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INTRODUCTION


There is no world like the Bridgerton world.



Distinctive and sizzling, the Regency-era show based on the fictional books by Julia Quinn was an unheard-of unicorn—a glamorous period piece that did not take itself too seriously—when it aired on Netflix in December 2020. Bridgerton was an instant phenomenon. My producing partner, Betsy Beers, and I have produced hit shows before (Grey’s Anatomy, Scandal, How to Get Away with Murder), but we had never made anything that grabbed the attention of enormous audiences in countries around the world at the same time. The force of Bridgerton is breathtaking to us, and its influence with fans shows no signs of stopping. As we speak, we are hard at work shooting Seasons 3 and 4.

Bridgerton the series was created by the talented writer Chris Van Dusen. What makes Chris so wonderful is that he brings a unique voice and perspective to the page, filling scenes with humor and wit, warmth and emotion. His gift was Bridgerton’s gain.

I always say that being a show creator is not a simple task. Building a world out of thin air (or, in this case, from the pages of Julia Quinn’s books) is an intense challenge. But I also say that no one person ever really creates a show. That has always been true for the shows I created, and that is true for Bridgerton. A TV show starts with the brilliance of a script. But a script is a blueprint. The show itself is created by the amazing team of people who work day by day, week by week, during development, production, and post-production to make a television series. There are executives and line producers, actors and directors, set decorators and costume designers, hair and makeup teams, lighting designers and editors, writing staff and (on this show) historians. And more. All those people helped to create the world of Bridgerton that you see on your screen.

Which brings me to this book in your hands. Betsy and I are producers. We played key roles in bringing Bridgerton to life, from idea to finished product. We saw firsthand all the extraordinary work done by so many people who helped create this world. And we wanted to celebrate it. We wrote this book to share with you the craftsmanship, effort, and beauty of what went into building the world of Bridgerton. We also wrote this book to sneak you a few behind-the-scenes secrets. After all, we could not enter the world of Lady Whistledown without a few whispers of hot gossip, could we? Settle in. Loosen your corset. Gentle Reader, this is for you.

—Shonda Rhimes

NEW YORK, MAY 2022
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Once Upon a Time (in a Hotel Room in Mayfair)

SHONDA: Shall we take everyone back to the beginning? Not to the 1800s but to 2017 and that hotel room where I was sick and needed something to read, and there happened to be a copy of The Duke & I by Julia Quinn, the first of the Bridgerton novels. I wasn’t into romance novels; I really didn’t even know much about the genre. But I picked it up, couldn’t put it down, and then immediately got my hands on the rest of them because they were fabulous. And then I passed them on to you.

BETSY: I thought you might have hit your head in that hotel room while you had the flu. Romance novels? But you insisted that they would be a fabulous show, and you have excellent taste. I was deeply skeptical because I hadn’t read a romance novel since I was a teen—I’d certainly never read a period romance novel.

SHONDA: Totally—you read the ones of the 1980s, when everyone wore huge shoulder pads and diamonds.

BETSY: Right.

[image: ]

SHONDA: Fair—as far as a period romance, if it wasn’t Jane Austen, I didn’t really know about it. I’m not going to dis Jane Austen because I’m not an idiot…

BETSY: She might get upset.

SHONDA: She might roll over in her grave. But Julia Quinn’s novels were just so much juicier than Austen’s, and they’re written by someone who was far less confined and less proper. After all, Julia is a modern woman, not stuck in the constraints of the age.

BETSY: Without a doubt. And I never knew that the ton existed. Austen wrote about a pastoral society where everyone is in relatively drab clothes and spent a lot of time in chapels and churches.

SHONDA: Totally. And they recycled their dresses more.

BETSY: Meanwhile, this was an amazing world of luxury and excess. And she had this crazy device of a gossip columnist pulling the strings, which was such a cool concept. Julia created an entirely new, glamorous, bright world that you had actually never seen before.

SHONDA: It really worked. As did the fact that she built an incredible community that you get to follow over a decade, but each of the eight books is a complete story, focusing on different Bridgerton children as they find love. And she allows people happy endings.

BETSY: We’ve rarely had that opportunity. We don’t have to kill anyone off!

SHONDA: Exactly. We don’t have to come up with an unbelievable amount of twists and turns, nobody needs to die. It’s funny, because people were so upset when they realized Regé-Jean Page wouldn’t be back—but that was the point! He overcame his obstacle, found love, and got his happy ending. And there are so many great stories yet to be told. Julia gave us a map, but there were a couple of ways we could approach source material: We could stick to every book directly, or we could use them simply as jumping-off points. I think we chose somewhere in between.

