Award nomination. Most recently, Chaplin appeared with John Lithgow and Eileen Atkins in the Broadway production of Retreat from Moscow. 

Ben Chaplin’s many UK television credits include “Casualty,” “Minder,” “Between the Lines,” “The Borrowers” and “Game On.” 

HUGH BONNEVILLE / Samuel Pepys

Hugh Bonneville recently completed filming THE UNDERCLASSMAN, a Miramax production starring Nick Cannon and Roselyn Sanchez, for director Marcos Siega. He can soon be seen in ASYLUM, opposite Natasha Richardson and Ian McKellen, for director David Mackenzie, and PICCADILLY JIM, with fellow STAGE BEAUTY cast members Tom Wilkinson and Tom Hollander, for director John McKay. He previously worked with Richard Eyre on the director’s Academy Award-winning IRIS, for which Bonneville won the Best Young Actor Award at the Berlin Film Festival and a BAFTA Best Supporting Actor nomination for his portrayal of the Young John Bayley.  Other feature credits include Patricia Rozema’s MANSFIELD PARK and Roger Michell’s NOTTING HILL.
On television, Bonneville recently starred in the controversial drama “Hear The Silence” and played the title role in “Philip Larkin: Love Again”. His many small screen credits include “Daniel Deronda”; “Tipping The Velvet”, “Armadillo”, “The Cazalets”, “Take a Girl Like You”, “Madame Bovary” and the Emmy Award-winning Churchill drama, “The Gathering Storm”.

On stage, Hugh Bonneville most recently appeared in US and Them at the Hampstead Theatre. Other theatre work includes Sam Mendes’ production of Habeas Corpus at the Donmar, where he also appeared in Beautiful Thing, which he later co-produced in the West End. His work for the Royal Shakespeare Company includes playing Laertes to Kenneth Branagh’s Hamlet, The Alchemist, Two Gentlemen of Verona and ’Tis Pity She’s a Whore.  Seasons at the Royal National Theatre include The School For Scandal, Yerma and the title role in The Devil’s Disciple.
RICHARD GRIFFITHS / Sir Charles Sedley
An accomplished stage actor and a familiar face to UK television audiences from his appearances in the series “Hope & Glory” and “Pie in the Sky”, Richard Griffiths is now known to younger audience members as Harry Potter’s wicked Uncle Vernon Dursley, and can be seen in the next installment of the Harry Potter series Harry Potter & The Prisoner of Azkaban.  He made an indelible appearance in the 1987 cult comedy WITHNAIL AND I, and more recently, in Tim Burton’s SLEEPY HOLLOW. 

Other feature credits include Chariots of Fire, Gandhi, Greystoke, Gorky Park, Naked Gun 2, Superman and GOLDENEYE.

On stage, Griffiths’ appearances with the Royal Shakespeare Company include Once in a Lifetime, Henry VIII and Volpone.  Other major stage productions include Heartbreak House and The Rules of the Game at London’s Almeida Theatre, and most recently, Luther at the Royal National Theatre.

EDWARD FOX / Sir Edward Hyde
Edward Fox has appeared in countless productions for stage, screen and television and remains one of Britain’s most accomplished actors.

Among his many film credits are The Go-between, A Bridge Too Far, The Duellists, Gandhi, The Bounty, The Day of the Jackal,  The Shooting Party, A Month by the Lake, The Importance of Being Earnest and Nicholas Nickleby.  

His theatre credits include The Winslow Boy; The Browning Version; The Rivals; Harold MacMillan in A Letter of Resignation in the West End and on tour; Henry Higgins in the national tour of My Fair Lady; Chrichton in The Admirable Chrichton in the West End, The Philanthropist at the Chichester Festival Theatre and in the West End, and Dance of Death.  Edward is currently playing in Harold Pinters’ production of The Old Master.
Edward Fox's many television appearances include the recent mini-series "Foyle's War" and "Daniel Deronda".  Other TV appearances include "Cinderella & Me", "Gulliver's Travels", "Robin Hood", and "Quartermaine's Terms".  

ZOË TAPPER / Nell Gwynn
STAGE BEAUTY is Zoë Tapper's feature film debut.  On television, she recently appeared in Oliver Parker's "The Private Life of Samuel Pepys," starring Steve Coogan, and has since appeared in BBC's "Cutting It" and "Hex", directed by Brian Grant.

At the Central School of Speech and Drama (from which she graduated in the Spring of 2003, days before taking on her first film role), Tapper appeared in a variety of productions including The Glory of Living, Richard II, Picnic and as Rosalind in As You Like It.

