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Jane Eyre

Synopsis

In a bold new feature version of Jane Eyre, director Cary Joji Fukunaga (Sin
Nombre) and screenwriter Moira Buffini (Tamara Drewe) infuse a
contemporary immediacy into Charlotte Bronté's timeless, classic story. Mia
Wasikowska (Alice in Wonderland) and Michael Fassbender (Inglourious
Basterds) star in the iconic lead roles of the romantic drama, the heroine of
which continues to inspire new generations of devoted readers and viewers.

In the 19" Century-set story, Jane Eyre (played by Ms. Wasikowska) suddenly
flees Thornfield Hall, the vast and isolated estate where she works as a
governess for Adele Varens, a child under the custody of Thornfield’s
brooding master, Edward Rochester (Mr. Fassbender). The imposing residence
— and Rochester’'s own imposing nature — have sorely tested her resilience.
With nowhere else to go, she is extended a helping hand by clergyman St.
John Rivers (Jamie Bell of Focus Features’ The Eagle) and his family. As she
recuperates in the Rivers' Moor House and looks back upon the tumultuous
events that led to her escape, Jane wonders if the past is ever truly past...

Aged 10, the orphaned Jane (played by Amelia Clarkson) is mistreated and
then cast out of her childhood home Gateshead by her cruel aunt, Mrs. Reed
(Golden Globe Award winner Sally Hawkins). Consigned to the charity school
Lowood, Jane encounters further harsh freatment but receives an education
and meets Helen Burns (Freya Parks), a poor child who impresses Jane as a
soulful and contented person. The two become firm friends. When Helen falls
fatally ill, the loss devastates Jane, yet strengthens her resolve to stand up for
herself and make the just choices in life.

As a teenager, Jane arrives at Thornfield. She is treated with kindness and
respect by housekeeper Mrs. Fairfax (Academy Award winner Judi Dench).
Jane’s interest is piqued by Rochester, who engages her in games of wit and
storytelling, and divulges to her some of his innermost thoughts. But his dark
moods are troubling to Jane, as are strange goings-on in the house -
especially the off-limits aftic. She dares to intuit a deep connection with
Rochester, and she is not wrong; but once she uncovers the terrible secret
that he had hoped to hide from her forever, she flees, finding a home with
the Rivers family. When St. John Rivers makes Jane a surprising proposal, she
realizes that she must return to Thornfield — to secure her own future and
finally, to conquer what haunts both her and Rochester.

A Focus Features presentation in association with BBC Films of a Ruby Films
production. Jane Eyre. Mia Wasikowska, Michael Fassbender, Jamie Bell, and
Judi Dench. Casting by Nina Gold. Co-Producers, Mairi Bett, Faye Ward.
Music by Dario Marianelli. Costume Designer, Michael O'Connor. Make-up
and Hair Designer, Daniel Phillips. Production Designer, Will Hughes-Jones. Film
Editor, Melanie Ann Oliver. Director of Photography, Adriano Goldman.
Executive Producers, Christine Langan, Peter Hompden. Produced by Alison
Owen, Paul Trijbits. Based on the novel by Charlotte Bronté. Screenplay by
Moira Buffini. Directed by Cary Joji Fukunaga. A Focus Features Release.



Jane Eyre

Return to Thornfield

For over 160 years, Charlotte Bronté's novel Jane Eyre has been one of the
world’s most popular books. A mainstay of school reading lists, it has been
translated into virtually every language. A story with a protagonist whom
Bronté saw as “a heroine as plain and small as myself,” it continues to inspire
generations and to influence storytellers.

The power of the story and the popularity of the 1847 novel have led to a host
of adaptations of the book; there have been 18 feature versions (dating back
to 1910, and most recently in 1996), and 9 telefilm versions. The team behind
what would become the 2011 version, Jane Eyre, was motivated to reach a
world fimgoing audience while also honoring the novel.

Producer Alison Owen, an Academy Award nominee and Emmy Award
winner, offers, “If you say to someone, ‘What's the definitive film version of
Jane Eyre?’ no one really has an answer. Having made a humber of movies
from or about women's fiction, | wondered, ‘Why note'”

“We're a company that is rapidly building a healthy reputation for being able
to successfully convert well-known written works intfo big- and small-screen
entertainment. Taking on Bronté seemed like the natural next step up the
literary ladder,” adds producer Paul Trijbits. “It's a book we already knew had
an enormous fan base, so the responsibility was also a major consideration.
We wanted to move this interpretation forward into the 21st Century whilst
maintaining the story’s haunting beauty.”

Owen and Trijbits’ Ruby Film & Television began work on the project, which
they took to one of the U.K.'s most prolific film funding organizations, BBC
Films, to begin the development process.

Owen adds, “It's timely in that Charlotte Bronté, seen as ‘the darker sister’
when compared to Emily and Anne Bronté, is being rediscovered much like
Jane Austen was nearly 20 years ago.

“As a producer, | make sure to have general meetings with my favorite writers
all the time; right after I'd thought about Jane Eyre, | was meeting with Moira
Buffini. | happened to mention it and it turned out to be one of Moira’s
favorite books, if not her favorite.”

Buffini seized on the chance to adapt the book, and she and Owen quickly
outlined their vision for a full-on big-screen approach to the story. They knew it
had to differ from adaptations that had gone before. Buffini's approach was
to draw out the gothic elements of the story, and make them engines of the
piece.

“Moira wanted to make it dark and spooky on an intensely romantic journey.
That was her take, which | wholly supported,” recalls Owen.



Further, as the novel would be adapted into a two-hour movie, Owen found
that “what was briliant about the script Moira delivered was the structure
she'd chosen. The book is quite difficult in some ways to translate to film.
Everyone remembers the sections of Jane’s childhood, of Jane being a
governess at Thornfield and falling in love with Mr. Rochester, and then
bolting.

“But from then on, there's another set of characters infroduced - the Rivers
family. You can do that in a novel, but it's harder to do two-thirds of the way
through a movie. Moira’s stroke of genius was that instead of abbreviating or
losing this part entirely, which previous adaptations have done, she put it right
at the beginning — and turned the novel’s early sections of the young Jane at
Lowood and her inifial days at Thornfield into flashbbacks. Therefore, midway
through the third act, we catch up with Jane and you get the emotional
punch of being in real time at the end as she comes to terms with everyone
and everything.”

Buffini comments, “I hope this will please the many who love the book; while
we may not be faithful to the original structure, our version does include every
key stage of Jane's story. Giving the complete picture was also meant to help
the uninitiated — those coming to this story for the first fime — to understand
and identify with Jane all the more.”

Once the script was ready, Owen sought a director who would be on the
same wavelength. Student Academy Award winner Cary Joji Fukunaga had
just made his breakthrough feature debut, Focus Features’ Sin Nombre, which
earned critical acclaim and awards beginning with its world premiere at the
2009 Sundance Film Festival and continuing on through its global release.

The epic dramatic thriller about Central American immigrants seeking the
promise of the U.S., "although seemingly quite far removed from the story of
Jane Eyre, also tackled the subject of loss and the search for a better life,”
notes the producer. “What is apparent as soon as you watch Cary's work is
that he's a visceral flmmaker with a strong auteur voice — something that we
very much wanted for Jane Eyre.”

Fukunaga admits to having entertained the idea of a Jane Eyre movie
before, noting that “a few years ago, after writing Sin Nombre but prior to
shooting if, | was looking for material to adapt that was in the public domain.
Jane Eyre was one of the first novels to pop intfo my head. I've always liked
exploring the idea of ‘family’ or lack thereof, and particularly remembered
the protagonist’'s having to overcome so many challenges in her youth to find
love and true family.

“While | was in the U.K. for the opening of Sin Nombre, | learned that a feature
version of Jane Eyre was in development. | wanted a chance to read what
was being done, so | arranged a meeting.”

However, having previously been writer/director, Fukunaga admits that the
prospect of collaborating with a screenwriter made him “apprehensive at
first. What made it viable to me was that Moira’s adaptation was founded on
a structure that had an immediate, contemporary feel, while also remaining
faithful to the story. | could see the movie | wanted to make out of it, so it was



a compelling and convincing starting point. At the end of my very first
meeting with Alison and Moira | said, ‘I'd like to make this movie' and,
surprisingly, they said, ‘We'd like you to make this movie.’ So it was off to the
races.”

Owen remembers, “Cary read the script and immediately responded with
such passion. He really got itt When you meet someone, and they are on the
same page as you, it's as strong an indication as any that they're the right
person to make the movie. He explained from the outset how he would like to
cast it younger than might be expected and how he had ideas to bring out
the gothic elements. That was all music to Moira’s and my ears.”

Fukunaga notes, “I knew | was taking on a story that is a period film and a
romance with elements of horror. Walking the line among these tones would
be difficult, because it's easier to default to one or the other. | wanted to
maintain consistency in the style of telling the story.”

He offers, “Where Jane Eyre is similar to Sin Nombre is in its exploration of the
mysteries of human relationships, especially familial ones. Jane hasn’'t had a
family her whole life and is in search of one, not to mention a place to call
home. But every time she becomes close to someone, they are taken away
from her.

“Another similar theme is that a female protagonist is on a journey and finds
someone she can relate to, who has suffered loss like she has, as she is
plunged infto complex situations and emotions. With secrets from the past
emerging, will she once again lose someone close to here”

Fukunaga called in a key collaborator from Sin Nombre early on, director of
photography Adriano Goldman, who reports that “for a cinematographer
from Brazil, the prospect of shooting a period film in England was so intriguing,
that it was enough for me to commit.”

They decided, says Fukunaga, that their approach to Jane Eyre “was to be
more traditional [than Sin Nombre's shooting style]. For one thing, on this
movie we had frained actors. We never considered going digital; this was
always going to be filmed in 35mm.

“The next question was, which shooting formate 2:35/1 is the obvious choice
for an historical fiim. But what are important in Jane Eyre are the relationships;
Rochester and Jane's pivots on téte-a-téte conversations, and there is tension
underneath. So we flirted with going 1:33/1, which would certainly have put
the focus on the characters. But we felt that the way to go was 1:85/1, which
is old-school yet sfill gives you a lot of screen space.”

Fukunaga comments, “Both Adriano and | both like improvisation much more
than storyboarding everything and over-planning. There was a moment in the
first week of shooting Jane Eyre, where we were running out of time — so we
just said, ‘Let’s shoot this handheld.’ It looked great; it's a beautiful scene.

“When you're laying down a camera track or committing to certain moves,
that might box in an actor. You've got to take into account your time. Are we



getting to cover the scene in the ways we need, while allowing for what
comes out in a performance?”

Goldman clarifies that “the framing was conceived as being very well-
balanced; we decided to put characters in the center of the frame a lot. |
wasn't going to put a lot of equipment around the sets, so we could move
easily. Also, we were relying on natural light and, from the period, fireplaces or
candles and oil lanterns. Which, after all, is what the characters would have
relied on at that fime.

“On our first phone call about the project, Cary told me that he wanted the
colors to be muted. The approach was soft contrast, meaning, not much
difference between ‘the bright side’' and ‘the dark side.” So, even the dark
colors are milky. This was going to be not only for the shooting and the lighting
but also for the wardrobe and the sets, a consistent palette without greens or
reds.”

The cinematographer remarks that the classic Days of Heaven “was a base
reference for us. Not so much because of its style or framing — we didn’t want
to copy anybody - but because of the mood it created for its characters.”

Given the story's mysteries in and around a large residence, another classic
film became a reference; Goldman notes, “Thornfield put us in mind of the
Overlook Hotel in The Shining.”

“Thornfield is an iconic character in its own right,” notes Buffini. “It's
atmospheric and haunting — and, it would seem, haunted...”

Fukunaga says, “Finding locations that were what | envisioned — or close to
them — was the biggest logistical challenge on this project.”