BETSY: I agree. And she’s been an amazing collaborator and so enthusiastic and supportive. It’s been great to have her as a constant resource, along with all the historians and experts who have been able to school us in the manners of the time. They created enough structure in some ways for us to be free.

SHONDA: And we took some essential liberties. We immediately started talking about the rumors around Queen Charlotte, that she was actually of African descent, which opened a door in my mind through which the show came to be: not fantasy, just an alternate reality, an alternate version of history. That became a very interesting way to tell this story without belaboring it, or making race “the thing,” when really, pleasure, sex, and love are the things.

BETSY: Let’s be honest: The “thing” was the idea that Violet Bridgerton had a thousand children—by choice—and wants them to all marry for love, when nobody did such a thing. Love was a radical concept at the time rather than the most important thing.

SHONDA: It’s funny to think about this now, because we are a romantic society—love is the most important thing, and then you figure out the rest. It feels almost incomprehensible to marry someone today who you didn’t love, whereas it was a rarity in Regency England. Certainly worthy of the gossip columns. The driving factors in the marriage mart were wealth and status—and many hoped to find a man who would give them an heir and then, ideally, die. It’s wild to imagine that the ultimate promise of marriage was eventual widowhood.

BETSY: I kind of get it, though, because Lady Danbury is goals. But these Bridgertons and their love of love keep breaking that mold. They are the bridge from period to modern storytelling in the show; we relate to them. And this is important, because we were looking for all the connective tissue we could find to create a world that audiences today could project themselves into, characters who they could say, “That’s me.” People could really relate and find someone in that family to relate to, whether it was Eloise, Daphne, Benedict, or Anthony. And then, of course, there are their counterparts: There are a lot of people who feel like they are Kate.

SHONDA: Exactly. Shall we take people back to the beginning, beginning now?




Julia Quinn on Getting THE CALL from Her Agent

I think we all have moments in our lives we would love to relive over and over again, and one of mine is when I got the call from my agent that Shondaland wanted to adapt the Bridgerton novels. It was a fairy-tale story of everything going right. There were signs at every stage that Shondaland was paying attention and working things through on their end, and that maybe I would actually see the world of Bridgerton come alive on the screen.

I could tell, based on the questions that were coming, that everyone at Shondaland had read the books very carefully and understood the implications of how interconnected the world could be. They were crystal clear about which books and which characters they wanted. Everything about it was fabulous, beyond my wildest dreams.

[image: Image]

And I want to make a fine point on that, because my dreams are not small—but I never, ever thought that I would see something like this happen to one of my books. Nobody makes historical romances into television series or movies. If someone wants to make a period piece, they make Pride and Prejudice… again. There’s prestige attached to Jane Austen. If you can put a spin on her brilliance, then that makes you a visionary. Nobody was looking to contemporarily written historical romance novels as source material.

Let’s be honest: It’s a genre that’s written primarily by women. It’s read primarily by women. It’s edited primarily by women. And you have a film industry where, up until recently, it’s been primarily men making decisions. Women’s work and joy have never been valued in the same way as men’s work and joy. Interestingly, those are themes in the books as well.
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I gave up creative control—not because I don’t trust myself or care about the result but because I am not going to be the person to tell Shonda Rhimes how to make television. I had every faith—and for good reason—that she would know exactly how to translate the books into television. And as I also came to know Betsy Beers and Chris Van Dusen, I had even more faith that Shonda’s vision of my vision would be realized.

Before Betsy sent me the first script, she called to warn me that it would be structured a bit differently and open a bit differently than the books—that in some ways, they needed to teach the audience about romance novels. I thought that was interesting but steeled myself nonetheless, expecting that I would be a little disappointed. But when it landed in my in-box, I took my computer to the corner of my house where I could be alone and read it, grinning the entire time.

It was utterly brilliant. Different, yes, but beautifully done in a way that I never would have considered. It was perfect.
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Shonda & Betsy on Giving the Romance Genre the Props It Deserves
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SHONDA: There is a serious lack of respect for the romance genre in Hollywood—if we have any part in blowing that up and showing the incredible potential of this material, I will be very happy. Because the fans are incredible, and they deserve to see what they love on television. It was my greatest hope that we could give the fans of these books something they thought was worthy—while also expanding it into three dimensions.