ABOUT THE FILMMAKERS
RICHARD EYRE / Director

Richard Eyre's most recent feature film was the Academy Award winning IRIS, which won the Best Supporting Actor Oscar for Jim Broadbent and received nominations for both Judi Dench and Kate Winslet as the older and younger Iris Murdoch.   

His London production of Vincent in Brixton recently appeared on Broadway, as did his production of Arthur Miller's The Crucible, starring Liam Neeson and Laura Linney, for which he received a Tony nomination for Best Director. Additionally, Eyre received a Tony nomination in 1997 for Skylight and Tony Award as co-producer of Carousel at the Lincoln Center Theater.

As director of The Royal National Theatre, Eyre produced over 100 productions. Under his direction, the National received countless awards (24 in 1992 alone).  Eyre directed 27 plays during his tenure, including Guys and Dolls (Olivier, Evening Standard and Critics Circle Awards for Best Director); Richard III with Ian McKellen; Tom Stoppard's The Invention of Love (Evening Standard Award); King Lear with Ian Holm (winner of Evening Standard, Olivier and Critics Circle Awards), which he also directed for BBC TV and WGBH (Peabody Award); David Hare's Amy's View with Judi Dench; and Absence of War, which he also directed for BBC TV.  Under Eyre's direction, the group became the first British theater company to visit Lithuania, and also traveled to Korea, mainland China, South Africa, and New Zealand. 

Eyre's screen credits include The Ploughman's Lunch (winner of the Evening Standard Best British Film Award).  His work for television includes "The Insurance Man", "Suddenly, Last Summer" and the BAFTA-winning BBC drama, "Tumbledown".  

His books include the memoir Utopia and Other Places and Changing Stages, a guide to 20th century British and American theatre which Eyre later presented as a BBC and PBS Television series. National Service, Eyre's account of his 10 years at the National Theatre, was published in 2003 by Bloomsbury. 

JEFFREY HATCHER / Screenplay
Fast becoming one of the most prolific and frequently produced playwrights in the U.S., Jeffrey Hatcher adapted his acclaimed stage play Compleat Female Stage Beauty for the screen. He is currently working on a screenplay of Casanova for director Lasse Hallstrom, as well as screenplays for directors Steven Shainberg (SECRETARY) and Kim Pierce (BOYS DON’T CRY). He has also written for the Peter Falk TV series “Columbo” and E! Entertainment Television.

Hatcher grew up in Ohio before attending New York University to study acting. After a brief career on stage, he turned his hand to writing. His many award-winning original plays have been performed on Broadway, off-Broadway, and regionally across the US and abroad. They include Three Viewings, Scotland Road, Neddy, Korczak’s Children, A Picasso, Mercy of a Storm, Work Song (with Eric Simonson), and Lucky Duck (with Bill Russell and Henry Kreiger). Recently, Hatcher wrote the book for the Broadway musical Never Gonna Dance, based on the Fred Astaire Ginger Rogers film SWINGTIME, and co-authored with Mitch Albom the stage version of the bestseller Tuesdays with Morrie. 

 

ANDREW DUNN BSC / Director of Photography

Andrew Dunn previously worked with director Richard Eyre on the television dramas “Tumbledown” (for which he won the BAFTA for Best Film Cameraman), “Absence of War” and “Suddenly Last Summer”, starring Maggie Smith and Natasha Richardson.    

He has recently completed John McKay’s PICCADILLY JIM with STAGE BEAUTY actors Tom Wilkinson, Hugh Bonneville and Tom Hollander.

Dunn’s many feature film credits include the award-winning GOSFORD PARK for director Robert Altman, with whom he recently re-teamed on THE COMPANY; EVER AFTER; SWEET HOME ALABAMA, THE COUNT OF MONTE CRISTO; PRACTIAL MAGIC; LIAM; THE CRUCIBLE; L.A. STORY; and THE MADNESS OF KING GEORGE, for which he was nominated for a BAFTA and won the British Society of Cinematographers and the Evening Standard awards for outstanding technical achievement.  He was previously awarded the BAFTA for cinematography for the television dramas “Edge of Darkness” and “Threads”. 

JIM CLAY / Production Designer 

Jim Clay's production design covers a wide range of periods and landscapes with recent examples including contemporary London in Chris and Paul Weitz's ABOUT A BOY and Richard Curtis' LOVE ACTUALLY, Second World War Greece in John Madden's Captain Corelli's Mandolin, and 19th century St. Petersburg in Martha Fiennes' ONEGIN.