Owen and Fukunaga rejected any number of potential U.K. candidates in
favor of Haddon Hall, which location manager Giles Edleston states has
“more rooms and sets than a filmmaker could ever wish for.” Located in
Bakewell, Derbyshire and built atop a limestone outcrop, Haddon is one of
the oldest houses in England, with the original corner of the house dating
back to the 111 Century. A private house that once stood in the same region
is thought to have inspired Bronté in her imagining of Thornfield; since the
setting in the novel is, in fact, Derbyshire, it marked another instance where
the modern take was firmly anchoring the story in its roots.

“What rings true from the book is how intfimidated Jane would have been
when she first comes to a house like this one,” comments Haddon's head
steward, Jo Walker.

Privately owned by a family and with no residents, Haddon offered the Jane
Eyre team unparalleled flexibility. Haddon's house and grounds are open to
the public. They have been seen on-screen over the years in — among many
other projects — Elizabeth, also produced by Owen. Edleston notes, “Although
I've filmed there before, every time I'm at Haddon the place looks
completely different on-camera. Around Derbyshire, you could shoot several
films and not have to repeat the same landscape.”



Haddon's readiness extended to specifics that were required in the frame,
such as fireplaces and candles. Production designer Will Hughes-Jones first
had to “make sure that they were working. Haddon didn’t have restrictions on
them, which most country houses do — due to insurance requirements. This is
not to say that they didn’'t watch us like hawks, to make sure that we were
behaving ourselves. Also, Haddon does have fire alarms, light switches, and
things of modern-day life that have to be covered up.”

Readiness was not all; the Haddon dining room became not the Thornfield
one but rather Rochester’s study, with the production’s furniture, carpeting,
and tapestries temporarily replacing the dining room'’s settings and rugs.

Similarly, although the most “modern” room in Haddon, in that it is from the
Elizabethan era, was originally built as a combination exercise room and
salon, in Jane Eyre it becomes an attic store room caked in dust.

In part because it had once been closed for 200 years, Haddon escaped
modernization by the Victorians — something few stately homes in Britain can
claim — and moreover has been deliberately maintained in a 1700s-era state
for the past nine decades.

Hunkering down at Haddon enabled the Jane Eyre crew to better recreate
the specific period in which the story is set. Hughes-Jones comments,
“Haddon was a predominantly blank canvas that could become our
Thornfield. It is actually mostly empty, so we had to furnish the rooms we
wanted to use; putting curtains up in a room with more than two dozen
windows, or filling up a room to become a store room of furniture.”

“Cary’s concept for Thornfield, and the production, was to be as true to the
book as we could make it. He wanted it to feel very dark, very masculine, with
lots of wood and stone as a contrast to Gateshead, where Jane is early on in
her life.”

The production designer had to make sure to keep the fimeline straight
because, he notes, “The screenplay adaptation that Moira has written keeps
you not quite knowing what's going to happen next, because you go
backwards and forwards through time and Jane's memories. This is also
extremely clever because Jane is in jeopardy from page one, so there is
tension and you fear for her from the start.”

Fukunaga adds, “The original novel featured many spooky elements, from
early Victorian gothic atmospheres to outright spiritual presences; | liked the
imagery and was excited by the idea of pushing that side of the story further
than in previous adaptations — not full-blown horror, but a definite vibe.”

Hughes-Jones elaborates, “We didn't always look to obvious period
references; often, we would identify visuals that we wanted, and only then
make sure that they were period-appropriate. The term ‘gothic’ is often
misunderstood. We are quantifying it as more of a genre for the telling of the
story, rather than in terms of the gothic revival in Victorian architecture —
ornate and spiky details, which we tried to avoid, because it was not right for
the period.



“For the scenes where Jane moves around the house and is spooked, and
other scenes, when Cary would ask us to impart ‘a gothic feel' he was
referring to the actual feel that you get within a space. Haddon Hall itself held
a lot of secrets. One day, we were walking around with custodians of the
building, and mentioned how we needed a secret door for the cast to go
through. One of the custodians said, ‘Like this¢’ and pulled back a tapestry —
and there was a secret door. Haddon is full of them. You can get lost in
Haddon for hours. In lighting and mood it can feel dark and frightening. Then
again, when the sun is shining on it, it's a beautiful place.”

Outside the walls of Haddon, the county of Derbyshire was itself a character,
providing arresting landscapes for Jane’s story. Fukunaga and the crew were
stfunned at the gothic impression made by the surrounding rocks and cliff
faces that make the Derbyshire dales so dramatic.

The director marvels, “There’s something about the craggy rocks, and the
kind of bracken that grows here, that makes it darker and more oppressive
than the more expansive Yorkshire moors. So we definitely wanted to shoot
there, even though it's more populated; it was challenging, because when
we wanted to get an epic shot there would be a radio tower — or an entire
village —in view.

“Although we made it seem like Thornfield is in the middle of nowhere, just
beyond the edge of the frame was modern civilization.”

Also in Derbyshire, the crew clambered to the top of the gardens surrounding
Chatsworth House, the largest private country house in England, to fim
Rochester’s first encounter with Jane. Seen in Pride & Prejudice as the exterior
of Mr. Darcy’s family home, Chatsworth is the home of the Duke and Duchess
of Devonshire. It was built in the 17t Century, with a farmyard and adventure
playground added onin 1973.

Amongst the winding paths and woodland lay a high-set bend in the road,
punctuated with a formidable dead oak tree. The morning of the location
shoot, shrouding smoke and dark clouds engendered concern that the
backdrop was almost too gothic to be believed. The free seemed to loom
over the actors and crew, warning of an enormous drop below from where
Jane was supposed to have climbed.

But as stunt coordinator Franklin Henson worked closely with trainer Dan
Naprous of The Devil's Horsemen on the pivotal sequence, it was clear that
Chatsworth's landscape was a potent asset.

Two cameras had to be on hand to capture the memorable moment
wherein Rochester rears his horse up when Jane suddenly materializes and
the horse falls over. Mia Wasikowska, starring as Jane Eyre, was present and in
the shot as much as possible, but the do-not-cross line for the actress was six
feet away from the rearing horse being ridden by Michael Fassbender’s
Rochester stunt double.

Large protruding free roots were removed and heavy protective padding
was laid into the path and covered with soil for the dramatic fall. The move
was practiced with precision to enable the horse to tumble backwards



10

without crushing the rider. But it was unnerving and ftiring work for the stunt
team to have the horse hit the mark and fall correctly for each take. “The
horse doesn't want to play after a while,” Henson points out. “Maybe three
takes and, after that, you've lost its patience.”

Weather conditions added to the challenges of fiming on the Derbyshire
dales. What the British call “the Dunkirk spirit” was frequently relied upon when
faced with freezing rain, snow, fog, and high winds, and only occasional
moments of blazingly bright sunshine that fully reveal the untouched rural
beauty of the region. Edleston reveals, “What the audience won't know is
that we were thick in mud, and that visibility was down to 100 yards. But the
end result on-screen is worth it.”

“We were completely at the mercy of the weather,” remembers Fukunaga.
“If you have only one day to shoot the rainy scene and there's bright sunlight,
you must change and adapt.”

Goldman notes, “It was tricky. We always tried to be shooting outside when
the light was best, but we had to be consistent with the mood that Cary had
established from the beginning.”

“So when there was no fog, Will Hughes-Jones would say, ‘Let’s bring in the
fog!" and the special effects crew would make some for us.”

Owen laughs, “Fiming in England makes for a Rubik's Cube of daily
reorganization, in terms of what the weather is doing. We're used to it, but |
did warn Cary beforehand.”

Weather and locations are just part of making the past present in fiiming a
period drama. Costumes, language, and manners must mesh perfectly. To
ensure accuracy, historical advisor Jenny Uglow, OBE, was on hand to answer
any and all questions about the period.

Fukunaga received a BA in history, and has been “passionate about it since |
was a kid — especially the 19" Century.” Accordingly, he would pepper Uglow
with questions about “random things; what sorts of parlor games people
would play, at what times the servants would eat, what kind of food was
eaten in the main household and in what style it was served. All the heads of
our departments tried to make Jane Eyre as realistic as possible. It goes to a
level that most people won't notice or appreciate, but having that is a help
to me.”

Dialect coach Jill McCullough worked with Wasikowska and Fassbender to
get the accents accurate, taking them respectively “from Australian and Irish
to Yorkshire. What's interesting is that, back then, the upper class had broader
accents than what is generally heard in period films; posh characters being
depicted usually speak with RP - ‘received pronunciation’ — accents. But
we're having Rochester speak in an ‘unusual’ way that is more historically
accurate.”

On an even more specific design point, Hughes-Jones remarks, “Cary and |
had long discussions about the pipe that St. John smokes. Through our
research, my feam found that the pipe that Cary had in mind did exist at the
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time but was not yet in the U.K. So we found something else. What's refreshing
is that Cary is collaborative and open-minded.”

The director also praises “[costume designer] Michael O'Connor and his
department for detailing the types of petticoats and undergarments, and the
types of thread used.”

Hugh-Jones remembers, “Michael and | coordinated color, tone, and patter.
For example, we had a conversation about what Mrs. Reed would be wearing
in a certain scene, with the furniture in the room tailored to complement her
dress, and vice versa.

“We also worked closely with Adriano and Cary, since how light played in a
room would determine how we decorated it and with what. For instance,
there's a canopy over Jane's bed at Thornfield so Adriano can legitimately
create shadow play over her face.”

O’Connor reports, “In addition to the script, I'd go through the book, constantly
marking up pages mentioning anything to do with types of material or clothes
and branching out to how people lived, if there's something to do with the
setting or the style; the detail of a shop front, or the cover of a bed.”

Calculating the dates when Jane's story takes place has remained open to
interpretation, so O'Connor had to pinpoint them. He muses, “The book was
published in 1847, but Bronté seems to be writing of the 1830s and there is a
spirit of an age even slightly earlier. Cary was quite tempted to go for the
Regency period [1795 to 1837], when there was much social chronicling. We
decided on the early 1830s for the young Jane, and the early 1840s for the
teenaged Jane, which was noteworthy because that was when photography
started. Up until then, there were images of people painted in costume.

“We looked at the work of painters like Franz Winterhalter and, in particular, a
wonderful untrained British illustrator named Mary Ellen Best. Their works are
romantic and beautiful. Then you would see a photograph around the same
date showing the real clothes and think, ‘That looks like it doesn't fit quite so
well as in the painting..."”

Fukunaga, as part of the contemporary perspective being applied to the
conception and teling of the story, infroduced O’'Connor to the work of
American photographer Alec Soth, as well as that of Dutch photographer
Hellen van Meene, as a reference template for desired moods and tones.

The director reports, “With all creative departments, | normally use
photographic references rather than ones from fiim or other mediums. | find
that a photograph can very quickly communicate all that we are trying to
accomplish in one frozen moment, and Van Meene’s photos were particularly
relevant to what we were trying to accomplish visually with our movie.”

“They're incredibly beautiful shots,” marvels O'Connor. “These are really clean
images with strong colors; in some cases they are washed-out, yet with one
strong color. Stylistically, they translated for parts of the movie; | kept them up
on a wall to refer to.
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“We also examined original costumes of the 1830s and 1840s to see how they
were manufactured. This was before the sewing machine, so everything was
still being made by hand.”

All of the costumes for the principals on Jane Eyre were also made from
scratch. O'Connor notes, “When you're fitting an ornate costume and wig in
a studio in Cenftral London, you have to be aware of the reality of recreating
that operation in the field. I've learned that from previous jobs.”

O’'Connor’s field experience has served him well; honored with an Oscar for
his work on The Duchess, he knows that “in making the costume for the actors,
you are forming part of their character.