BETSY: Yes, we had an incredible opportunity to not only serve Julia Quinn’s fan base but also draw in an entirely new crowd, a group of people who maybe had preconceived ideas about the romance genre. And what we witnessed was the reverse of what typically happens with book-to-TV or -movie translations: People rushed out to buy the books after watching the show. Usually, it’s the opposite!

SHONDA: I mean, how amazing is it that we gave people a hunger—or I should say thirst—to read books. That’s the best thing ever.

BETSY: I think the best thing ever is that, hopefully, romance novels will no longer be relegated to “silly lady” fiction.

SHONDA: Isn’t it interesting how, invariably, if women are really into something, that thing is automatically downgraded in category and shoved into a corner. But when men like something that women don’t understand, it’s still vaunted, valued, and special. Look at comic books: People who don’t like comic books have an “ugh” reaction, but because they’re typically loved by men, they have a very lauded place in our storytelling genre. We can’t stop making comic book adaptations—while romance books have been excluded from the screen.

BETSY: What’s interesting to me is that a lot of women like Marvel movies in the same way that a lot of gentlemen were fully engaged with Bridgerton—and did not need to be dragged to the table. It’s amazing how many men had a lot to say about the show: They were invested.

SHONDA: As they should be!




• REGENCY REALNESS •

THE TIME: REGENCY ENGLAND 1811–1820

THE TON: THE RICH & FAMOUS WHO POPULATED REGENCY SOCIETY, I.E., “THE BON TON”
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BRIDGERTON PRODUCTION HISTORIAN DR. HANNAH GREIG ON THE REGENCY WORLD

Our primary reference points for Regency England are Jane Austen novels, where we don’t typically get references to dukes or duchesses or members of the royal family. Mr. Darcy and Mrs. Bennet, whom we know so well from Austen’s Pride and Prejudice, have no titles—they were not in the world of lords and ladies. We would describe the people who populate Austen’s novels as upper middle class: The fathers and brothers might be in business, or they might be clergymen or in the military; and they don’t necessarily own huge country houses, which were typically owned by earls, counts, lords, and dukes. The homes that we see in Austen are medium-sized, if you can believe it. It’s a slightly different perspective on what it was like to be wealthy in the eighteenth century, a very different world than the English aristocracy in Bridgerton.

The English aristocracy, or “peerage,” is actually a very small group—a few hundred families—though immensely powerful, structured around inherited titles. Duke/duchess is the highest rank that you can have, followed by marquess/marchioness, earl/countess, viscount/viscountess, then baron/baroness. Lady and lord apply to anyone in the peerage, though if someone is a duke, you are supposed to refer to him by his title. These titles are either bestowed by the monarchy or passed from father to son. It’s a patriarchal society and therefore run by men.

Not only did these men hold all the wealth, they also dominated government. In the Bridgerton family, Anthony holds the title of viscount, but Benedict, Colin, and Gregory would be untitled and expected to make their own way in the world. They would need careers, potentially in the military or in the clergy. They might find themselves in business in some way, or they could represent the family in parliament. This is where Daphne’s marriage is quite useful to the family, as the Duke of Hastings has a lot of money and therefore a lot of control over things like seats in parliament. The duke could be very useful to the brothers by setting them up in careers and securing their futures. This is also how the circle of society effectively kept itself small and contained, by ensuring that outsiders never penetrated its power structures.

That small circle also meant the wealth stayed among these families. The members of the ton were rich. Filthy rich. For perspective, Jane Austen’s wealthy but untitled hero Mr. Darcy was famously said to be worth £10,000 per year as an annual income, which would be loosely equivalent to £5 million per year (not too shabby!). Well, the wealthiest member of Regency high society, including the mega-rich dukes, cleared ten times that in the early 1800s, around £100,000 per year of annual income. Yep, that’s £50 million (!!!!) in today’s money. They were almost incalculably wealthy compared to everyone else. They drew income from their vast estates in England, but they also held land abroad, including plantations worked by enslaved people. For context of their immense privilege, a domestic maid might earn £3 per year (plus free board and lodging)—a paltry £1,500 by today’s standards—while a working family in the textile industry or similar might command £15 per year across the family members (£7,500 today).







“They are just people.”

—Writer and Producer Jess Brownell
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SHONDA: So I found Chris Van Dusen first. He was my assistant on the first season of Grey’s Anatomy. As he tells the story, we were supposed to meet on a bench on the lot, and he was late, which is very unlike Chris.

