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SYNOPSIS
In their secluded farmhouse, a mother, formerly a surgeon in Portugal, teaches her daughter, Francisca, to understand anatomy and be unfazed by death. One afternoon, a mysterious visitor horrifyingly shatters the idyll of Francisca’s family life, deeply traumatizing the young girl, but also awakening some unique curiosities. Though she clings to her increasingly reticent father, Francisca’s loneliness and scarred nature converge years later when her longing to connect with the world around her takes on a distinctly dark form. Shot in crisp black and white, the haunting, and at times disturbing, visual compositions of THE EYES OF MY MOTHER evoke its protagonist’s isolation and illuminate her deeply unbalanced worldview. Genre-inflected, but so strikingly unique as to defy categorization, writer/director Nicolas Pesce’s assured feature debut allows us only an elliptical presence in Francisca’s world, guiding our imaginations to follow her into peculiar, secret places.

INTERVIEW WITH NICOLAS PESCE

THE EYES OF MY MOTHER was executive produced by Borderline Films and is your first feature film. I understand you met Josh Mond while working on James White. How did you guys first connect and eventually come to collaborate on this project?

Yeah, I met Josh in post on James White. They were looking for someone to help him edit and my buddy Jake Wasserman, who is one the producers on Eyes and who I’ve been friends with since we were freshman in college, suggested me for the job. I originally said no, actually, I was like “I’m not really an editor, and I don’t want to edit with someone I don’t know” but Jake convinced me and I’m so glad I did it. I met Josh the next day and we totally hit it off. Initially we were supposed to edit for five or so days together and we ended up going for weeks and became fast friends. One day he said to me: “do you have a movie you’re trying to make?” And I was like, “yeah.” He manically plotted out the whole thing on a legal pad—I still have that legal pad. I went to Sundance for the first time with him last year and he said to me “next year we will be sitting here with your film, I promise you.” And he was right! 

He really sheparded the project—made sure all along the way that I was doing what I was supposed to be doing and making sure that we made the best film we could make. He’s a great friend and mentor and producer. And it all just started by us editing this random little piece of his movie, that didn’t even end up in the movie. [Laughs]. It was all thanks to Jake [Wasserman]. I remember him saying: “trust me dude, I never say this but I think this could actually lead to bigger and better things.” He was right.

After speaking with Kika, it sounds like you wrote the film with her in mind—specifically the Portuguese backstory of Francisca. What came first the concept or the character?

I had just worked with Kika on a music video and there was something so unique about her in kind of an odd way. She’s Portuguese but she doesn’t have a normal Portuguese accent, she’s from this very small town and has a peculiar accent. There was something fascinating about her and I loved working with her. We got along really well, so as soon as I started piecing this all together, I thought OK, I’m just going to write this for her. I didn’t want my film to be in the hands of someone I’d never worked with before and have to have to build a relationship with from scratch. 

We did the short together, mostly to prove to the financiers, and to Josh, and to the other producers that while a lot of us had never made a feature before, we have the chops. 

She was awesome, and I kind of re-wrote the feature with her in mind. I’d send her drafts of the script and she’d come over and we’d talk about it. It was nice to have her around in that phase and have her ask questions like “why would my character do this? I wouldn’t do this!” As the movie got realer and realer she kept asking “are you going to re-cast me!?” And I’d be like, “no! of course not! I wrote this for you!” We built the rest of the cast around her and here we are.

This film is both highly psychological and highly visual. A lot is communicated through the images themselves. Did you have the look of the film—the stark, black and white—in mind from the beginning or did that come into play once the script was finished?

I think of myself as first and foremost as a visual director, even more so than a storyteller in many ways. I always think about how the most powerful thing about movies is that you can make people feel something completely different depending on how you paint an image. That’s a crazy thing that only we [filmmakers] get to do. There are certainly super stylized looks for everything I do. My DP Zach [Kuperstiein] was my freshman year roommate and has shot everything I’ve ever done since I was a teenager. We fell in love with movies together and we’ve developed a short hand where I hardly speak to him and he knows exactly what I want. Even earlier than I was talking to Kika about the film, I was talking to him about the look of it, and the fact that we were going to shoot in black and white and that we were going to use contemporary camera gear even though this is a period piece. 

We didn’t want to try and model old movies, but rather we wanted to make it look like photographs. But we’d watch all these old 50s and 60s horror movies and they were in this beautiful, old Hollywood black and white with yellow subtitles—that’s where we got it from. As far as Zach goes—the dude’s a genius and I can’t say enough good things about him. He really is phenomenal and my movie would not look the way it looks without him. 