 

Other credits include Felicia's Journey, Copy Cat, Circle of Friends and the Oscar-winning THE CRYING GAME.  

 

Jim Clay's designs also include the original television series of Dennis

Potter's "The Singing Detective".   

TIM HATLEY / Costume Designer

Tim Hatley trained at Central Saint Martins College of Art and Design and was awarded the Linbury Prize for Stage Design Commission in 1989.  He won the 2002 Olivier Award, Tony Award, and Drama Desk Award for his set design for Private Lives in the West End and on Broadway.  He previously won the Olivier Award for his costumes and sets for Humble Boy in London's West End and at the Royal National Theatre.  Among many others, Hatley's theater credits include Richard Eyre's productions of Vincent in Brixton and The Crucible on Broadway; The National Theatre productions of Sleep with Me, The Caucasian Chalk Circle, and Stanley (for which he won the 1997 Olivier Award for Design); Richard III, Goodnight Children Everywhere, Talk of the City (RSC); Suddenly Last Summer (Donmar Warehouse); The Three Lives of Lucie Cabrol (Theatre de Complicité); Happy Days (Gate Theatre, Dublin, Almeida, London and New York); The Maids (Donmar); Moscow Stations (West End and New York); Mr. Puntilla and his Man Matti, The Play about the Baby, Chatsky (Almeida); and Damned for Despair, winner of the Time Out Design Award (The Gate, London). 

Hatley has also designed for the opera, including The Love for Three Oranges (Cologne Opera), Carmen, Orpheus in the Underworld, The Return of Ulysses (Opera North UK); Les Miserables (Gothenburg Opera), Il Trovatore, Ariadne auf Naxos and Le Bourgeois Gentilhomme (Scottish Opera); HMS Pinafore, Die Fledermaus (D'Oyly Carte).  His designs for the ballet include Unrequited Moments (English National Ballet); Roughcut (Rambert Dance); and Cinderella (Northern Ballet Theatre).  Hatley is the production designer on the film CLOSER, which is due for release later this year.

GEORGE FENTON / Composer 

George Fenton began writing scores in 1974 after a brief career performing and songwriting. He now works exclusively in theatre, TV and film. 

Theatre work includes scores for The Royal Shakespeare Company, The National Theatre, The Royal Exchange Theatre, The Royal Court and Peter Gill’s productions at Riverside Studios.  Most recently, The Judas Kiss (Almeida and Broadway) and Othello (Stratford).

His film career began with films on television for Jim Goddard, including “Out and Fox,” and for Stephen Frears, including “Bloody Kids”, “Going Gently”, “Saigon Year of the Cat”, as well as the series “The Jewel in the Crown”, “The Monocled Mutineer” and “The History Man”.  In addition, he has written music for many of Alan Bennett’s plays, films and monologues, as well as news jingles and popular signature tunes, which include “Shoestring” and “Bergerac”. He has also composed music for the major documentary series, “The Trials of Life”, “Life in the Freezer”, “Beyond the Clouds”, “Shanghai Vice” and “The Blue Planet”.
For the cinema, he has written over 50 scores including The Company of Wolves, Gandhi, Cry Freedom, Dangerous Liaisons, The Fisher King, Hero, Groundhog Day, Final Analysis, The Madness of King George, You’ve Got Mail, Shadowlands, Ever After, Anna and the King, Sweet Home Alabama and Ken Loach’s films, including Land and Freedom, My Name is Joe and SWEET SIXTEEN.
For his film and television work, he has won Bafta, Ivor Novello and Emmy awards; and he has received five Academy Award nominations and three Grammy nominations.

He has collaborated with many artists for film, including Sting, Nathalie Stutzmann, Delbert McClinton and Jonas Gwangwa, and away from the screen with The Medici Quartet (Hymn) and the trumpeter, Graham Ashton (Five Parts of the Dance).
Most recently, he has completed the scores to Ken Loach’s AE FOND KISS and Richard Eyre’s STAGE BEAUTY. 
LISA WESTCOTT / Hair and Makeup Designer 

Lisa Westcott previously worked with director Richard Eyre on IRIS. Other recent feature film credits include FROM HELL, starring Johnny Depp, and Tim Fywell’s I CAPTURE THE CASTLE. She received American and British Academy Award nominations for John Madden’s SHAKESPEARE IN LOVE and MRS. BROWN, and won the BAFTA Film Award for her work on Nicholas Hytner’s THE MADNESS OF KING GEORGE.
Westcott is a three-time BAFTA TV Award-winner for her work on the television mini-series “Wives and Daughters”, “Our Mutual Friend” and “Bleak House”, and was also nominated for “Portrait of a Marriage”.  She also received an Emmy Award nomination for “Last of the Blonde Bombshells”, starring Judi Dench, and a Royal Television Society nomination for the drama “Heavy Weather”.  