BETSY: Thank God you forgave him, because he really has been with us since the beginning. Chris is just one of those people who can really do anything: He’s incredibly creative and always applies so much effort to any task.

SHONDA: Bridgerton was one of my passion projects, but I knew I couldn’t take on writing these seasons by myself without putting us seriously behind schedule—Violet has so many children! Chris Van Dusen is one of us, and I knew I could trust him to build this world and execute on our collective vision.

BETSY: It really was a wonderful collaboration: You just can’t put on a show of this scale—on another continent, in another time period—without a lot of teamwork. And Chris’s initial outline was brilliant. One of the defining features of any Shondaland script is the stage directions, and in the first few pages, you know exactly what the show is about. All the nondialogue writing gives you the tone of the show.
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CHRIS VAN DUSEN: Shonda told me about the Bridgerton books, which I had never heard of before. I took them home that first night and read the first one in a matter of hours. I read the second book the next night, and so on. I was hooked.

I’m a huge fan of the genre in part because there are all these rules that men and women of the time had to follow. They all knew exactly what was expected of them and how to behave and not to behave. It’s perfect for storytelling because it’s confined. I wanted to stay true to the time of Regency but also modernize the world and explore these characters and stories through a contemporary lens. It works because the stories themselves are timeless and universal. We know these people because they are us. In period clothing.

It’s a spirited show with daring people who talk really fast. The banter is sharp and witty and at times really, really sexy. We do like to leave viewers a little hot and bothered! You don’t always get that in your more traditional period pieces.

We wanted a freshness and youthfulness to everything, with lots of sparkle and effervescence. The volume is literally turned up. But at the same time, the show thrives in the space of being relatable to whoever’s watching, no matter who you are. It’s also Shondaland, so having such a diverse group of characters affords us the ability to explore such an array of storylines. Race is as much a part of the show’s conversation as class and gender are.

SHONDALAND CHIEF CONTENT OFFICER ALISON EAKLE:

I immediately understood why Shonda was so excited—as a development executive and a former writer, I could see that the series maps perfectly to an eight-season show. Every story deserves its own unfurling. Each is contained in a single book, and yet the books contain an extensive world and community that you can come back to again and again. It’s truly brilliant and made for TV.

We finalized the rights deal with Netflix, got their blessing, and finally, Betsy, Shonda, and I sat down with Chris Van Dusen, handed him The Duke & I, and asked him to dig in.

STAFFING THE ROOM:

Putting a writers’ room together is an act of complex chemistry: Budget is one limiting factor, but because it’s Shondaland, and we write the world as we know it, we also wanted to ensure we had lots of different points of view in the room. The Bridgerton room included seasoned vets and first-time writers. Some staffers are excellent on the page, others are really strong in the writers’ room, and then you always want someone who is terrific on set.

We preread hundreds of writers to be sure that we could cover all our key needs: Are they funny? Can they write something with a lot of heat? Honestly, most writers can’t do both—it’s hard to be simultaneously witty and raunchy. It really came down to finding people who could do a bit of both, or overindexed strongly in one direction.

We had the room going for about six months. You take the first few weeks to really think about the big picture and what the season—and, ultimately, the series—should look like, because you need to plant threads that can later be picked up and woven into fuller stories. You’re looking for the spine of the season and the trajectory of various characters. Then you assign out episodes to different writers, though many things are written together in the room as a group. In our writers’ rooms, you either succeed together or you all fail.

[image: Image]



Character Development

SHONDA: The two prevailing factors in every single one of our shows are that we create characters that people want to watch, and we put those characters in impossible situations and then watch them work their way out of them.

BETSY: One of the things I’ve always loved about the way you tell stories is that you force people to get to know these characters as multidimensional people who might surprise them. We go on a real roller coaster through the seasons with Anthony: At first he seems like a stubborn rake until we learn about a profound childhood wound that makes him fearful of attachment. I certainly feel that way about Lady Featherington, who really changes our understanding of her over time. You may not like what she does, but you come to understand that she does what she does for very good reasons. Daphne grows facets of personality in Season 1, like when she takes what she wants from Simon in bed. It seems out of character, but the reality is that we’re all complex, not just dutiful and obliging daughters, not just social-climbing nutjobs, not just selfish bachelors.