“The first people the actors see after they've met the director are from the
costume department. There's conversation, a dialogue. By no means is
everything made at that point; it's not a fait accompli, because | will wait for
their feedback. | like having the chance to infroduce some other element,
sometimes just to be practical.”

He states, “The satisfaction on-set — amidst modern elements all around you -
comes when you suddenly see these shapes and these colors in the infended
historic settings. The actor is ready and fitted, hair and make-up is being done,
and the combination of all the departments’ work comes together and
completes the picture.”

Taking the Leads

Alison Owen states, “l would not have made Jane Eyre unless we had the
right person to play Jane. This is not a role that you can shoehorn somebody
info. Both Cary Fukunaga and | wanted someone with a natural affinity for the
character, and who was of a comparable age to the Jane of the novel.

“In the book’s Thornfield sections, she is about 18 years old. One theme that
Jane Eyre explores is a young girl's awakenings to feelings that she didn't
know she was capable of having. Some are sexual, and some are emotional.
A lot of the other pervious screen versions had cast someone who was older;
as wonderful as some of these actresses were, they've been more women
than girls.”

Mia Wasikowska was the right age — and was at the right time in her career,
now taking on leading roles. Owen remembers, “Mia just sang out to us. If you
look at the range of actresses out there, you will find some fantastic ones;
there's no doubt about that. But Mia is born to play Jane; she inhabits and,
ultimately, defines the role.”

Kismet was at work; reflecting the enduring power of the novel, Wasikowska
was already reading it on her own and after only a few chapters was moved
to inquire with her agent as to whether “there was a script around or anything
happening with it, because | thought it would be an incredible role to play.
She e-mailed me back saying, no; there was one a while ago but it had gone
away. A few weeks later, she said the movie was happening, sent me the
script, and told me that the director, wanted to meet me.”
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At that meeting, an immediate understanding was forged. Wasikowska
reflects, "l first met Cary in November 2009. We hung out for a day and talked
about the character. We found that we shared similar ideas of what she was
going through; we spoke about strength, and about the kind of agony you
feel when you are in love with somebody.

“It's an honor to portray Jane. What | love about her character is, despite alll
the hardship that she faces throughout her life, she has this innate sense of
self-respect and an incredible ability to do what's right by herself as an
individual. | believe that is key for people, especially women, to remember;
it's important to do what's fulfiling for you as an individual, even when it can
be easier to do what's comfortable.”

Fukunaga comments, “Mia didn’t just bring talent; she brought her ideas for
the role. She was about doing what was right for it, ready to give her all.”

For her preparation, Wasikowska collected a number of visual references “to
form an image of Jane in my head. | looked at a lot of photographs and
images, pictures, and drawings of the time — for example, the way people
physically held themselves. | also went through the novel again, trying to find
moments that were particularly pivotal to her character which would help me
figure out who she was and how she was feeling at particular times.”

While identifying those feelings, she also had to articulate them. She explains,
“There were a lot of scenes to play that were emotionally challenging and
intense — and with language that we don't really use any more. The trick is
making that feel right so you can comfortably speak the words. A phrase
such as ‘I am not speaking to you through mortal flesh’ is so poetic and visual,
but | had to make it sound real as well.”

With such emotions going from the page to being expressed by actors, Jane
Eyre would depend heavily on the chemistry between the performers playing
Jane and Rochester — and playing out the co-existing passion and restraint of
the turbulent relationship.

Owen remarks, “There's more than a bit of the good girl/bad boy attraction in
this relationship. That's another instance of how the story has been a key
influence on many women writers of fiction.

“Mia Wasikowska and Michael Fassbender play it so beautifully. It's tender,
romantic, sexy, and exciting — the sparks fly!”

Fukunaga confides, “I'm not a highly emotional person, but there are
powerful scenes between Mia and Michael — and | hope this extends to the
audience - that nearly brought me to tears. You sense the desperation and
the need in both characters.

“At that initial meeting | had with Alison and Moira, Michael’s was the first
name out of our mouths. | thought his interpretation of Bobby Sands in Hunger
was amazing and intense; | wanted him for Rochester.”

Owen praises Fassbender as “a consummate actor, and | can't think of
another one around who's got Michael's sexual charisma. Certainly you
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could see both of those quadlities in Fish Tank. | would bet that after this movie,
people don't read Jane Eyre without picturing him in their minds as
Rochester.”

The actor had seen and admired Fukunaga's Sin Nombre, “and | thought,
‘What a bold choice to direct this movie.' | knew he would take on this classic
British piece and bring a different edge to it. | don't know if he's aware of how
many fimes Jane Eyre had been done for British cinema and television. But
he's brave and | think that's exactly what was needed.”

lconic or not, Fassbender found himself drawn to a character whose
“gruffness and darkness make him more challenging to take to. This is not a
straightforward love story.

“I play Rochester primarily as a Byronic hero. He's quite jaded, yet he is
sensitive and has a good heart. He's in touch with his sensuality and humor.
He's fraveled, and some things happened along his journeys which have
stayed with him.”

Fassbender delved into his character’s history and how it informs Rochester’s
interactions with Jane. He says, “Rochester has been hurt. He went to
Jamaica at such a young age, and his life got spun around. | think that he
would have been quite happy without huge amounts of money, but his father
said, ‘You have to go and marry this woman, because you need to be taken
care of financially.” Subsequently his older brother died, and he took over
Thornfield.

“He's somebody who is quite opposed to aristocratic judgments. He doesn’t
mind crossing boundaries through perceived social handicaps. He doesn’t
mind that Jane is a governess, or that for him to be with a governess would
be frowned upon.”

The actor sees the relationship as “Rochester’s last hope, really. He sees Jane
when everyone else looks past her, and she inspires him, bringing him back to
a point in his life where he was more pure and overtly better-natured, not as
cynical and arrogant. When Jane responds to him in a way that doesn't
kowtow to his beliefs and that challenges him, he sees a real fire within her
that she's been suppressing. That intrigues him. The audience should be
invested in the prospect that these two people can heal each other and
nourish each other.”

Since that is by no means a certainty in the story, both leads strove not to
sentimentalize their characters’ interaction. Wasikowska enthuses, “Michael
constantly surprised me on the set. | would arrive excited to see what he was
going to do and how he was going to do it. He has this incredible strength
that comes through; his eyes are so piercing! Acting opposite him, | could
completely believe he was his character.”

Fassbender was surprised by Wasikowska as well. He notes, “Mia comes from
a dance background, which is so disciplined and so regimented. She has
taken that discipline into the art form of acting. She has so many facets to
her, and has got such a maturity about her; she's much more centred and
together than I'll ever be...
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“She is fully present as the character in take after take, but the most
impressive thing about Mia is that she is very comfortable in herself.”

Lending Support

As impressed as Michael Fassbender was by Mia Wasikowska, there was one
actor in the cast who fruly knocked him back on his heels. “Well, you know —
the Dame,” he marvels. “To find out that Judi Dench was in the cast...! Then
you feel blessed just to be sitting in the green room talking. There's gold dust
on her, and you hope that it might fall onto you when she passes by. |
cherished our scenes together.”

Fassbender and Dench joked around to keep spirits up while working in some
of the colder and darker corridors of Haddon Hall. Wasikowska was thrilled “to
get to see how Judi works.”

Getting Dench to play Thornfield's housekeeper, Mrs. Fairfax, was a coup for
the production. It was a personal letter from Cary Joji Fukunaga that
persuaded her to take the role. "When she said ‘yes,’ it made the process
even more exciting,” he notes. “Especially since we were bringing on
someone who amounts to a cultural institution in the U.K. She is the epitome of
gravitas and the mere idea - or, rather, fear — of working with her on-set
made the challenge and joy of the project that much greater. What can you
really say to someone who's made more fims with more talented
collaborators than | could ever hope to in a lifetime?”

The Oscar winner cites having read the novel “when Charlotte Bronté had just
written it” and laughs before reminiscing, "l read it at school, | think. I've
always thought it was a wonderful story. It stayed with me.”

Dench was therefore intrigued by the tone that the fimmakers were aiming
for. She remarks, “This story has been done many times, but | felt that Cary
had quite different, dark ideas about it — ones which | hope will excite people
to read the book.

“The novel is quite ambiguous as to who knows what in Thornfield — does Mrs.
Fairfax know the specifics of the secret of the house?2 There's this very
romantic mystery to the story.”

For the sequences revolving around romantic rivals to both Jane and
Rochester, Wasikowska and Fassbender were each reunited with actors they
had previously played opposite — and in even colder climates. Rising star
Imogen Poots, who had shared the sole low-key scenes with Fassbender in
Centurion, was cast as Blanche Ingram, Rochester’s prospective fiancée; and
Jamie Bell, whose character had courted Wasikowska's in the fact-based
WWII tale Defiance, would now be doing so again in the role of St. John
Rivers.

In-between set-ups for his scenes with Wasikowska, Bell could be found
dazzling crew members with his ability to fap-dance on soggy wooden
boarding that was barely keeping thick, wet mud at bay.
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Wasikowska offers, “Knowing somebody who you could have a laugh with in-
between scenes balanced out the intensity of some of the material that we
were playing out together on Jane Eyre. | don't think that | ever have as much
fun working with anybody as | do with Jamie.”

Bell takes care to point out that “from rehearsal rooms to walk-throughs on
the set, Mia is wiling to do the work to make it better and make it her own. |
knew she would do justice to the role of Jane Eyre.

“As part of this film's exploring this story and these characters, you see the
awkwardness and the energy of youth; Mia is a young person playing a
young person, not a 28-year-old playing a girl. There is also some casting
against the grain — especially me as a man of the cloth.”

Fassbender took note of how Bell incarnated “Sinjin” Rivers; “I liked the way
Jamie brought an edge to St. John. He and | talked about it. He's the
character as a man who has to keep his life so strictly regimented and
controlled because he is afraid of what he's capable of doing.”

Bell elaborates, "My take on St. John is that he is emotionally repressed. |
believe that he considers it a weakness to express emotions. He makes
choices out of pragmatism, rather than emotion; he is the antithesis of
Rochester.

“Charlotfte Bronté describes him in the novel as ‘as inexorable as Death,’ and
that pretty much nails it. While the story to me is about a woman searching for
her own self-respect and individuality in a world with barriers, Moira Buffini's
screenplay brings all of the novel's themes and undercurrents together as
Jane comes to the precipice of decisions about her life.”

Like Wasikowska, Poots was happy to be acting opposite a “familiar face,
and Michael is so kind. | had a teacher who helped me through a big
sequence, which was singing an 1830s operetta. But for me, the horse-riding
was more fun.”

Poots also welcomed the chance to bring different shadings to her character,
knowing that viewers familiar with the story are poised to see Blanche as “the
stereotypical rival. In the novel, she registers as quite conniving.

“But | wanted to play her as more surprised and unsure about how things are
turning out. She breaks formalities in terms of being too tactile with
Rochester.”

Tamzin Merchant and Holliday Grainger were cast as the sisters to Bell's St.
John. Merchant notes, “l love being part of telling stories and my character,
Mary Rivers, sees the story in everything. She's so imaginative. She is
fascinated by Jane — and thrilled at the idea of this stranger coming in from
the moors and into her close-knit family.”

Grainger says, “Tamzin and Jamie and | bonded one afternoon with a guitar-
and-song session. Our harmonies never really meshed, though.”
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Merchant clarifies, “The sisters’ relationship is harmonious, but Holliday and |
might have been a little off-key with our duet.”

Grainger feels that “the Rivers siblings are close because their parents are
gone and their home is remote, almost in the middle of nowhere. | made my
character, Diana, maternal because she is the older sister. So she's sort of
taken over the mothering role, and behaves that way immediately towards
Jane while also being sisterly with her.”