Lisa Westcott’s recent television credits include the mini-series “Cambridge Spies”. 

TARIQ ANWAR / Editor 

Tariq Anwar recently edited Christine Jeff’s SYLVIA, starring Gwyneth Paltrow and Daniel Craig.  

He was nominated for numerous awards for his work on AMERICAN BEAUTY, including an Oscar, an A.C.E. Award and collected the BAFTA Film Award that year.  He previously received BAFTA TV Award nominations for the mini-series "The Fortunes of War", "The Monocled Mutineer,” "Tender is the Night" and “Summer's Lease", and won the award for "Oppenheimer" and "Caught on a Train".  He was also nominated for the BAFTA Film Award for his editing of THE MADNESS OF KING GEORGE.
His feature film credits include Center Stage, Focus, Tea with Mussolini, The Wings of the Dove,  The Object of My Affection and Alien Love Triangle.

JIM GREENHORN / Production Sound Mixer
Sound mixer Jim Greenhorn previously worked with director Richard Eyre on IRIS.
He was part of the BAFTA Film Award-winning team for SHINE and later received a nomination for the television drama "A Rather English Marriage".

He recently completed LADIES IN LAVENDER, starring Judi Dench and Maggie Smith for actor-turned-director Charles Dance, and served as production sound mixer on Stephen Fry's BRIGHT YOUNG THINGS.
Jim Greenhorn's feature credits as sound mixer include Last Orders, The War Zone, Wilde, Nil by Mouth and Truly, Madly, Deeply.
ABOUT THE COMPANIES
QWERTY FILMS is a feature film development and production company and media consultancy investment business based in London which was founded by Michael Kuhn, ex Chairman of Polygram Filmed Entertainment, together with his colleagues Jill Tandy and Malcolm Ritchie in 1999.  Qwerty Films, together with Citibank, established N1 European Film Produktions GmbH & Co KG in 2001 to produce and finance a slate of up to 10 international feature films in the $10-50m range.  Qwerty Films/N1 released THE ORDER in 2003 through Twentieth Century Fox and will release four feature films in 2004: I HEART HUCKABEES (David O. Russell), KINSEY (Bill Condon), WONDROUS OBLIVION (Paul Morrison), and, of course, STAGE BEAUTY.   

Founded in 1988 by partners Robert De Niro and Jane Rosenthal, TRIBECA PRODUCTIONS has produced numerous films, including such smash box office hits as  MEET THE PARENTS and ANALYZE THIS, both of which grossed more than $100 million in the U.S. The company is also responsible for such critically acclaimed fare as Marvin's Room, Wag the Dog, and ABOUT A BOY, all of which received Academy Award nominations.  Other Tribeca films include Analyze That, Showtime, Faithful, A Bronx Tale, and Rocky and Bullwinkle.  Tribeca will soon begin production on several projects, including the sequel to MEET THE PARENTS, MEET THE FOCKERS, which Jay Roach will again direct and which will star De Niro and Ben Stiller. Also in the pipeline is  THE GOOD SHEPARD,  which De Niro will direct late in 2004.
LIONS GATE FILMS is a division of Lions Gate Entertainment (NYSE and TSX: LGF), the leading independent producer and distributor of motion pictures, home entertainment, television and family programming, and video-on-demand content in the industry. The distinctive Lions Gate brand is synonymous with original, daring, quality entertainment in markets around the world.  With the conclusion earlier this year of its merger with Artisan Entertainment, Lions Gate has now further augmented its talent-driven theatrical slate and is a powerful force in the home entertainment and family entertainment markets, and is the owner of an 8000+ title library, the largest in the indie world.

As part of the continuing growth of the Icon Group, ICON ENTERTAINMENT INTERNATIONAL was formed in September 1995 to market both Icon and third party film product internationally. 

Icon Entertainment International has established itself as a leading supplier of theatrical feature films to the independent film market, forming strong relationships with the best distributors in each territory.  Its Sales and Marketing teams have a breadth of experience in both film commerce and branding campaigns at film festivals and markets.