SHONDA: Totally. I very much felt that way about Lady Featherington when she takes Marina to the poor neighborhood and effectively says, “Do you want to end up like this?” As her marriage unravels, you recognize that she had to make a similar choice—a loveless marriage to a man who barely acknowledges her. She is doing the best that she can. This is her life. You feel her trauma, whereas at the beginning she’s just sort of mean, and laughable, and slightly repulsive, and very, very funny.

BETSY: Those Featheringtons are hilarious and full of feeling. Marina also takes us on a bit of a ride: I certainly sympathized with her at the end, whereas I despised her a little bit at points. And even Simon: When we meet him in the beginning, he has a stick up his ass. But then you learn about his childhood, and you start to understand why he’s so guarded and fearful of intimacy—watching all of this unfold informs the way you look at these characters, the same way you come to know people in real life over time.
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REGENCY SLANG

RAKE: playboy or womanizer

TENANT FOR LIFE: marry for life

DICKED IN THE KNOB: crazy

FOXED: drunk

DIPPING RATHER DEEP: drinking heavily

DRUNK AS A WHEELBARROW: very drunk

A SIDESLIP OR BYBLOW: child out of wedlock

A SLIP OF A GIRL: a lithe woman

CUT DIRECT: a very deliberate public snub where someone looks away or refuses to acknowledge and address you

ALL THE CRACK: very fashionable

BLUNT: money

HALF LOVE: immature love of a young woman

HIGH IN THE INSTEP: arrogant

DAMN TUM: false rumor, lie, or trick

PROMENADE: a walk in public for attention, not exercise

FACER: punching someone in the face

LEG SHACKLE: marriage

DIAMOND OF THE FIRST WATER: the most desirable debutante, peerless, without flaw





Shonda on the Addition of Queen Charlotte to the World

The addition of Queen Charlotte was useful as we wrote and created this world. She became a way for us to expand the view of people of color in that society. We could populate the show in a way that was different from your usual period piece. And we could portray the grace and grandeur of our queen. We understand the power of the monarchy and we respect it. So we were able to decide right away that this Queen Charlotte existed in a Bridgerton universe and did not need to be an exact representation of the actual Queen Charlotte. This freed us to tell the story the way we needed to tell it.

The story behind our Bridgerton story is that there were two separate societies moving forward in London—a white society and a Black society—and when Queen Charlotte and King George III fell in love, he decided to unite the societies and granted land and titles. Simple.

What became very interesting to me in Season 1 is the concept that Simon’s father was obsessed with this idea of an heir, and that their position in society was tenuous enough that it could be pulled away at any minute if he did not have someone to whom he could pass along his land and title—yet he did not understand the unifying force of love. And if he were to stop obsessing and look around and see his son and the world as it was remade, he would realize that the most powerful people in the room are all of color.

A wonderful side effect of adding Queen Charlotte to this world is that we are getting a window into the lonely life of this character. Queen Charlotte is surrounded by people all of the time yet seems to be uniquely lonely. We begin to understand that, even for her, a woman’s power is derived from the social scene. The marriage mart is the “workplace” of the Regency-era woman. And for Queen Charlotte, it is the perfect playground to keep her life exciting.

[image: Image]

CHRIS VAN DUSEN: In the writers’ room, we started from the place of making the story relevant to today. I wanted it to be a running modern commentary about how, in the last two hundred years, everything has changed while nothing has changed at all. We had some really spirited debates in that room about the roles of men and women! We always joked that there are no dating apps, obviously, but at these balls, they were still swiping left and right until the early-morning hours. Finding all those modern references was really fun.

WRITER AND PRODUCER JESS BROWNELL:

That was the key as we began to write: We wrote them just as we would a modern character, and then we went back and made it cohere to the period in terms of the mannerisms of speech. On a show like Grey’s Anatomy or Scandal, when we might not have the right medical or political terminology or jargon, we would write the emotion of the scene. Then we would go back with the research and make it accurate. The same process held with Bridgerton, we just went back through it and made it period-appropriate.