Neither can be said of Jane's aunt, Mrs. Reed. Golden Globe Award winner
Sally Hawkins, who accepted the role, muses, “I think the most chilling people
are the ones who wear the mask of a demeanor of niceness. Cary and |
spoke about that early on, about how to make it unnerving with this
character. | don't get to play the evil parts much, so this was a good
opportunity for me as an actor.

“But Mrs. Reed is full of contradictions, and | feel sorry for her. Her anger and
hatred come from feeling threatened by this little girl. There's a fire and
intelligence in Jane that scares her aunt. However much Mrs. Reed fries to
knock it out of her, Jane has more in her. Cary was very good at subftly
ratcheting that up by degrees.”

Hawkins took the initiative on research. She says, “I went to the National
Portrait Gallery and looked at paintings from the fime, studying the way
women held themselves or sat, and what they did with their hands. | wanted
to absorb the etiquette of the day.”

Hawkins praises Amelia Clarkson as “brilliant, and able to summon real force
in her emotions.” Clarkson, along with Freya Parks and Romy Settbon Moore, is
one of a cadre of child actors in the cast.

Fukunaga remarks, “They may have had classical training or attend acting
schools, but | found these U.K. child actors to be quite natural.”

The director had worked with children before, and with non-professionals.
Seftbon Moore, who had never acted prior, was both. Fukunaga took it all in
stride, noting that “whether it was Romy or one of the older girls, it was about
letting the kids play out scenes and then also giving them a little bit of
direction.”

Seftbon Moore explains that she came to be in Jane Eyre as Adele, the
orphan girl who takes to Jane being her governess, because “the casting
agency sent an e-mail fo my school looking for an 8-year-old girl speaking
English and French. | did the audition with my friends, and | got called. Then |
auditioned for young Jane. They found that | was a bit too young for that, so
they chose me for Adele.

“Before every scene, Cary was readlly clear with me. | went over the
movements, and | memorized the words, and | would do it. If Cary didn’t like
it, he would say, ‘Actually, do it that way..." Mia and Michael were like new
classmates. | would like to search for more roles in films.”
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Although too young to have read the book, Settbon Moore familiarized
herself with the story in another way before the film shoot; “I saw the [Franco]
Leffirelli film [version],” she offers.

Parks and Clarkson are at the age where the story of Jane Eyre speaks
directly to them. Cast as Jane's friend and inspiration Helen Burns, Parks sees
her character as central “to the story’s message of how things can change in
life, and you must overcome them.”

Clarkson, cast as Jane Eyre at age 10, says, “As a child, Jane goes through a
lot. She has no deviousness in her at all, but she gets through everything. | tfried
to let all the emotions that Jane feels build up.

“When | got the script, | went through it with my grandma. | did Jane, and she
did the other parts. | would read the script before going to bed, and go over
how | would react in a situation and how to say the lines — what they meant,
where to put the emphasis, and with the right Yorkshire accent.”

Parks also worked on getting the right accent, and read through parts of the
book with her grandmother. Her take on Helen was that “she is strong. Even
when she is dying and | had to act weak, | knew that Helen would not cry. |
cried afterwards.

“I also thought of all the gunk she would have in her lungs, and from
pretending to cough as Helen | developed a cough myself.”

Parks also reports that “when Amelia and | would rehearse she would put all
the emotion into it, which was doing it right. [On the set,] Cary would tell us
what he wanted to see, and have us say our lines in different ways.”

Having spent fime rehearsing and on-set together, Clarkson and Parks forged
a close connection paralleling the one that sustains Jane. “Freya and |
became close friends,” reveals Clarkson. “Meeting her was the highlight of
the shoot. So the toughest scene to do was the one where Helen dies.”

“Those bonds that are created off-camera play out on-camera,” notes
Fukunaga.

Along those lines, at Pinewood Studios before shooting began, Clarkson sat
with Fukunaga and Wasikowska so that the actresses could discuss their
shared character with the director. “"We went through my scenes,”
remembers Clarkson. “Mia played Aunt Reed, which was fun! She and | then
walked around Pinewood and talked about what Jane goes through, and
how lines would relate to different times in the story. It was like Mia had
memorized the script.”

Eyeing the bigger picture in another regard, Wasikowska was inspired by the
company and the locations to follow in the footsteps of such actors as Jeff
Bridges and Peter Sellers by exercising photographic skills; she would have
cameras on hand to avidly grab shots between scenes and set-ups.

She explains, “My parents are photographers and | grew up around cameras.
| never thought it would be anything that I'd do, but in the last few years I've
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become interested in it — and | really love it. As an actor, you're constantly
waiting until they're ready to shoot, so this is a release for me.

“I'd notice that we were on a period-set film, and there would be all this
modern-day equipment trucked into a historic mansion.”

That motif became one of the themes of her photographs; another was the
concept of asking the subject to jump up in the air. Time and again,
Wasikowska captured cast and crew members seemingly suspended in mid-
air, flying away from the surroundings and costumes.

So, who leapt best?2 No surprise; the onetime Billy Elliot did. Fassbender
reveals, “Jamie Bell gets five stars. His body control is pretty impressive.”

Directed and Dressed

On the set, Cary Joji Fukunaga was intent on allowing the cast freedom to
explore their roles. Harry Lloyd, who plays Richard Mason, a man who has “a
complicated history” with Rochester, reports that “Cary is the quiet eye of the
storm. He'll come up to an actor and talk you through a particular bit; ‘Try
something like this."”

Holliday Grainger notes, "I once worked with a director who told me to ‘throw
my thought to the left.’ | said, ‘Do you mean just look left2’ There's none of
that with Cary; he'll tell it to you straight.

“On a lot of the scenes, he'll get in with the crew to work on the practical
elements as well.”

“I frusted him immediately,” confides Sally Hawkins. “He is on it! | hope | work
with him again.”

“Cary is a perfectionist,” assesses Michael Fassbender. “You can see him
frying to get the best out of every shot, every moment, every beat. He's got
youth and enthusiasm behind him, and is strong in his views.”

Adriano Goldman comments, “He always wants to be able to improvise —
after we've done prep, wardrobe and make-up, and rehearsals, it's time to
imagine, ‘What is going to happen here?’ | try to give him the freedom he
needs.”

Fukunaga, as he had on Sin Nombre, was concentrating on every part of
what's on-screen — and taking nothing for granted. Jamie Bell took note of
the director’s way into one scene that “we all know from other adaptations of
the story, where Jane is rescued and brought into Moor House. The way Cary
filmed it was brilliant; it's all from her perspective, through her eyes. So we're
with herin a real world, not ‘a period piece.’”

Tamzin Merchant comments, “The way scenes are fimed, you feel that the
camera is capfuring moments rather than infruding. For the actors, it feels
more fluid and natural than set-up.”
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Judi Dench found Fukunaga to be “gentle on the set. He also has a sense of
humor, and | don't want to work with anybody who hasn’'t got that. If
somebody has that, the returns are greater.”

Alison Owen calls Fukunaga “incredibly pragmatic. He is calm, laid-back, but
totally in command. He adapted quickly to a different way of working than
on his earlier projects. I've been so impressed at how he will give a finy little
note on a take and it'll be beautifully judged, beautifully timed. Early on, |
checked in with [film editor] Melanie Ann Oliver and said, ‘What do you think
of the footage?’ She said, ‘He's a proper filmmaker.” That's a lovely phone
call for a producer to have.”

Fukunaga was in turn impressed by his lead actress in particular. He
comments, “Think about wearing 20-30 pounds of clothing, soaking wet in
sub-freezing temperatures, and having to fall into puddles while also acting.
Then think about doing that for two days straight. Those were our first two days
of production and Mia never complained once, even though she almost
passed out from near-hypothermia.”

Extra weight or not, Wasikowska regards the costumes as “the last pieces of
the puzzle. They transform you. It's like stepping into the skin and feeling the
character. | had worn a corset before, but this one was so restrictive. |
couldn’t even eat properly!

“The constriction of the corset helped me play Jane, and helped me
recognize the repression women had to deal with in that era. When walking
long distances or running, it was hard to breathe. Surprisingly, for as much
fabric as there is, the costumes were not very warm.”

Michael O'Connor notes, “We did shorten some dresses to a more practical
length so that Mia would be mobile. All of Jane's undergarments, which
encompassed many components, were a high-maintenance job. On-screen,
you'll just see the dress; underneath, Mia is wearing a pair of pantaloons and
long knickers, which are handmade. Then there's three petticoats which have
got pleats in them — and they're handmade as well; the lining and the hems
are all turned by hand - as they would have been back then.”

For what we do see on Jane, O'Connor and his tfeam chose shades of gray
and shades of brown. “She's so often in the background, standing alone” he
says. “So everything she has is subtle and quite plain, nothing too ostentatious.
When Blanche Ingram, the opposite of Jane, arrives, the contrast is reflected in
the costumes. In fact, with all of the other female characters’ costumes, it's
about how everyone else relates to Jane. Later, Jane’s own costuming reflects
how her situation is finally changing — bits of silk trim, nicer buttons, and better-
quality fabric.”

O’'Connor was even able to unify both on-screen Janes; although Wasikowska
and Amelia Clarkson have no scenes together, “there was a chance to put
them in a shared fabric, a similar fone of color, for scenes when Jane goes to
the same room as a child and again as an adult. Her character is formed quite
young.”

Fassbender made several suggestions that Fukunaga liked, among them that
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Rochester “would always be physically busy doing things — like gardening — just
before scenes outdoors with Jane, so we'd prepare waistcoats and shirts
together without jackets on, and know that we had to pay attention to the
shirtsleeves,” notes O'Connor.

Hawkins reveals, “Michael enters into a collaboration with you. He'll see what
works on you, wrap something around you — and the next thing you know
there’s this incredible dress and you can go into character.”

Merchant muses, “The corset | wore apparently got my waist down to 22
inches. Waists aren’t meant to be 22 inches!”

Dench, who has spent more fime in vintage and period costumes than the
remainder of the cast combined, chalks it all up to experience. She states with
authority, “Being given wonderful corsets to wear is so helpful — you're halfway
there.

“Slouching? You don’t have the opftion.”
Back to Brontée

Motivating the making of Jane Eyre was a collective love of Charlotte
Bronté’s novel, and a desire to share the story anew. By exploring the mystery,
drama, and emotions of the original tale Jane Eyre draws a new generation
towards Bronté's novel.

Alison Owen comments, “Jane Eyre is, in many ways, a social document. It
provides a window on a period in British history that saw great changes in art,
architecture, and fashion.”

Moira Buffini adds, “Jane Eyre was considered a very radical novel in its time.
Jane, a gl with no money and no status, perceives her
equality with Rochester and will setftle for nothing less. Despite every knock,
she is keenly aware of her own value. Her cry of ‘equal — as we are!’ was a
clarion call for the next century. No wonder we love this book; it enabled us
to know our worth and to imagine freedom."

Cary Joji Fukunaga reminds, “Here is a young girl facing what in many ways
they continue to face in today’s society; finding emancipation and equality.”

Adriano Goldman adds, “Since Bronté wrote a character who was ahead of
her time, this period drama is actually very contemporary.”

Imogen Poots notes, “The characters are multifaceted, with flaws — human,
really.”

Michael Fassbender elaborates, “What stand out in this story are the
complexities of human nature; what people are capable of doing to one
another and, all the things that aren’t said. Relationships are hard, requiring
both parties to give themselves up. That hasn’t changed for people. We must
continue telling stories like this one; they're classics for a reason.”

As with any enduring work of storytelling, some will be coming to it for the first
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time; others will be revisiting it with subjectivity.

Owen states, “Jane Eyre has been my favorite book since | was a young girl.
Most people read it when they're 12 or a little older. It tends to be a book for
school, or one that girls’ mothers give them to read. Readers at that age,
especially girls, strongly identify with Jane — though she's a few years older,
she's led a sheltered life. She's never really known the society of men or
society at all. So this waking up to feelings she's never previously experienced
helps to engage young readers in a way that has made the novel remain
among the world’s most popular books.”