Icon Entertainment International has acquired a significant film library of over 200 titles for DVD and television distribution worldwide, including such titles as THE BIG EASY, DRIVING MISS DAISY, Mel Gibson’s directional debut THE MAN WITHOUT A FACE, Leo Tolstoy’s Anna Karenina, 187, and The Legend of Baggar Vance. Recent Icon theatrical releases include What Women Want, We Were Soldiers, The Singing Detective and The Passion of the Christ. 

MOMENTUM PICTURES was launched in the UK in September 2000. It has since been committed to releasing quality films from around the world and is at the forefront of UK independent film distribution. Successes over the last four years include Michael Moore’s Bowling for Columbine, which went on to become the UK’s highest grossing documentary, Jean-Pierre Jeunet’s AMELIE, the highest grossing French film ever released in the UK, the critically acclaimed THE MAGDELENE SISTERS, the Coen Brothers’ offbeat comedy O Brother, Where Art Thou?, and most recently Sofia Coppola’s outstanding LOST IN TRANSLATION, winner of 3 Golden Globes and nominated for 8 Bafta Awards (including Best Film, Best Director, Best Actor and Best Actress) and 4 Oscars (including Best Picture and Best Actor).

Later this year, Momentum Pictures will release Charlie Kaufman’s much-anticipated Eternal Sunshine of the Spotless Mind, starring Jim Carrey and Kate Winslet, and Richard Eyre’s STAGE BEAUTY, starring Billy Crudup and Claire Danes, with a strong British supporting cast that includes Rupert Everett, Ben Chaplin and Tom Wilkinson. In early 2005, Momentum Pictures continues its varied slate with RACING STRIPES, the latest in computer-generated animation technology and live action, as a racing zebra jumps on to the screen with the backing of an all-star cast that includes Whoopi Goldberg and Dustin Hoffman.

BBC FILMS is the feature film-making arm of the BBC. It is firmly established at the forefront of British independent film-making and co-produces approximately eight films a year. BBC Films is committed to finding and developing new talent, as well as collaborating with some of the foremost writers and directors in the industry, including Roger Michell and Stephen Frears.

BBC Films productions include MRS. BROWN, starring Judi Dench and Billy Connolly; Stephen Daldry’s BILLY ELLIOTT; the Academy award-winning IRIS, starring Dame Judi Dench, Kate Winslet and Jim Broadbent; Stephen Frears’ DIRTY PRETTY THINGS; I CAPTURE THE CASTLE, from the novel by Dodie Smith; Michael Winterbottom’s Berlin Golden Bear winner IN THIS WORLD; Gwyneth Paltrow in SYLVIA; Roger Michell’s highly-acclaimed THE MOTHER; Lynne Ramsay’s RATCATCHER and MORVERN CALLAR, and Pawel Pawlikowski’s LAST RESORT.
Future releases include Michael Winterbottom’s CODE 46, starring Tim Robbins and Samantha Morton; The Life and Death of Peter Sellers, featuring a star-studded cast led by Geoffrey Rush; Danny Boyle’s new film MILLIONS; TRAUMA, starring Colin Firth and Mena Suvari, and Pawel Pawlikowski’s eagerly anticipated second feature film MY SUMMER OF LOVE.
CAST CREDITS - CONTINUED FROM PAGE 2
(IN ORDER OF APPEARANCE)
STAGE MANAGER
DEREK HUTCHINSON
MALE EMILIA/DICKIE
MARK LETHEREN

CALL BOY
JACK KEMPTON

MISS FRAYNE
ALICE EVE

LADY MERESVALE
FENELLA WOOLGAR

HARRY
DAVID WESTHEAD

NICK
NICK BARBER

THOMAS COCKERELL
STEPHEN MARCUS

BUTLER
ROBIN DUNN

LADY JANE BELLAMY
ISABELLA CALTHORPE

1ST THUG
ANDY MERCHANT

2ND THUG
JOHN STREET

3RD THUG
JOHN TANNEN

SIR PETER LELY
TOM HOLLANDER

MRS. BARRY
HERMIONE GULLIFORD

MISTRESS REVELS
CLARE HIGGINS

FEMALE EMILIA
MADELEINE WORRALL

FILMMAKER CREDITS - CONTINUED FROM PAGE 3
UNIT PRODUCTION MANAGER
TIM PORTER

1ST ASSISTANT DIRECTOR
MARTIN HARRISON

2ND ASSISTANT DIRECTOR
FINN McGRATH

PRODUCTION ACCOUNTANT
DIANNE TWIDDY

SET DECORATOR
CAROLINE SMITH

ART DIRECTORS
JAN SPOCZYNSKI


KEITH SLOTE

PRODUCTION SOUND MIXER
JIM GREENHORN

LOCATION MANAGER
SUE QUINN

PRODUCTION CO-ORDINATOR
JOAN SCHNEIDER

ASSISTANT PRODUCTION CO-ORDINATOR
GABRIELLE LE RASLE
ASSISTANT TO MR EYRE & MR DREYER
TONIA WRIGHT
‘A’ CAMERA OPERATOR
ANDREW DUNN