So, for example, if Simon said something like, “Oh, I’m drunk”; then, after we had gone through all the research, we might change that to something like, “Oh, I’m foxed.” If you’re talking about someone having a child out of wedlock, you would replace it with “sideslip.” We ultimately came to realize that we didn’t need to be experts in how these people talked: We could just focus on the narrative and the emotion of the scene and then fill in the historical details after.
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ALISON EAKLE: This was our first project at Netflix, and it was also the first time that we had the opportunity to write an entire season before casting the show. Typically, we are writing a show as it shoots, building the plane while it is already in flight, and using the actors’ performances to play to their strengths or to follow their intuition. The magic of writing them all at once is that you have the chance to edit as you discover things about the characters, as they shift and evolve. You get to go back and tweak scripts and set things up. The only script that wasn’t finalized by the time we started shooting was Episode Eight, because we needed the time to determine exactly how to tie up the season while teeing up the next. And let’s be clear: At Shondaland, happy endings are new to us! It took us a minute to find our feet.
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JESS BROWNELL: When we think about Regency-era characters having sex, it feels really foreign; we think of people from olden times as being quite prim and proper, in those Empire-waist dresses and waistcoats, but of course, our understanding of earlier times is a historian’s perspective of that era—and, well, they likely had the same prudish manners. While writing Bridgerton, we pretty much determined that Regency people had the same urges and were just as lusty as everyone today. Add repression to this mix, and you can imagine that most people were about to combust with unexpressed sexual desire.

Speaking of prolonged desire, in most romance novels, everything is quite tepid until three quarters of the way through, when the protagonists get married and suddenly there are “maidenheads” and “warriors” everywhere. We didn’t think we could string people along for six episodes, and so the dream sequence, for example, came about because we wanted to bring some thirst in a bit earlier—we didn’t want them to wait until Episode Six to touch and hold each other. It also offered a good way to get into Daphne’s head, so the audience could get a sense of her simmering desire.

We talked a lot about Daphne’s arc—not just in her character but also in her arc within the sex scenes, which are very narrative. They are not gratuitous at all, they are essential. They really drive her evolution and development from a prudish girl who doesn’t know anything to a woman who owns her desire, who comes to know herself intimately and starts to ask for what she wants. She wants a child, yes, but she also wants to have sex in less traditional positions or, you know, out on the grass in the rain. She begins to realize that her life is her own, and sex became a great way for us to tell that story.

Once we got past our own giggling and blushing, it was quite fun to write all those sex scenes. I remember sitting in my office one night writing one, and I was really getting into it. My head was down, I was in a flow state, and I had a sudden revelation that I was effectively writing porn. Pages and pages of “breath-hovering” porn. And that my boss was going to read this, and if he was expecting me to write, “And then they have sex,” this was going to be quite embarrassing for me.

I went into Chris’s office and asked, “How much detail are you expecting from the sex scenes?” And his classic response was, “Oh, I want detail.” It was definitely one of the most awkward moments of my career, similar to how Daphne must have felt when she asked her mom how babies are made. Chris challenged me to choreograph every movement, to write down every single action item: The action lines are very descriptive and colorful.
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JESS BROWNELL: Throughout the show, we wrote from the female point-of-view—I think many feminist sex stories sometimes wander down a woman’s body because they forget that they’re supposed to stick with the woman’s gaze. That was very important to us, to be consistent to Daphne and her perspective. I don’t think anything we did was gratuitous, but we wanted to make these moments simply because they were departures from what you typically see: In Bridgerton, when Simon drops trou, Daphne moves her gaze down his body. Her eyes light up, and as a viewer, you remember that she has been completely shielded from any understanding of sex: She’s, like, seen paintings of naked men in galleries, but certainly not in real life! And not in the same room! Her reaction to Simon’s naked body is very pure.

As we were writing, we kept shaking ourselves out of the historical context, which would have us believe that everyone was kind of asexual—prim and proper and absent of all desires. But we wanted to remind viewers that they are horny, too. Their eyes light up when they see a naked man. This was a realization that allowed us to access these characters and write them as if we were writing a modern character. They are human!
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ALISON EAKLE ON THE ISSUE OF CONSENT:

We had a big conversation with Netflix about Episode Six, when Daphne decides to get on top of Simon and clamp down. They obviously flagged the issue of consent and told us that if we left it as it was, the entire season would be marked as containing sexual violence. It does say “Sexual Violence” on every single episode.

But that was a crucial, crucial moment, one that we had already adapted from the book to make it more understandable from Daphne’s perspective. She is in a moment where she is trying to understand the truth—she has been lied to and is figuring it out. Ultimately, we decided that we would accept the warning label because we needed to have that moment. And there absolutely are consent issues around Daphne and Simon’s moment. It’s 1813, so they are not going to talk about consent in real time, but the injury is palpable.

In the book, Daphne gets Simon drunk, versus our version, where in the moment she just decides to go for it: She wanted to understand if that was the thing he was not being real with her about. The idea of her getting him drunk felt more problematic—we wanted it to be a sober event.
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