Indeed, the book is one that women find themselves “paying it forward;”
Holliday Grainger recalls, I was a teenager when | read the book. I'd read
chapters while commuting. On a completely packed train, | finished it and
started sobbing. It is one of my favorite books.

“When | was meeting with the movie's casting director [Nina Gold], | was
telling her how much | loved the book. She told me that her daughter hadn't
read it, and then went and got her daughter. She said to her daughter, ‘Holly,
tell her, tell her about this book." | think | praised the book so well that her
daughter then read it. Perhaps that’'s why | got the part...”

Sally Hawkins reflects, “When we read the book in my school, we were 15
years old and all feeling like Jane Eyre — and here was a story that focused on
a teenage girl who is not necessarily the obvious heroine.”

Tamzin Merchant adds, “Jane confronts emotions that weren't then being
addressed by literary heroines. When | read the book as a teenager, | sat in
my bedroom for four days and didn’'t want to be torn away from it. Bronté
conveys a raw, concentrated humanity. Making this movie has been like
stepping into the pages of the story.”

As it happened, the film medium was how Fukunaga himself came to know
the tale; his frame of reference was the 1944 Robert Stevenson movie starring
Orson Welles and Joan Fontaine.

He reveals, “My Mom was a big fan of that movie, so in turn | became one
too, wearing out our VHS copy of it by the end of primary school; | really loved
it...I'm obsessed with authenticity, so when the prospect of making my own
version of it became reality, of course | had to read the book.

“It's a page-turner. And there are a lot of pages. A lot. Charlotte Bronté was
no minimalist. The descriptions are hauntingly vivid throughout, all
observations made from Jane’s perspective with Charlotte’s keen insight on
the human spirit and, of course, wit. Even though I'd read Moira’s script and
was recalling the 1944 movie, there was essentfial ammunition in the prose —
information that was invaluable for me as a director to create an overall feel
in the film that would be faithful to the world Charlotte created for Jane Eyre.”

Speaking as one who also came to the novel only recently and who sought
to make the character her own, Mia Wasikowska assesses Jane Eyre as
“timeless in her relevance — and her resilience. Instead of letting her situation
grind her down, or becoming damaged, she becomes a stronger person.
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Jane always challenges herself and follows her gut feeling as well. She knows
what's important for her to do. As hard as it might be, she gets on and does
it.”

When asked what audiences should take away with them from Jane's story,
Wasikowska states, “It is about having self-respect and finding self-fulfillment.”
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Jane Eyre

About the Cast

MIA WASIKOWSKA (Jane Eyre)

One of today'’s rising screen stars, Mia Wasikowska will be next be seen on-
screen starring alongside Henry Hopper in Gus Van Sant's coming-of-age
drama Resfless. In the summer of 2010, Ms. Wasikowska was seen in another
Focus Features movie, Lisa Cholodenko's The Kids Are All Right, starring as part
of the ensemble with Annette Bening, Julianne Moore, Mark Ruffalo, and Josh
Hutcherson. Her performance in the ftitle role of Tim Burton's Alice in
Wonderland, with Johnny Depp, Helena Bonham Carter, and Anne
Hathaway, also brought her international attention. For her work in the two
movies, Ms. Wasikowska was honored with the Hollywood Film Festival Award
for Breakthrough Actress of the Year.

A trained ballerina turned actress, Ms. Wasikowska began her career in her
home country of Australia. She landed a recurring role on the popular
television medical drama All Saints. Her first major screen role was in Paul
Goldman's Suburban Mayhem, for which she received an Australian Film
Institute  Award nomination. Among her other early features were Peter
Carstairs’ September and Greg Mclean’s Rogue, the latter with Radha
Mitchell, Michael Vartan, and Sam Worthington. She also starred in several
notable short films for writer/directors, including Sonia Whiteman's Lens Love
Story; Claire McCarthy's Skin; Samantha Rebillet’'s Cosette; Sean Kruck'’s
Summer Breaks; and Spencer Susser’s | Love Sarah Jane, in the title role.

Ms. Wasikowska made her U.S. debut with an acclaimed portrayal on the
television series In Treatment, starring opposite Gabriel Byrne in multiple
episodes. In recognition of her performance, she was honored by the Los
Angeles-based organization Australians in Film with the Breakthrough Actress
Award.

Since then, she has been seen on-screen in Edward Zwick's Defiance, with
Jamie Bell of Jane Eyre, Daniel Craig, and Liev Schreiber; Mira Nair's Amelia,
opposite Hilary Swank and Richard Gere; and with Hal Holbrook in Scott
Teems' That Evening Sun, for which Ms. Wasikowska earned a Spirit Award
nomination for Best Supporting Female.

MICHAEL FASSBENDER (Edward Rochester)

As one of the title characters in Quentin Tarantino’s blockbuster Inglourious
Basterds, Michael Fassbender shared with his fellow actors the Screen Actors
Guild Award for Outstanding Performance by a Cast in a Motion Picture as
well as the Critics’ Choice Award for Best Acting Ensemble.

He previously starred as the late hunger striker Bobby Sands in Steve
McQueen’s Hunger. The performance earned him the British Independent
Film Award (BIFA) and lIrish Fiim and Television Award (IFTA) for Best Actor; a
London Film Ciritics Circle Award; and Best Actor honors from the 2008
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Stockholm and Chicago International Film Festivals. He was honored at the
latter festival the following year, as Best Supporting Actor, for his performance
in Andrea Arnold’s Fish Tank. The latter portrayal brought him BIFA and IFTA
nominations as well as his second London Film Ciritics Circle Award. He was
also an IFTA nominee for his performance in Marc Munden’s miniseries The
Devil's Whore.

Mr. Fassbender’'s upcoming fims include Matthew Vaughn's highly
anticipated origins story X-Men: First Class, as Erik Lehnsherr, better known as
Magneto; David Cronenberg’s drama A Dangerous Method, as Carl Jung
opposite Keira Knightley and Viggo Mortensen; Steven Soderbergh’s
ensemble action thriller Haywire, with Ewan McGregor and Antonio Banderas;
and, in an imminent reteaming with Steve McQueen, the relationships story
Shame.

Born in Germany and raised in Ireland, Mr. Fassbender is a graduate of
London’s prestigious Drama Centre. His breakthrough role came as Sgt.
Burton “Pat” Christenson in the award-winning epic miniseries Band of
Brothers. After making his feature film debut in Zack Snyder’s blockbuster 300,
his subsequent movies included Joel Schumacher's Blood Creek; James
Watkins' Eden Lake; Jimmy Hayward's Jonah Hex; Francois Ozon's Angel, with
Romola Garai; and Neil Marshall’s Centurion, opposite Imogen Poots of Jane
Eyre.

JAMIE BELL (St. John Rivers)

While still a teenager, Jamie Bell shot to worldwide fame starring in the title
role of Stephen Daldry's Billy Elliot. Among the many honors he received for
the performance were the BAFTA Award for Best Actor, and the British
Independent Film Award for Best Newcomer.

The northern England native portrayed Charles Dickens’ memorable
character Smike in writer/director Douglas McGrath's screen adaptation of
Nicholas Nickleby, for which he and his colleagues shared the National Board
of Review Award for Best Acting by an Ensemble.

Mr. Bell's subsequent fiims include David Gordon Green's Undertow, opposite
Dermot Mulroney and Josh Lucas; Thomas Vinterberg's Dear Wendy, opposite
Alison Pill; Peter Jackson's epic King Kong; and Clint Eastwood’s acclaimed
Flags of Our Fathers, in which he portrayed real-ife WWII hero Ralph
lgnatowski.

Among his other movies are David Mackenzie's Hallam Foe (a.k.a. Mister
Foe), opposite Sophia Myles, for which he earned a British Independent Film
Award nomination, and a BAFTA (Scotland) Award, for Best Actor; Arie Posin's
The Chumscrubber; Doug Liman's Jumper, with Hayden Christensen; and
Edward Zwick's Defiance, alongside Daniel Craig, Liev Schreiber, and Mia
Wasikowska of Jane Eyre. He will next be seen on-screen, starring opposite
Channing Tatum, in Kevin Macdonald’s Roman epic adventure The Eagle,
also for Focus Features.

Mr. Bell has additionally completed production on The Adventures of Tintin:
The Secret of the Unicorn, starring as Hergé's legendary young adventurer
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Tintin for director Steven Spielberg in a highly anticipated motion-capture
production fiimed in 3-D. He is currently at work on Carl Tibbetts' The Retreat,
starring opposite Cillian Murphy and Thandie Newton; and Asger Leth's Man
on a Ledge, starring with Sam Worthington.

SALLY HAWKINS (Mrs. Reed)

Sally Hawkins came to the attention of the world film community with her
starring role as the playful Poppy in Mike Leigh's Happy-Go-Lucky. The
performance earned her the Golden Globe Award for Best Actress [Comedy
or Musical]; she was voted Best Actress by the Los Angeles Film Critics
Association, the New York Film Critics Circle, the National Society of Film
Critics, New York Film Critics Online, the Boston Society of Film Ciritics, and at
the 2008 Berlin International Film Festival. She also received British
Independent Fim Award and European Fim Award nominations; and was
honored with the Evening Standard British Film Awards’ Peter Sellers Award for
Comedy.

Ms. Hawkins had previously made two other films with Mr. Leigh, Vera Drake
and All or Nothing. Her other features include Lone Scherfig’'s award-winning
An Education; Sherry Horman's soon-to-be-released Desert Flower; Gurinder
Chadha's It's a Wonderful Afterlife; Stephen Burke's Happily Ever Afters;
Matthew Vaughan's Layer Cake; and Woody Allen’s Cassandra’s Dream.

At the 2010 Toronto International Film Festival, she was seen in three movies
spotlighted there; Nigel Cole's Made in Dagenham, opposite Miranda
Richardson and Bob Hoskins, Mark Romanek’s Never Let Me Go, and Richard
Ayoade’'s Submarine. She will next be seen on-screen in Paul Murphy's Love
Birds.

Ms. Hawkins starred as Jane Austen’s heroine Anne Elliot in Adrian Shergold’s
telefiim Persuasion. Her portrayal brought her a Royal Television Society
Award, as well as the Golden Nymph Award for Best Actress at the Monte
Carlo Television Festival. Her other notable television credits include Marc
Munden’s telefilm Shiny Shiny Bright New Hole in My Heart; recurring
appearances on the BBC's hit comedy series Little Britain; Aisling Walsh's
miniseries Fingersmith; Geoff Sax’ miniseries Tipping the Velvet; an episode of
Man to Man with Dean Learner, which marked her first collaboration with
Richard Ayoade; and Julian Farino’s telefilm Byron, in which she played Mary
Shelley.

Her U.K. stage work has included The Winterling and Country Music, at the
Royal Court Theatre; The House of Bernada Alba, at the Natfional Theatre,
directed by Howard Davies; and playing Hero in Much Ado About Nothing
and Hermia in A Midsummer Night's Dream. Ms. Hawkins recently made her
Broadway debut in Doug Hughes' staging of George Bernard Shaw's Mrs.
Warren's Profession, starring alongside Cherry Jones.

HOLLIDAY GRAINGER (Diana Rivers)
Holliday Grainger will shortly be seen starring as the infamous Lucrezia Borgia

on the television series The Borgias, with Jeremy Irons, created by Neil Jordan;
and with Robert Pattinson in Declan Donnellan and Nick Ormerod’s romantic
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drama Bel Ami.