STEADICAM & ‘B’ CAMERA OPERATOR
GERRY VASBENTER

‘C’ CAMERA OPERATOR & 

‘A’ CAMERA FOCUS PULLER
MARK MILSOME

‘B’ CAMERA FOCUS PULLER
JASON ELLIS

‘A’ CAMERA CLAPPER LOADER
HARRY BOWERS

‘B’ CAMERA CLAPPER LOADER
SAM GOLDIE

CAMERA TRAINEE
BENJAMIN CROCE

VIDEO ASSIST
SEB BARRACLOUGH

KEY GRIP
MALCOLM HUSE

GRIP
GARTH SEWELL

CRANE GRIP
SAM PHILLIPS

SCRIPT SUPERVISOR
KAREN JONES

DIALECT COACH
JOAN WASHINGTON

ADDITIONAL DIALECT COACHING
SALLY GRACE

CHOREOGRAPHER
SCARLETT MACKMIN
SPECIAL EFECTS SUPERVISOR
STUART BRISDON
SPECIAL EFFECTS TECHNICIANS
DAVID KEEN


PAUL CLANCY


MARK HADDENHAM

ASSISTANT SFX TECHNICIAN
STEVE BENELISHA

STUNT CO-ORDINATOR
TOM DELMAR

STUNT PERFORMER
GORDON SEED

LOCATION UNIT MANAGER
JOSEPH JAYAWARDENA
ASSISTANT LOCATION MANAGER
AURELIA THOMAS

PRODUCTION BUYER
GILL DUCKER

STANDBY ART DIRECTOR
EMMA DE POLNAY

ASSISTANT ART DIRECTOR
GAVIN FITCH

DRAUGHTS PEOPLE
OLIVER GOODIER


KHADEEJA RAFIQUE

ART DEPARTMENT RUNNER
AMANDA LEGGATT

ART DEPARTMENT RESEARCHER
NICOLA BARNES

SCENIC ARTISTS
STEVE MITCHELL

NADEEM CHUGHTAI
STORYBOARD ARTIST
JANE CLARK

MAKEUP & HAIR ARTISTS
BEVERLEY BINDA


JAYNE BUXTON


JULIE DARTNELL


HELEN JOHNSON


LESLEY SMITH


DEBORAH TAYLOR

ASSISTANT COSTUME DESIGNER
CAROLINE WATERMAN

COSTUME SUPERVISOR
ALLISON WYLDECK

WARDROBE MISTRESS
HILARY WATSON

COSTUME STANDBYS
VANDRA HOWARD


JANE LEONARD


DAVID OTZEN

DESIGN ASSISTANT
ROBERT WORLEY

COSTUME TRAINEE
NADINE POWELL

COSTUME BUYER
FIONA McCANN

SEAMSTRESS
SUE BRADBURY

COSTUME ASSISTANTS
ANTHONY BROOKMAN


CAROLINE OLCESI


JACKY THOMAS


DIANNE WREN


CELIA YAU

THANKS TO
FABRIZIO CARACCIOLO

3RD ASSISTANT DIRECTOR
CHARLIE WALLER

CROWD ASSISTANT DIRECTOR
CHRIS STOALING

FLOOR RUNNER
HEIDI GOWER

PRODUCTION RUNNER
SIMON SANDERSON

ASSISTANT CASTING DIRECTOR
ALEX JOHNSON

EXTRAS CASTING
THE CASTING COLLECTIVE

ASSISTANT TO MR. JUSTICE
CLAIRE LUNDBERG

ASSISTANT PRODUCTION ACCOUNTANT
STEPHEN EARNER

ACCOUNTS ASSISTANT
KEVIN KOLOVICH

PROPERTY MASTER
PHILLIP McDONALD

PROPS STOREMAN
RAY ROSE

STANDBY PROPMEN
PAUL HUMBLES


PAUL TURNER

DRESSING PROPMEN
LES BENSON


MATT CHISHOLM


NEIL MURRUM

SOUND MAINTENANCE
COLIN CODNER

SOUND ASSISTANT
MARTIN CUNNINGHAM

GAFFER ELECTRICIAN
DAVID SMITH

RIGGING GAFFER
CHRIS DAY

BEST BOY
SONNY BURDIS

ELECTRICIANS
MARK KEELING


MICHAEL HAYES


RICKY CHURCHOUSE


COLIN GALLAGHER


ANTHONY ALLEN

DIMMER OPERATOR