There are certainly some more than memorable images in this film—the overhead shot of the body in the bathtub for instance, or that overhead shot of Kika near the end of the lying on the road. The composition of every frame feels incredibly precise. Was everything storyboarded down to the frame or did you have room to play around a bit while you were shooting?

About a week before we started shooting, we shot every shot of the movie with another camera and stand-ins just to get a feel for the film so that when we were on set we’d have a picture reference of what we were trying to shoot. We’d already talked about it and had it all planned. The beauty of that was that when we were shooting there were a lot of times where we’d be like, “alright we’re ahead of schedule what else can we shoot?” A lot of what’s in the movie are things we came up with on the fly and I think the fact that we were so organized let us play around more because all the groundwork had already been laid for us. I also knew that I was going to be flexible in terms of what the actors were doing; we did have some crazy rigs in there, like when the camera is mounted to Charlie’s back when he’s coming out of the barn. We didn’t know if that was going to work until the moment we shot it. 
I’m admittedly a bit of a luddite but were there any techniques you used in post-production or any specific equipment during shooting that helped achieve this sleek, clear—as you say, photographic—effect?

To be honest I’m not really the tech guy either [laughs]. I love Steven Soderberg and he uses the RED a lot, like in The Knick right now. We used a very similar camera package to what he uses for that show and I’m just fascinated by it—it’s such a clean, slick look that might be used to shoot an action movie, but in this case it’s a totally different period film. Having that juxtaposition was awesome to me. 

We used the flexibility that digital gave us. I.e: we shot in color and then converted to black and white after the fact. We were able to do things that it used to be really really difficult for someone like Hitchcock to do and we could now do in two minutes because we had all this technology. Zach [Kuperstein, the DP] always talks about how in film school we used to be so charmed by using old cameras and shooting on film and using all the old gear that all the filmmakers we love used. But now we can get to that end point for much cheaper and much easier. When you’re on a budget like we had, anything that can make it look bigger, the better, you do. From the overhead shots, to the camera rigs—we were always trying to stretch our money.

Jumping back to story and theme for a minute, the film is obviously super dark and disturbing in a way that really stays with you.  But there’s a lot of vulnerability to Francisca as well. I’m curious to hear about your original conception for the character and how it grew through your collaboration with Kika [Magalhaes].

[Laughs]. The starting place of the character is, you know, you hear these stories on the news about these people that have done horrible things—I always use Jeffrey Dahmer as my example. He killed and ate seventeen people in the 90s. When you hear something like that, that sounds like such a crazy statement. But the majority of someone like that’s life wasn’t spent killing and eating people—the horrifying thing that they’ve done, and maybe have become famous for, is actually a very small piece of what their life looks like. Thinking about what the rest of that life looks like when they’re not doing those things is just as scary and fascinating—if not more—than when they’re doing the horrifying things. 
It doesn’t seem like it, but in my movie there’s actually no onscreen violence. The most violent thing you see on camera is the little girl stitching [Charlie] up. And that’s something that like ninety percent of people have experienced.  Francisca’s character became about what does Francisca’s life look like between all these traumatic moments? What does life look like for someone who’s just trying to make sense of something that’s horrible around them? When I would talk to Kika about it, the main question was, how do you make someone and make them sympathetic to the audience? The whole process of the movie was kind of trying to get the audience into a place where, they wouldn’t do what Francisca would do, but they would understand why she’s doing it. And if you walk out of the movie sympathizing with her, then I got you sympathizing with the killer! [Laughs]. It’s about the important emotional moments in this girl’s life—and whether it’s about violence or just emotional trauma, it’s really about a girl who’s lonely seeking a way to fix it. 

The violence comes out of a lot of misguided moments in her youth and her taking what should have been lessons in the wrong way, or not having parental support to guide her. Francisca can’t be to blame for everything that happened to her. But she is responsible for the things that she does do and she feels bad. She isn’t a stone cold killer and she doesn’t kill for pleasure per se—she might find pleasure in it after the fact, but she kills Charlie because he tries to leave: it’s like a little girl having a temper tantrum. She really is a little girl who can’t process the full spectrum of her adult emotions. She has these desires like sex, and anger, and violence and they’re confusing to her and she’s trying to distract herself from them and hold them inside. Kika and I didn’t really talk about the anger or the violence, but rather that everything she does is out of love and she always thinks that she’s helping someone. 