In addition to the latter, the U.K. actress’ feature credits include Tom Harper's
The Scouting Book for Boys and Pat Holden's Awaydays. She has made
numerous appearances on U.K. television, ranging from a series regular role
on Demons to guest shots on Blue Murder, Merlin, and the upcoming Any
Human Heart, with Jim Broadbent. Among her telefims are Tom Harper’s
Dis/Connected and Robin Shepperd's The Bad Mother’'s Handbook, with
Catherine Tate and Robert Pattinson.

Ms. Grainger's theatre credits include Doug Hodge's Donmar Warehouse
staging of Athol Fugard's Dimetos.

TAMIZIN MERCHANT (Mary Rivers)

As a teenager, Tamzin Merchant realized a dream; her great admiration for
author Jane Austen spurred her to phone the casting director of the pending
movie version of Pride and Prejudice to ask to audition for a part in the
film. After meetings, she was indeed offered a role — Georgiana Darcy — even
though she had no previous acting experience. The then-novice threw
herself into the work, even learning to play the piano selections that her
character would be playing on-screen in the Focus Features release directed
by Joe Wright. She played the part, acting opposite Keira Knightley, Matthew
Macfadyen, and Judi Dench of Jane Eyre.

Since that debut performance, she has continued to cultivate an acting
career while also completing her university studies. She has made more films,
including Andrew Silver’'s A Touch of Love (a.k.a. Radio Cape Cod); and Marc
Forby’s Princess Ka'iulani (a.k.a. Barbarian Princess), opposite Q'orianka
Kilcher.

Ms. Merchant is best known for her portrayal of Henry VIII's fifth wife, Catherine
Howard, in the hit series The Tudors. Her telefilm credits include Sheree
Folkson's My Family & Other Animals, with Imelda Staunton; Bryn Higgins’
Casualty 1906; and Syd Macartney's [The] Good Housekeeping [Guide], with
Alan Davies.

IMOGEN POOTS (Blanche Ingram)

Imogen Poots was a British Independent Film Award (BIFA) nominee as Most
Promising Newcomer for her performance opposite Robert Carlyle in Juan
Carlos Fresnadillo’'s 28 Weeks Later.

The London native recently won acclaim for her work opposite Michael
Douglas in Brian Koppelman and David Levien’s Solitary Man. Her other films
include Matt Day’s short Wish; Neil Marshall’'s Centurion, alongside Michael
Fassbender of Jane Eyre; Hideo Nakata’'s Chafroom, also for Ruby Films;
Richard Linklater’'s Me and Orson Welles, starring Zac Efron, Christian McKay,
and Claire Danes; Jordan Scoftt's Cracks, with Eva Green and Juno Temple;
James McTeigue's V for Vendetta, as the younger incarnation of Natasha
Wightman's character; Katherine Brooks' soon-to-be-released Waking
Madison, with Elisabeth Shue and Sarah Roemer; and Craig Gillespie’s just-
wrapped Fright Night, with Colin Farrell, Anton Yelchin, and Toni Collette.
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Ms. Poots’ U.K. television credits include Ashley Pearce’s miniseries Bouquet of
Barbed Wire; Jeremy Lovering’s telefim Miss Austen Regrets, opposite Olivia
Williams as Jane Austen; and, most recently, Geoff Sax’ telefim Christopher
and His Kind, as Jean Ross, the real-life muse to Christopher Isherwood
(played by Matt Smith).

AMELIA CLARKSON (Young Jane)

Amelia Clarkson, who will furn 14 in the winter of 2011, attends the Sylvia
Young Theatre School in the U.K. while pursuing her acting career.

Her other feature credits include Michael Apted’s The Chronicles of Narnia:
Voyage of the Dawn Treader; and Bernard Rose’s Mr. Nice, with Rhys Ifans.
She guest-starred on the television series The Sarah Jane Adventures, opposite
Elisabeth Sladen.

Ms. Clarkson’s radio credits include starring as Dorothy Gale in BBC Radio 4's
production of The Wizard of Oz.

ROMY SETTBON MOORE (Adéle Varens)

10-year-old Romy Settbon Moore’s bilingualism — she was born in London to a
French mother and a Welsh father — was a deciding factor in her playing
Adéele in Jane Eyre, which marked her first audition as well as her first acting
experience.

Ms. Settbon Moore has been playing violin since she was 5 years old and has
a passion for hip-hop dance; she has performed both activities in local shows.

FREYA PARKS (Helen Burns)

13-year-old Freya Parks made her feature fiim debut in Jon Amiel's Creation,
with Paul Bettany and Jennifer Connelly. She will soon be starring in the lead
role of Jenny Wilkes’ adventure drama Bliss!

She has twice been cast by Mark Rylance at the Globe Theatre, in his stagings
of Euripides and Sonnet Walk.

While continuing to act, Ms. Parks attends a school specializing in the arts,
where she is a dance scholar specializing in ballet.

JUDI DENCH (Mrs. Fairfax)

Since playing Ophelia in Hamlet at the Old Vic 45 years ago, Judi Dench has
received worldwide acclaim for a career marked by outstanding
performances in both classical and contemporary roles and notable for
encompassing the full range of the stage, television, and motion pictures. She
has won 10 BAFTA Awards to date.

Ms. Dench received the OBE (Order of the British Empire) in 1970 for services to
the theatre, and subsequently became a DBE (Dame of the British Empire) in
1998. In 2005, she was awarded the Companion of Honour.
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She won the Academy Award for her performance in John Madden’s
Shakespeare in Love, in addition to a BAFTA Award and the National Society
of Film Critics citation. An earlier collaboration with the director, Mrs. Brown,
earned her Golden Globe and BAFTA Awards as well as an Academy Award
nomination.

Ms. Dench was again an Academy Award and Golden Globe Award
nominee for Lasse Hallstrém's Chocolat (for which she won a Screen Actors
Guild Award); Stephen Frears’ Mrs. Henderson Presents; and Richard Eyre’s Iris
(for which she won a BAFTA Award) and Notes on a Scandal (for which she
won a British Independent Film Award).

Her other feature film credits include David Hare's Wetherby; Merchant Ivory’s
A Room with a View (for which she won a BAFTA Award); David Jones' 84
Charing Cross Road; Charles Sturridge’s A Handful of Dust (for which she won
a BAFTA Award); Kenneth Branagh's Henry V and Hamlet; Franco Zeffirelli's
Tea with Mussolini; Lasse Hallstrom's The Shipping News; Charles Dance's
Ladies in Lavender; Joe Wright's Pride & Prejudice, also for Focus Features;
Rob Marshall’s Nine; six movies as spy boss “M” opposite either Pierce Brosnan
or Daniel Craig as James Bond, the most recent of which was Marc Forster’s
Quantum of Solace; and, currently in production, Simon Curtis’ My Week with
Marilyn, in which Ms. Dench portrays the celebrated actress Sybil Thorndike
opposite Michelle Wiliams as Marilyn Monroe and Kenneth Branagh as
Laurence Olivier.

Her television work includes the long-running series As Time Goes By (starring
opposite Geoffrey Palmer); the animated series Angelina Ballerina (starring
opposite her daughter, Finty Williams); Gillies Mackinnon’s telefilm The Last of
the Blonde Bombshells, for which she won BAFTA and Golden Globe Awards;
and the two Cranford miniseries, respectively directed by Steve Hudson and
Simon Curtis, for which she was an Emmy, BAFTA, and Golden Globe Award
nominee and an Emmy Award nominee, respectively.

In recent years, Ms. Dench has starred onstage in David Hare's Amy’s View
(winning a Tony Award for her performance in the Broadway production, and
receiving an Olivier Award nomination for her performance in the UK.
staging); Peter Hall's stagings of The Royal Family, Hay Fever, and A
Midsummer Night's Dream; Michael Grandage’s staging of Madame de
Sade, at the Donmar West End; Greg Doran’s staging of Merry Wives of
Windsor: The Musical, at the RSC Stratford; David Hare's The Breath of Life, at
the Theatre Royal Haymarket, with Dame Maggie Smith; and All's Well That
Ends Well, at the RSC Stratford and then the West End.
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Jane Eyre

About the Fiimmakers

CARY JOJI FUKUNAGA (Director)

Cary Joji Fukunaga graduated from the University of California Santa Cruz. His
film work as a writer, director, and cinematographer has taken him around
the world — from the Arctic Circle to Haiti and West Africa.

He has received several prestigious grants, including a 2008 USA Rockefeller
Foundation Fellowship; the John H. Johnson Film Award; and a 2005 Princess
Grace Foundation Fellowship. He also received, in 2007, a Katrin Cartlidge
Foundation Bursary.

Mr. Fukunaga wrote and directed the short film Victoria para Chino, which
screened at the 2005 Sundance Film Festival. It was honored with over two
dozen international awards, including a Student Academy Award and an
honorable mention from BAFTA's Los Angeles chapter.

An MFA candidate from New York University’'s Graduate Film Program, Mr.
Fukunaga made his feature film writing and directing debut with Sin Nombre,
also for Focus Features.

The epic dramatic thriller, filmed on locations throughout Mexico City, world-
premiered at the 2009 Sundance Film Festival. There, it won two awards in the
U.S. Dramatic Competition; the Directing Award and the Excellence in
Cinematography Award (for Adriano Goldman). Accolades around the world
followed, including awards from the Dallas-Fort Worth Film Critics Association,
the Washington, DC Area Film Critics Association, the Houston Film Critics
Society, the Florida Film Critics Circle, the Indiana Film Journalists Association,
and the Austin Fim Critics Associatfion for Best Foreign-Language Film; the
Edinburgh International Film Festival’s Skillset New Directors Award; a British
Independent Fim Award nomination; and three Spirit Award nominations, for
Best Feature, Best Director, and Best Cinematography.

MOIRA BUFFINI (Screenplay)

Moira Buffini, a native of the U.K., works as both a screenwriter and a
playwright.

With regard to the former, her most recent credit was the screenplay
adaptation of Tamara Drewe, also for Jane Eyre production company Ruby
Films. Stephen Frears directed the pastoral comedy, which was based on Posy
Simmonds’ graphic novel of the same name, starring Gemma Arterton. The
movie world-premiered at the 2010 Cannes International Film Festival.

As playwright, Ms. Buffini’'s most recent work was Welcome to Thebes, which
debuted at the National Theatre in June 2010 in a staging directed by Sir
Richard Eyre.
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She has been honored with the LWT, Whiting, and Susan Smith Blackburn Prize
awards for her playwriting. Among her plays are Gabriel, which was originally
staged at London’s Soho Theatre in 1997 and was revived off-Broadway in
2010 by the Aflantic Theater Company; Dinner, for which she was an Olivier
Award nominee; Dying for It; Loveplay; Silence; and A Vampire Story. She is
working on a screenplay adaptation of the latter.

Ms. Buffini is currently writer in residence at the National Theatre Studio.
CHARLOTTE BRONTE (Novel)

Charlotte Bronté (1816-1855) was born in Thornton, Bradford in Yorkshire, the
third of six children.

Her mother died in 1821. In 1824, she was enrolled at the Clergy Daughters’
School at Cowan Bridge. There, she and her sisters Maria, Elizabeth, and Emily,
were mistreated and malnourished. They were taken out of the school the
following year, but the damage had been done and Maria and Elizabeth
died of consumption.

In 1829, Ms. Bronté began to write such stories as The Search After Happiness,
History of the Year, and the Angrian and Glass Town sagas. The latter
chronicles encompassed correspondences and writings of fictional
characters in their towns and kingdoms.

Educated at Roe Head, she returned to teach there from 1835 to 1838. She
subsequently spent time in Brussels, studying with her surviving sister Emily, and
then teaching English.

A book of poems was published in 1846 under two pseudonyms; Ms. Bronté
had contributed 19 poems to it. She had also by then written a novel, The
Professor, which went unpublished; and began work on the novel Jane Eyre.
Published in 1847, the latter quickly became a bestseller. Her subsequent
novels included Shirley (1849, but not published until 1857) and Villette (1853).