ONKAR NARANG

PRACTICAL ELECTRICIAN
PETER WING

CONSTUCTION MANAGER
TOM MARTIN

CONSTRUCTION BUYER
ZOË ROBERTSON 

HOD CARPENTER
JOHN O’BRIEN

SUPERVISING CARPENTERS
DAVID LOWERY


EAMON McLOUGHLIN


GRAHAM COLE

CARPENTERS
BRIAN BOVINGDON


BARNEY INMAN


PAUL WEBB


MATTHEW WHELAN


RONALD LEIGHTON


JASON PHELPS


PAUL CARPENTER


CRAIG PARRATT


PETER COLLINS


JOE ALLEY


BARRY O’BRIEN


JOHN McGEE

WOOD MACHINIST
STEPHEN WESTON

TRAINEE CARPENTER
ROY O’BRIEN

HOD PAINTER
CLIVE WARD
SUPERVISING PAINTERS
MICHAEL FINLAY


ALAN GRENHAM

PAINTERS
PETER MOUNSEY


MICHAEL PELHAM


JEFF SULLIVAN


JOHN IVALL
SUPERVISING STAGEHAND
DEREK WHORLOW

CHARGEHAND STAGEHANDS
DAVE STACHINI


DAVID JONES

STAGEHANDS
KEVIN LLOYD


RICHARD STACHINI


JAMES McGEE

HOD RIGGER
RON MEEKS

RIGGER
STEVE DUNN

TRAINEE RIGGER
DEAN SMITH

STANDBY CARPENTER
CATHAL MACILWAINE

STANDBY PAINTER
TOMMY ROBERTS

STANDBY STAGEHAND
ROBBIE FLINT

STANDBY RIGGER
ROB HOOKER

MR. CRUDUP’S DRIVER
DAVID SPEIRS

MS. DANES’ DRIVER
DARREN LEEN

MR. WILKINSON’S DRIVER
GEORGE GROHMAN

MR. EYRE’S DRIVER
STEVE MITCHARD

UNIT DRIVERS
LEE ISGAR


SIMON SAUNDERS


STEVE ROGERS

MINIBUS DRIVER
GRAHAM DOLLERY

STAND IN FOR MR. CRUDUP
THOMAS DORAN

STAND IN FOR MS. DANES
GEORGIANA SAYER

UTILITY STAND IN
PHILIP BALL

UNIT PUBLICITY
McDONALD & RUTTER

UNIT PUBLICISTS
CHARLES McDONALD


LIZ MILLER

STILLS PHOTOGRAPHER
CLIVE COOTE

UNIT NURSE
CAROLINE OXLEY-McLEOD

HEALTH & SAFETY OFFICER
CHRIS CULLUM

LOCATION SECURITY
LEW MORGAN

ANIMAL TRAINERS
BIRDS & ANIMALS

SPANIEL TRAINER
SALLY SOUSA

ASSOCIATE EDITOR
SASKA SIMPSON

POST PRODUCTION SUPERVISOR
MEG CLARK

SOUND EFFECTS EDITOR
CHRISTOPHER ACKLAND

DIALOGUE / ADR EDITORS
PETER BOND


TARIQ ANWAR


ANDY WALKER

FOLEY EDITOR
BEN BARKER

MUSIC EDITOR
SOPHIE CORNET

DIGITAL VISUAL EFFECTS
THE MOVING PICTURE COMPANY

HEAD OF PRODUCTION
MICHAEL ELSON

VISUAL EFFECTS PRODUCER
LUCY AINSWORTH-TAYLOR

VISUAL EFFECTS SUPERVISOR
DOUG LARMOUR

SENIOR DIGITAL MATTE PAINTER
SIMON WICKER

DIGITAL MATTE PAINTERS
ANDY MIDDLETON


JANINE PAUKE

3D ARTIST
NICHOLAS AITHADI

TITLES DESIGN
MATT CURTIS, AP

DIGITAL TITLES & OPTICALS
CINEIMAGE

DIGITAL TITLE SUPERVISION
STEVE BOAG

OPTICAL SUPERVISION
MARTIN BULLARD

DIGITAL COMPOSITING
MATTHEW SYMONDS

OPTICAL CAMERA
DAVE GURNEY

OFF-LINE AUTO CONFORM
JULIAN SCOTT

CLIENT LIAISON
KERRIE GANT

SOUND RE-RECORDING