Francisca’s emotional benchmarks you mention are delineated by the chaptered structure of the film. This is a deliberately slow-paced movie—in a good way! But the chapters keep time moving quickly forwards. Was that the plan for the beginning? It could have taken a very different form, but you’ve opted for showing rather than telling or explaining.

[Laughs]. Yeah well I’m sure many filmmakers say, my favorite movies are from the ‘70s and there’s just a slower, quieter pace to those movies. When movies cut less, they make you think more and when you can have this time to sit with a scene and you’re not so focused on “wait, what’s going on? Who is that? What are they talking about?” You have time to kind of stew in what I was talking about before—the mood and the atmosphere. And if you can control and manipulate people’s experience of the mood and the atmosphere, that’s just as effective as moving people emotionally with the story. I always used to joke that all you need to do to get away with a 70’s style movie is make it half the length, which is accidentally what we did [laughs]. 

I don’t like movies that explain things to me, because I want it to feel like a puzzle sometimes, that’s how I stay engaged. I don’t want to be following along a story that someone’s laying out for me, I want to reach into someone’s life and pull from everything that surrounds them. There’s a whole emotional exploration I want you to have while you’re sitting and watching a young girl wash her mother’s blood off the bathroom floor. There are no words that any little girl could say that would make you think the same thing as you would just watching her doing it and listening to the sound of the monotonous, repetitive scrubbing. I think that ultimately, the scariest parts of this movie are what happens in the audience’s head, not what happens on screen. The more you start to think about it and internalize what’s going on, the worse and worse it gets.

Taking the actors through this dramatic process—especially Kika and the little girl—must have been quite a different experience from directing actors in music videos. What was your process like on set with them?

I grew up as a theater kid—my parents were very involved in the theater and I was acting all my life until I went to film school, so I’ve had sort of a glimpse into that world. Talking to the actors is actually the easiest part for me. I guess I’m not a classical director in the sense that I have no “method.” I talk to my actors the same way I talk to any person. I was fortunate that a lot of the actors in this movie were friends or people that I had worked with before. I like to work with people I already have relationships with because I know what I can get out of them and what I can do to get that out of them, particularly for the dark scenes.

But I’m always trying to have fun. People make dark movies that might be autobiographical, and movies that are trying to make a statement about the world. My movie is serious, but it’s not that. I’m not this dark guy that has these fantasies—the set was fun. I’ll never forget—we had a severed cow head on the table that was literally from a cow that had died the day before and this little girl [that played the young Francisca] is like, “it’s cool to touch this right?” And I’m like “Yeah!” The more fun everyone was having around all the dark stuff, the easier it was to do. Kika is a happy bubbly girl normally and the young girl who plays the young Kika is a brilliant little 9-year-old. She knew exactly what she was doing. She could be super dark one minute and then turn it off and was just the bubbliest, peppy girl afterwards. I hear stories about directors who have really dark, intense, sets to make the tone of the movie dark. I get that, but that’s not me at all. 

Any other fun (or morbid) anecdotes from the set?

Well, people don’t realize what a difficult task the actors who had to be chained up in the barn with no eyes had [laughs]. Their eyes were actually glued shut for hours at a time, the one actor who played Charlie was in his underwear. It was freezing cold. They were such troopers. The night we did the Charlie kill scene it was nighttime, and raining and cold, and he’s barefoot in the grass. It’s crazy that everyone was down—they did so much for me.

All my anecdotes involve a lot of dead things. There were a lot of dead animals on set [laughs]. There was a cat that lived at one of the houses we were staying at that would kill everything—we had frogs, mice…It’s out of focus in most of the shots but there’s actually this tower with a lot of jars full of dead things. There’s a pregnant rat in one of the jars. The little girl loved it—she was obsessed with all that stuff [laughs].

I was very fortunate to get to work with a lot of my friends. This was a first feature for a lot of us—my DP, my composer—these are guys who have done so much for me and I’m ecstatic that I was able to bring them onto this and that they all did such a fantastic job and can get recognized now as well. I’m very proud of my cast and crew—oh my god, I feel like a proud dad. [laughs]. 

I wanted to ask you about your composer, Ariel Loh. The music is a huge part of setting the tone for an ominous mood piece like this. How did you find him and what was your process like? Did he score the film after seeing a rough cut?