Ms. Bronté married Arthur Nicholls in 1854; she died nine months later, and was
laid to rest in the family vault at Haworth Parish Church.

ALISON OWEN (Producer)

One of the UK.'s top producers, Alison Owen shared Academy Award,
Critics’ Choice, and Golden Globe Award nominations in the Best Picture
category as producer of Shekhar Kapur's Elizabeth with Working Title Films;
and won BAFTA and London Film Ciritics Circle Awards.

Ms. Owen recently won an Emmy Award as part of the producing team of
Mick Jackson's Temple Grandin; in addition to the Outstanding Made for
Television Movie prize, the telefim won é additional Emmy Awards, including
for actors Claire Danes, Julia Ormond, and David Strathairn.

Her independent production company, Ruby Film & Television, had two films
be invited to screen at the 2010 Cannes International Film Festival; Hideo
Nakata's Chatroom, starring Aaron Johnson and Imogen Poots of Jane Eyre,
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and Stephen Frears’ Tamara Drewe, the latter also adapted by Jane Eyre
screenwriter Moira Buffini and also made with BBC Film:s.

Previously through Ruby, Ms. Owen produced Christine Jeffs' Sylvia, starring
Gwyneth Paltrow and Daniel Craig, also for Focus Features; John Madden'’s
Proof, starring Ms. Paltrow, Anthony Hopkins, and Jake Gyllenhaal; Justin
Chadwick’s The Other Boleyn Girl, starring Natalie Portman, Scarlett
Johansson, and Eric Bana; and Sarah Gavron's Brick Lane, which received
BAFTA and British Independent Film Award (BIFA) nominations.

She has additionally executive-produced Edgar Wright's breakout hit Shaun
of the Dead, starring Simon Pegg and Nick Frost; Grant Heslov's The Men Who
Stare at Goats, starring George Clooney, Ewan McGregor, Jeff Bridges, and
Kevin Spacey; and, through Ruby, S.J. Clarkson's Toast, starring Helena
Bonham Carter and Freddie Highmore.

Ruby Films' Ruby Television division, formed in 2008, has thus far produced the
aforementioned Temple Grandin; and John Alexander’s telefim Small Island,
which won an International Emmy Award for Best International Series, and for
which lead actors Naomie Harris and David Oyelowo won Royal Television
Society Awards.

Prior to forming Ruby, Ms. Owen'’s feature credits as producer include Peter
Chelsom’s Hear My Song, for which Ned Beatty was a Golden Globe Award
nominee; Paul Weiland's Roseanna’s Grave (a.k.a. For Roseanna), starring
Jean Reno and Mercedes Ruehl; Danny Cannon'’s The Young Americans,
starring Harvey Keitel and Viggo Mortensen; and David Anspaugh'’s Moonlight
and Valentino, starring Whoopi Goldberg, Gwyneth Paltrow, Elizabeth Perkins,
and Kathleen Turner.

PAUL TRIJBITS (Producer)

After a six-year tenure as Head of the New Cinema Fund at the U.K. Film
Council, and having previously established a close working relationship with
Alison Owen when they both produced Paul Weiland’s Roseanna’s Grave
and Danny Cannon’s The Young Americans, Paul Trijbits joined Ms. Owen as a
partner in the independent production company Ruby Films in 2007.

Ruby recently forged a co-production and distribution deal with ITV Studios
Global Entertainment. The company now fields an extensive slate of projects
for both fims and television, with over two dozen currently in active
development. Among these are the thriller Corsica 72, written by the team of
Neal Purvis and Robert Wade and to be directed by Luca Guadagnino; Sex
Education, written by Jonathan Stern & Jamie Minoprio, which topped the
recent “Brit List” of acclaimed scripts; and, with the cooperation of band
members Mick Jones and Paul Simonon, a feature about legendary music
group the Clash which is being written by Jez Butterworth entitled London
Calling.

Ruby features recently produced by Mr. Trijbits include Stephen Frears’
Tamara Drewe and Hideo Nakata's Chatroom. Additionally for Ruby, he has
executive-produced S.J. Clarkson's Toast and Sarah Gavron's Brick Lane.
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He also recently executive-produced Andrea Arnold’s Fish Tank, winner of the
Prix du Jury award at the 2009 Cannes International Film Festival, starring Katie
Jarvis opposite Michael Fassbender of Jane Eyre; and Olivier Hirschbiegel's
Five Minutes of Heaven, winner of the 2009 Sundance Fim Festival's World
Cinema Dramatic Competition awards for Best Director and Best Screenplay
(Guy Hibbert), starring Liam Neeson and James Nesbitt.

Mr. Trijbits’ early feature credits as producer include Richard Stanley’s
Hardware. He reteamed with the latter director as executive producer of Dust
Devil, and has executive-produced a host of other features. These include
Paul Greengrass' Bloody Sunday, which won BIFAs for Best Director and Best
Actor (James Nesbitt); Peter Mullan’s The Magdalene Sisters; Ken Loach’s The
Wind That Shakes the Barley, which won the Palme d’'Or at the 2006 Cannes
International Film Festival; Kevin Macdonald’s Touching the Void; and Andrea
Arnold’s Red Road, for which Ms. Arnold was honored with BAFTA's Carl
Foreman Award for the Most Promising Newcomer.

CHRISTINE LANGAN (Executive Producer)

Christine Langan is Creative Director of BBC Films, the feature filmmaking arm
of the BBC.

Earlier in her career, she worked at Granada, producing the first three seasons
of the award-winning television show Cold Feet. An expanded roster of
projects followed, including the acclaimed telefilm Dirty Filthy Love, starring
Michael Sheen for director Adrian Shergold. She again collaborated with Mr.
Shergold on her first feature as producer, Pierrepoint. The film, starring Timothy
Spall, brought her a nomination for BAFTA'S Carl Foreman Award for the Most
Promising Newcomer. For producing the telefim The Deal, starring Mr. Sheen
and David Morrissey, Ms. Langan shared the BAFTA Award for Best Single
Drama with director Stephen Frears and screenwriter Peter Morgan.

She reteamed with the latter filmmakers on The Queen, for which she was an
Academy Award nominee in her capacity as producer of the Best Picture
contender. The critical and box office hit won awards around the world,
including the Oscar for Best Actress (Helen Mirren); Golden Globe Awards for
Best Actress and Best Screenplay; and BAFTA Awards for Best Actress and Best
Film, the latter encompassing Ms. Langan’s second BAFTA Award.

In September 2006, she segued to become Executive Producer at BBC Films.
In October 2007, she was appointed Commissioning Editor. In April 2009 she
became Creative Director of the division, overseeing commissioning,
development, and production of the whole slate.

Over the past few years, BBC Films’ successes have included Saul Dibb's The
Duchess, which was 2008’s highest-grossing independent feature at the UK.
box office; Lone Scherfig’'s An Education, for which Carey Mulligan won the
Best Actress BAFTA Award; Andrea Arnold’s Fish Tank, winner of the Prix du
Jury award at the 2009 Cannes International Film Festival,; Tom Hooper's The
Damned United; Mark Herman's The Boy in the Striped Pyjamas; John
Crowley's Is Anybody There?, starring Michael Caine; Jane Campion’s Bright
Star; Armando lannucci’'s award-winning In The Loop; and Britain’s first-ever 3-
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D movie, the sleeper box office hit StreetDance, directed by Max Giwa and
Dania Pasquini.

BBC Films' current slate of films includes Stephen Frears’ Tamara Drewe, also
made with Ruby Films; Nigel Cole's Made in Dagenham; Rowan Joffe's
Brighton Rock; Andy DeEmmoy’s West Is West; and a contemporary version of
Shakespeare's Coriolanus, directed by and starring Ralph Fiennes.

MAIRI BETT (Co-Producer)

Mairi Bett established Skyline Films with partner Steve Clark-Hall over 25 years
ago in Great Britain. Skyline started out producing documentaries and
telefiims and has since expanded into feature film work all over Europe. In
2004, Ms. Bett was honored with the Women In Film Production Management
Award.

Ms. Beftt's early feature work was as production and/or post-production
supervisor credits on such features as Gillies Mackinnon’s Trojan Eddie and
Small Faces, and Richard Kwietniowski’'s Love and Death on Long Island,
starring John Hurt. She later became a line producer on such films as Nigel
Cole’'s Saving Grace; Milcho Manchevski's Dust; Mark Mylod's Ali G inda
House, starring Sacha Baron Cohen; Laurence Dunmore's The Libertine,
starring Johnny Depp; and United 93, directed by Academy Award nominee
Paul Greengrass.

She reteamed with the latter as co-producer of Green Zone, starring Matt
Damon. Other movies that she has co-produced include Julian Jarrold’s Kinky
Boots, starring Golden Globe Award nominee Chiwetel Ejiofor; Roger
Donaldson’s The Bank Job, starring Jason Statham and Saffron Burrows; and
John Madden'’s The Debt, starring Helen Mirren and Jessica Chastain.

FAYE WARD (Co-Producer)

Faye Ward has worked at the independent UK. production company Ruby
Films since its inception, and has since become a creative executive and
producer on the company’s film and television projects.

For Ruby, Ms. Ward recently produced S.J. Clarkson’s Toast, starring Helena
Bonham Carter and Freddie Highmore, and adapted by Lee Hall from Nigel
Slater’'s memoir; and the highly acclaimed short Alice, written by Abi Morgan
and directed by Marianne Elliott. She was associate producer of Stephen
Frears’ Tamara Drewe, starring Gemma Arterton, also for Ruby and BBC Films;
Ruby's Chafroom, starring Imogen Poots of Jane Eyre for director Hideo
Nakata; and John Alexander’s telefilm Small Island, starring Naomie Harris,
David Oyelowo, and Ruth Wilson, for Ruby Television and BBC TV.

Ms. Ward is currently at work for Ruby on Sex Education, written by Jonathan
Stern & Jamie Minoprio, which topped the recent “Brit List” of unproduced
screenplays. Filming is now slated to begin in May 2011.
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ADRIANO GOLDMAN (Director of Photography)

Sao Paulo-born Adriano Goldman first collaborated with Jane Eyre director
Cary Fukunaga as cinematographer on Sin Nombre, winning the Excellence
in Cinematography award in the U.S. Dramatic competition at the 2009
Sundance Film Festival;, and earning a Spirit Award nomination for Best
Cinematography.

Named as one of Variety's “10 Cinematographers to Watch,” Mr. Goldman
was recently the cinematographer on the Brazilian series Som e Furia, an
adaptation of the Canadian Shakespeare-themed series Slings & Arrows for
producer Fernando Meirelles’ 02 Filmes; and shot a second season of the
series Sons of Carnival.

He got his start as a camera operator, and soon after directed and
photographed his first short, Is Reinaldo Still Swimming¢ The film won the top
prize at both the Sao Paolo Fotoptfica Video Festival and the Festival
Internacional del Nuevo Cine Latinoamericano in Havana, Cuba.

Over the next decade, Mr. Goldman worked in the commercials and music
video world, forging a strong relationship with MTV Brazil, and directing the
inaugural acoustic program Unplugged as well as Sepultura's rendition of
"Orgasmatron,” which won the International Viewer's Choice Award at the
MTV Video Music Awards. He was cinematographer on the concert films
Memories, Chronicles and Declarations of Love (for acclaimed female
vocalist Marisa Monte) and Kaya N'Gan Daya (for Brazilian superstar Gilberto
Gil), directed by Lula Buarque.

In 2002, he shot the first season of the TV Globo/O2 Fiimes hit series City of
Men, and was honored with the ABC Trophy for Best Cinematography in a
Television Series. Mr. Goldman also was cinematographer on the feature
version directed by Paulo Morelli.