TWICKENHAM FILM STUDIOS

RE-RECORDING MIXERS
CRAIG IRVING


CHRIS WILSON

ADR RECORDING
TWICKENHAM FILM STUDIOS

ADR MIXER
MARK LAFBERY

ADR MIXER
HACKENBACKER AUDIO POST PRODUCTION


DAVID HUMPHRIES

ADR MIXER
GOLDCREST POST PRODUCTION FACILITIES

PAUL CARR

ADR MIXER
SOUND ONE CORPORATION 


DAVID BOULTON

ADR MIXER
2OTH CENTURY FOX STUDIOS


CHARLEEN RICHARDS-STEEVES

VOICE CASTING
BRENDAN DONNISON MPSE


VANESSA BAKER

FOLEY RECORDING
ANVIL POST PRODUCTION

FOLEY MIXER
GARETH BULL

FOLEY ARTISTS
PETER BURGIS


ANDI DERRICK

MUSIC RECORDED AT
ANGEL RECORDING STUDIOS, LONDON

ENGINEER
STEVE PRICE
AND

ABBEY ROAD STUDIOS, LONDON

ENGINEER
JONATHAN ALLEN

ORCHESTRATIONS
GEOFFREY ALEXANDER

MUSIC PREPARATION
BILL SILCOCK

PROGRAMMER
DAVID LAWSON

MUSIC CO-ORDINATOR
NICOLE JACOB

MUSICIANS’ CONTRACTOR
ISOBEL GRIFFITHS

ORCHESTRA LEADER
GAVIN WRIGHT

LABORATORY CONTACT
JOHN ENSBY

GRADER
JOHN STANBOROUGH

NEGATIVE CUTTER
REEL SKILL FILM CUTTING


EDDY KOLKIEWICZ


ANDY ROBINSON

DOLBY CONSULTANT
MARK KENNA

CAMERA AND LENSES SUPPLIED BY
PANAVISION

LIGHTING EQUIPMENT SUPPLIED BY
AFM

EDITING EQUIPMENT SUPPLIED BY
LONDON EDITING MACHINES

TELECINE RUSHES FACILITIES
TECHNICOLOR CREATIVE SERVICES, WEST DRAYTON

LABORATORY
TECHNICOLOR

POST PRODUCTION SCRIPT
SAPEX SCRIPTS

FILM STOCK
KODAK LIMITED

STILLS PROCESSING
PINEWOOD PHOTOGRAPHIC CENTER

COSTUMES SUPPLIED BY
FARANI SARTORIA TEATRALE


G.P. 11


E. RANCATI


TIRELLI COSTUMI


POMPEI


COSTUMI D’ARTE


CORNEJO


COSPROP


SANDS


THE ROYAL SHAKESPEARE THEATER


THE NATIONAL THEATER

ANGELS

FOR N1
PETER LÜKE

POST PRODUCTION CONSULTANT
STEVE HARROW

ON BEHALF OF N1
STEEPLE, POST PRODUCTION SERVICES

HEAD OF LEGAL AND BUSINESS AFFAIRS 
FOR QWERTY FILMS
KATHRYN CRAIG

CHIEF FINANCIAL OFFICER

FOR QWERTY FILMS
MARK WOOLLEY
FOR QWERTY FILMS
COLLEEN WOODCOCK

ANDREW HILDEBRAND


SARAH NUTTALL


GERALDINE ATLEE

ASSISTANT TO MICHAEL KUHN
ALEXANDRA ARLANGO

COMPLETION GUARANTOR
FILM FINANCES


JAMES SHIRRAS


SHELIA FRASER MILNE


RUTH HODGSON

INSURANCE SERVICES
AON/ALBERT G. RUBEN


KEVIN O’SHEA

LEGAL SERVICES
RICHARDS BUTLER


RICHARD PHILIPPS


TORY MICHAELS

N1 US LEGAL COUNSEL
MANATT PHELPS & PHILLIPS, LLP


ALAN BRUNSWICK


LISA KOVEN

COLLECTION ACCOUNT MANAGEMENT
FINTAGE HOUSE

CARRIAGES
STEVE DENT

FACILITY VEHICLES
FILM FLOW

CATERING
FAYRE DO’S
# # #
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