No—it was very odd, actually. He was my roommate at the time and he was in a band that made sort of indie/pop-rock music. He has a vintage synth collection, so every piece of synth equipment that was used to score movies from the ‘70s and ‘80s, he owns [laughs]. I would hear him in the other room just playing stuff by himself and it sounded nothing like the music his band made, and I’d be like: “Yo! Can you record this? I could totally use this for something!” As I started writing the movie I would just sit and listen to him play and tell him what I liked. Like my collaboration with Kika and my DP, we talked through my writing process. I’d tell him “oh man, I wrote this crazy scene” and then two days later he’d say: “I was thinking about that scene you told me about and I wrote this, see if you like it.” 

When we went into production, I had his music and I played it for the cast and crew so they knew what it would sound like and they could get a sense of the vibe of the movie. As we were finishing up, there were little bits and pieces we needed to fill in. I wouldn’t necessarily tell him which part it was for, I’d just tell him: “Ariel, I need something spooky, that kind of sounds like this,” and he’d send me something and I’d think: “this is perfect.” This is how we heard Trent Reznor and David Fincher did it: Trent Reznor never watches the movie. Ariel had never done anything in the film world before, but we’d watched so many movies together and he did such an awesome job. We’ve got a great little unique score here, and I couldn’t imagine the movie without it. It’s an integral part of the style. 

INTERVIEW WITH KIKA MAGALHAES

This is you first major film role. How did you get involved with the project?

It was like it came from the sky. I met Nick [Pesce] in an audition for a music video at his house a really long time ago—probably a year and a half go. We’ve been working on this movie for a really long time.  At the time I was considering going back to Portugal because my life wasn’t going that well at the moment. I shot the music video with no expectations at all and thought, “OK I’m done with it now, I’ll probably never see these people again.” 

A little while later I receive a call from a number I don’t know and I hear Nick on the line and he’s saying “Kika! I’m writing this script and I want you to be the lead in it, please tell me you can do this!” And I was like, “wow, OK! Tell me more.” He was so excited about it—at that time it was a short. He sent me the first ten pages of the script and it blew my mind. The character’s name is Francisca, which is my real name, but nobody calls me Francisca. I go by Kika and I didn’t remember telling Nick my full name: it was kind of one of those meant to be moments. We shot the teaser to show the investors and it kept growing from there, eventually getting involved with Borderline and Tandem Pictures.

Since you were involved in the project so early on, were you able to collaborate with Nick at all in transforming the script from short to feature?

Yeah, that’s one of the best things about working with Nick: we connected in that way and totally collaborated in that way. I was very happy that I could give some ideas and he would accept some of them. A lot of the stuff in the movie was me and Nick. We were working on it for a year before shooting, so over that year we would meet and talk. I was kind of obsessed with the script and was always thinking about it and giving him my input. It was really awesome to work with him for that reason.

There’s very little dialogue in the film: your character is intensely psychological and a lot is communicated with looks and gestures. Did that come across on the page or did Francisca come to life on set?

Because she’s so mentally…I don’t even know the word for her but she’s not a very talkative person. She grew up isolated from the world. She doesn’t know how to communicate with words but she’s so mentally alive. I think that the way that she expresses herself is a lot through her eyes. That was a big challenge for me because I’m so different: I love talking and I’m always laughing and smiling and she’s totally the opposite. 

But life is funny sometimes and when I first got the script I was not in a very good place in my life and I kind of was a little bit isolated from the world as well. I don’t know why that happened, but I got the script at the perfect time. I’m obviously not Francisca—and thank god—but at the time I got the script I was living a little but like her—isolated and not talking that much. So I kind of used what I was going through in my life to prepare for the role.

The visuals in this film are incredibly striking—so much is about composition, light, and blocking within the frame: it’s very precise. I’m curious about the shooting process: was there room to play with things like movement and framing?

We had a lot of space to experiment with things. Once again, it was great working with Nick and a lot of new actors as well. I’ve worked on a few movies before but I can say that Nick has definitely been my favorite director to work with so far. He would direct me very carefully: we would do a take and he’d tell me now you’re in this mood, and then do something totally different. We’d shoot scenes in different ways: I’d be happy and then the next take would be more serious or intense. I would have to be so emotionally prepared and it was really interesting as an actor to explore my range.  

The character goes into some pretty dark places but you manage to show a lot of vulnerability as well and make her sympathetic. For example, that scene when she’s crying with her father in the bathtub: it’s both sinister and sweet.

Well I think at the end of the day, Francisca can be a horrible person, but she’s human and I don’t really see her as a horrible person, I see her as a really loving person. She commits some terrible acts but even those are all done out of love. I think Francisca is a good example of how we judge others; we spend our lives judging people who commit crimes and do bad things, but they might be victims. Everything Francsica does, she does because something terrible happened to her when she was a little girl. She’s just searching for love. She is very human and I think that’s the beauty of this movie—even though it’s a horrifying story it could be real. 