He next was director of photography on the series Alice and (the first season
of) Sons of Carnival, directed by Cao Hamburger; the latter earned him his
second ABC Trophy. He won a third Trophy, this time in the feature fim
category, for his cinematography of the same director’s The Year My Parents
Went on Vacation.

Mr. Goldman's other feature credits as cinematographer include Guel Arraes’
Romance; Lula Buarque's Casseta & Planeta: The Cup Is Ours; Bruno Barreto’s
Romeo and Juliet Get Married; and Tony Goldwyn's Conviction, starring Hilary
Swank and Sam Rockwell.

MELANIE ANN OLIVER (Film Editor)

Melanie Ann Oliver was honored with a BAFTA Award for her work as editor of
Tom Hooper's telefilm Longford, starring Golden Globe Award winners Jim
Broadbent and Samantha Morton. She also collaborated with the director as
editor of the multi-Emmy and Golden Globe Award-winning miniseries
Elizabeth I, for which she was an Emmy Award nominee; the feature The
Damned United, starring Michael Sheen and Timothy Spall; and the multi-
Emmy and Golden Globe Award-winning miniseries John Adams, for which
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she was again an Emmy Award nominee as well as an American Cinema
Editors (A.C.E.) Eddie Award nominee.

She began her career as assistant editor, working on such films as Jane
Campion’s An Angel at My Table and The Portrait of a Lady; and Anna
Campion’s Loaded. Since then, she has been film editor on documentaries,
television commercials, shorts, and features alike. Among her credits are
Cassian  Harrision’s BAFTA and Peabody Award-winning documentary
Beneath the Veil, Joe Wright's miniseries Bodily Harm and Bob & Rose and
award-winning short films The End and Crocodile Snap.

Ms. Oliver has since been the film editor on such features as Sarah Gavron'’s
Brick Lane, also for Ruby Films; Jon Amiel's Creation, starring Paul Bettany and
Jennifer Connelly; and Richard Loncraine’s telefilm The Special Relationship,
starring Michael Sheen, Dennis Quaid, Hope Davis, and Helen McCrory.

WILL HUGHES-JONES (Production Designer)

Will Hughes-Jones attended Salisbury Art college before attaining an Honors
Degree in Three-Dimensional Design at Brunel University.

He then worked briefly in the music industry and then segued to music shows
on television. Moving over to drama programs — and their art departments —
he worked as a buyer and then an art director. Among his credits as the latter
was Nick Renton'’s telefilm The Russian Bride.

For over a decade, Mr. Hughes-Jones has worked as a production designer.
Among his credits are the first two seasons of the crime series The Inspector
Lynley Mysteries, starring Nathaniel Parker; Simon Cellan Jones’ telefim Storm
Damage, which won the Royal Television Society (RTS) Award, and was a
BAFTA Award nominee, for Best Single Drama; Ferdinand Fairfax’ miniseries In
the Name of Love, starring Tara Fitzgerald and Mark Strong; Daniel Percival’s
telefilm Dirty War; Jed Mercurio’s telefilm Frankenstein, starring Helen McCrory;
the BAFTA Award-winning miniseries Criminal Justice, starring Ben Whishaw;
the first two seasons of the sci-fi drama series Survivors; and, for Ruby
Television, John Alexander’s telefim Small Island, starring RTS Award winners
Naomie Harris and David Oyelowo.

With Jane Eyre, he marks his first feature film credit as production designer.
DANIEL PHILLIPS (Make-up and Hair Designer)

For his make-up and hair work on Saul Dibb’s The Duchess, starring Keira
Knightley, Daniel Phillips earned a BAFTA Award nomination. The project
marked his first collaboration with Jane Eyre costume designer Michael
O’Connor; and his fourth BAFTA nomination, following ones for Stephen Frears’
The Queen, starring Helen Mirren, and episodes of the comedy series French
and Saunders.

Mr. Phillips began his career with a hair styling apprenticeship, as well as
training as a graphic artist in the marine industry. He then continued his studies
at the London College of Fashion, studying Media, Flm and Editorial Make-up
and Hair. After 2 years working in the fashion and beauty fields, he spent 8
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years at the BBC honing his craft in the make-up department; this
encompassed a host of projects calling for both contemporary and period
work.

His work has brought him Emmy and Royal Television Society Awards for the
miniseries Bleak House; and an Emmy for Steve Barron’s miniseries Arabian
Nights. His other notable television projects have included Bharat Nalluri's
miniseries Tsunami: The Aftermath and Richard Loncraine’s telefilm The Special
Relationship.

Mr. Phillips’ feature work as hair and make-up designer includes Roger
Michell's Venus, starring Peter O'Toole and Jodie Whittaker; Stephen Frears’
Tamara Drewe, also for Ruby Films, and Chéri; John Maybury's The Edge of
Love, starring Keira Knightley; Nicholas Hytner's The History Boys; Nick Murphy’s
upcoming The Awakening, starring Rebecca Hall; and, reuniting him with
Helen Mirren, The Debt, directed by John Madden.

Reteaming with the latter director, as well as Judi Dench of Jane Eyre, he is
currently at work on The Best Exotic Marigold Hotel, which also stars Maggie
Smith, Bill Nighy, and Tom Wilkinson.

MICHAEL O'CONNOR (Costume Designer)

In addition to an Academy Award win, Michael O'Connor’s costume design
on Saul Dibb's The Duchess (starring Keira Knightley and Ralph Fiennes)
earned him BAFTA and Costume Designers Guild Awards.

His creativity and versatility as costume designer have also been on view in
Sarah Gavron's Brick Lane, also for Ruby Films; and Bharat Nalluri’'s Miss
Pettigrew Lives for a Day (starring Frances McDormand and Amy Adams),
also for Focus Features.

Mr. O’Connor collaborated with director Kevin Macdonald as costume
designer on the BAFTA Award-winning The Last King of Scotland, starring
Academy Award winner Forest Whitaker; and on The Eagle, starring Channing
Tatum and Jamie Bell of Jane Eyre, also for Focus Features.

DARIO MARIANELLI (Music)

For his original score of Joe Wright's Afonement (also for Focus Features),
Dario Marianelli won the Academy Award, the Sammy [Cahn] Award, and
the Golden Globe Award; and was a BAFTA Award, Critics’ Choice Award,
European Fiim Award and double World Soundirack Award nominee. He had
previously scored the director’s Pride & Prejudice (also for Focus), for which he
was an Academy Award, Ivor Novello Award, European Film Award, and
double World Soundtrack Award nominee; and was honored with the 2006
Classical Brit Award for Best Score.

His film credits as music composer include two BAFTA Award winners, Michael
Winterbottom'’s In This World (which also won the top prize at the Berlin
Intfernational Film Festfival) and Asif Kapadia's The Warrior. He has since
reteamed with the latter director in scoring The Retfurn and Far North.
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Mr. Marianelli's other film scores include the ones for Ryan Murphy's Eat Pray
Love; Alejandro Amendbar’'s Agora; Neil Jordan's The Brave One; Joe
Wright's The Soloist; Kirk Jones' Everybody’s Fine; Bille August’'s Goodbye
Bafana, starring Dennis Haysbert as Nelson Mandela; Terry Giliam's The
Brothers Grimm; James McTeigue's V for Vendetta; Michael Caton-Jones’
Shooting Dogs (a.k.a. Beyond the Gates); Peter Cattaneo’s Opal Dream; Tim
Fywell's | Capture the Castle; David Thewlis' Cheeky; Julien Temple's
Pandaemonium; Philippa Collie-Cousins’ Happy Now; and Paddy
Breathnach’s Ailsa, Shrooms, and | Went Down.
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MICHAEL WINTER

FOR BBC FILMS

PRODUCTION EXECUTIVE
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NICHOLAS CLOUTIER
TOBIE COTE

SIMON WEANER
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GUILLAUME CHAMPAGNE
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MATHIEU BERTRAND
MARIE-PIER AVOINE
ALEXANDRE CANNICCIONI
MARIE-EVE AUTHIER

GUY BOUDREAU

VALENTIN TRASNEA

COMPOSITING

JEAN FRANCOIS FERLAND
STEPHANIE STRADELLA
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DIRECTOR OF TECHNOLOGY
TECHNICAL SUPPORT

VEX FINANCIAL CONTROLLER
SALES & MARKETING MANAGER

SCORE PRODUCED BY
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MUSICIANS CONTRACTED BY
MUSIC RECORDED AT
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JOHN ALLEY
MELANIE PAPPENHEIM

HILARY SKEWES

ANGEL RECORDING STUDIOS, LONDON
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MICAELA HASLAM FOR SYNERGY VOCALS

“FLAMME VENGERESSE"

FROM ACT 3 OF “LE DOMINO NOIR" (1837)
MUSIC BY DANIEL-FRANCOIS AUBER
LIBRETTO BY EUGENE SCRIBE
PERFORMED BY ROMY SETTBON MOORE
ARRANGED BY ANDREW McKENNA

“PIANO SONATA NO. 4 IN E FLAT MAJOR, OP.7,

FIRST MOVEMENT: ‘ALLEGRO MOLTO E CON BRIO"" (179¢)
COMPOSED BY LUDWIG VAN BEETHOVEN
PERFORMED BY DARIO MARIANELLI

“PIANO SONATA NO. 11 IN A MAJOR, K.331,

THIRD MOVEMENT: ‘ALLA TURCA'" (c. 1783)
COMPOSED BY WOLFGANG AMADEUS MOZART
PERFORMED BY DARIO MARIANELLI
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TRADITIONAL
PERFORMED BY VALENTINA CERVI

“FAREWELL" (1874)
WORDS BY LORD BYRON
MUSIC BY JOSEPH HARPER KEARTON
PERFORMED BY IMOGEN POOTS
ARRANGED BY ANDREW McKENNA

SOUNDTRACK AVAILABLE ON SONY CLASSICAL
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pr

CLASSICAL
™
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COMPLETION GUARANTORS
LEGAL SERVICES
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PRODUCTION FINANCE PROVIDED BY
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FILM STOCK
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WIGS BY
POST-PRODUCTION SCRIPT

MEDIA INSURANCE BROKERS LTD.
RICHARD MOORE

FILM FINANCES, INC.

BILLY HINSHELWOOD

RICHARD THOMPSON
BLOOM HERGOTT DIEMER ROSENTHAL LAVIOLETTE
FELDMAN SCHENKMAN & GOODMAN, LLP

RUTH HALLIDAY
COUTTS & CO.

ARRI MEDIA
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FUJI PHOTO FILM
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PRECISION LTD.

SKY MEDIA TRAVEL LTD.
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TRANSLUX INTERNATIONAL
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ARION COMMUNICATIONS LTD.
CINE-FILM CARS

ALEX ROUSE WIG CO.

SAPEX SCRIPTS
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FILMED ON LOCATION IN DERBYSHIRE, OXFORDSHIRE, AND HERTFORDSHIRE
AND AT PINEWOOD STUDIOS, LONDON

THE PRODUCERS WOULD LIKE TO THANK
MARY KATHLEEN OWEN, VICTORIA BELFRAGE, ST. JOHN DONALD, CONOR McCAUGHAN,
CRAIG KESTEL, JEROME DUBOZ, PAUL CANTELON, STEVE CLARK-HALL,
JUDITH CHAN, DAVID CAMPBELL, NIGEL PALMER, LISA MAYO AND
ALL THE STAFF AT HADDON HALL, CHATSWORTH HOUSE, AND BROUGHTON CASTLE

SPECIAL THANKS
THE PHILLIPS FAMILY, JACK ARBUTHNOTT, JAMES ROGAN, TANYA PHEGAN, ROB MEYER,
SAM HODGES, GRETCHEN GRUFMAN, KATH BRINSON, ANNA HOFFMAN, AMEER YOUSSEF,
MELISSA TAVAKOLI, ELIZABETH BULL, THE FUKUNAGA FAMILY, TIMOTHY STRUTHERS
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