Right, well the final chapter for example is a perfect example of that. Stealing a baby and locking up its mother might be the most horrific thing she does, but also the most sympathetic.

Oh, yeah. That’s the proof right there. She just did a horrible thing to Lucy [the mother] but she did it only because what she wanted was to have something to love and to be loved back.  Also you mentioned the scene with her in the bathtub with her father. The father didn’t give her any love. I remember one day I was on set and I was watching the actress who plays little Francisca in a scene with the father and I wanted to cry because it’s like how could the father treat her like that? He’s totally ignoring her. Of course someone growing up like that, something is going to go wrong for her.

Was it important for you to be on set for all the scenes with the younger you? 

I was on set for the entire shoot and I tried to be there when the little girl was acting because we were supposed to be the same person, so we had to have lot of mannerisms and I wanted to see how she was acting. I also just loved being on set. I loved this crew I tried to take advantage of that opportunity. I didn’t want to miss out on any slice of that.

Another theme that comes up quite strongly is the confusion between eroticism and violence/ pain and pleasure. When she stabs her first victim, it’s clearly an erotic exchange—can you talk a bit about shooting that scene?

I loved this shoot but it was hard: sometimes we were shooting like 12 hours a day and sometimes long nights. I remember that scene because it was freezing and I was all covered in blood [laughs]. It was really hard because of the cold and the blood. Its funny that you said its kind of erotic because Nick said the same thing. But when I first read the script I never really approached her relationship with Charlie as an erotic thing, but it unfolded that way when we were shooting. Charlie is the only man she has in her life so those feelings would naturally come up too. 

But that scene maybe wasn’t as challenging because we had shot it for the teaser. I had already worked a lot on it before the movie, so I knew how we were going to do it. Emotionally it wasn’t very heard to get there—it was harder physically [laughs].

And where was the film actually shot?

The whole movie was shot in Cooperstown—a little town upstate. We got to live there for about a month. It was beautiful, I was staying in a kind of lake house and it was an amazing experience. Everyone on the crew involved in the movie was so happy—we became a little family. It was just a great atmosphere; I got to spend a month in a beautiful place with beautiful people. And then next thing I knew I’m getting a call from Nick telling me the film is going to Sundance—it was so quick how it happened. 

ABOUT THE CAST  

KIKA MAGALHAES (FRANCISCA)
Born in Portugal, Kika Magalhaes was originally trained as a dancer, performing all over Europe before moving to America to pursue a career in acting. Magalhaes attended Manhattan’s famed Neighborhood Playhouse School of Theater, focusing on the Meisner Technique. Since completing the program, she has had landed roles in indie films such as CITY OF GOLD, (executive produced by Gus Van Sant) and TAPESTRY (where she played opposite Stephen Baldwin, Burt Young and Tina Louise), among others. THE EYES OF MY MOTHER is her feature film debut. 

ABOUT THE FILMMAKERS

NICOLAS PESCE (WRITER/DIRECTOR)
Nicolas Pesce's directorial debut feature film, THE EYES OF MY MOTHER, which he also wrote, premiered in Next section at the 2016 Sundance Film Festival and was executive produced by Borderline Films. His previous works include the hugely viewed Tei Shi music video "Bassically", "Nevermind The End" by the same artist, and "Bone Soup" by Show Me The Body. Additionally, Pesce has done live video work for numerous artists including Snoop Dogg and The Black Keys. In 2013, he developed an animated series starring Malcolm MacDowell, J.K. Simmons, and Colin Quinn. Nicolas is a graduate of New York University’s Tisch School of the Arts and currently resides in Brooklyn. 
JAKE WASSERMAN (PRODUCER)
A graduate of New York University's Tisch School of the Arts, Jake Wasserman is an accomplished producer and director whose credits include the critically acclaimed JAMES WHITE (Winner of Sundance NEXT and AFI Audience Award in 2015) and the upcoming indie drama KATIE SAYS GOODBYE starring Olivia Cooke (ME, EARL, AND THE DYING GIRL).
 
Wasserman started making films when he was 11 and started working on studio productions at the age of 17.  He became an assistant director at age 20 before moving onto producing indie films and TV commercials while still in college—he and filmmaker Nick Pesce have been friends and collaborators since their first day at NYU. Wasserman has also produced and directed several award-winning commercials, music videos and virtual reality films for clients such as Facebook, The North Face, Gatorade, The Wall Street Journal, Sony Music, and Samsung. 

He is a founding partner of Virtual Reality & Innovation Company, Hidden Content, as well as film and commercial production company, Unknown Subject. 

SCHULYER WEISS (PRODUCER)
Schuyler Weiss began his film career in Sydney, Australia working for film director Baz Luhrmann (Moulin Rouge!, The Great Gatsby). From 2005-2009 Schuyler assisted Luhrmann in all aspects of script development, production, post and marketing of his films, even co-writing a song with Elton John. In 2010, Schuyler founded Tandem Pictures in New York with producer Julie Christeas. With Tandem, Schuyler has produced six feature films, including The Sleepwalker, which screened in the US Dramatic Competition at the 2014 Sundance Film Festival and was released the same year (IFC); Wildlike, shot on 35mm on location in Alaska and released in 2015 (Amplify); and Dukale’s Dream, a documentary about poverty solutions in Ethiopia, starring Hugh Jackman. Schuyler is currently in post-production on Tandem Pictures' latest film Ghost Team, starring Jon Heder, David Krumholtz and Justin Long, which will be released in theaters by The Orchard in 2016.

ARIEL LOH (COMPOSER)
THE EYES OF MY MOTHER is Loh’s debut film score and showcases his proclivity towards vintage analog synthesizers, which he continues to hone through his Brooklyn based indie rock band, “Stone Cold Fox.” A producer, composer, sound engineer, synth player and keyboardist, his projects have appeared on MTV, Yahoo, AOL, and The Huffington Post, among others. Loh and Pesce met at school and have since become close collaborators.
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	Additional Sound Mixer
	
	Mihir Chitale

	
	
	

	Stunt Coordinator
	
	BOBBY BURNS

	
	
	

	
	
	

	Gaffer
	
	TED MARONEY

	Best Boy Electric
	
	ALEC ROY

	
	
	

	Key Grip
	
	ANDREW NAUGLE

	Best Boy Grip
	
	MICHAEL KIM

	Additional Best Boy Grip
	
	ANNIE DEAN-GANEK

	
	
	

	
	
	

	Art Director
	
	Caroline Keenan Russell

	Prop Master
	
	Erica Severson

	
	
	

	Set Dresser
	
	Cheyenne Ford

	Art Director (Additional Photography)
	
	Matthew Vidalis

	
	
	

	Hair, Make-up & SFX Make-Up
	
	Janine Maloney

	
	
	Cat Martin

	
	
	

	Production Assistants
	
	Justin Sardis

	
	
	Mark Satin

	
	
	Nathan Fennell

	
	
	Sam Fuhrer

	
	
	Yusef C. Mars

	
	
	Ryan Schnackenberg

	
	
	

	Casting Assistant
	
	Ryan Drake

	
	
	

	Production Counsel
	
	Gray Krauss Stratford Des Rochers LLP

	
	
	André Des Rochers, Esq.

	
	
	Amy Stein, Esq.

	
	
	

	Caterers
	
	Leslie Berliant

	
	
	Chris Shearer

	
	
	

	
	
	

	PostWorks Sound Producer
	
	Bryn Neuenschwander

	ADR Engineer
	
	Kahlin Whatley

	
	
	

	Foley Mixer
	
	Ryan Collison

	Foley Artist
	
	Leslie Bloome

	Foley Artist
	
	Jonathan Fang

	Foley Assistant
	
	Nicholas Seaman

	
	
	

	Colorist
	
	Sam Daley

	DI Project Manager
	
	Andrew McKay

	
	
	

	Visual Effects Artist
	
	Brian Budak

	
	
	

	
	
	

	
	
	

	MUSIC
	
	SEE SEPARATE MUSIC CUE LIST

	
	
	

	
	
	

	Grip and Electric Equipment Provided by
	
	Pulsar House

	
	
	Brooklyn Lighting and Grip

	
	
	

	Camera Equipment Provided by
	
	AbelCine

	
	
	AFOG Camera

	
	
	

	Aerials Provided by
	
	Aerobo

	
	
	

	Insurance Provided by
	
	Film Emporium

	
	
	

	Clearances Provided by
	
	Vanishing Point

	
	
	

	Vehicles Provided By
	
	Edge Auto Rental

	
	
	

	Foley Recorded at
	
	Alchemy Post Sound

	
	
	

	Color Provided by
	
	Technicolor New York

	
	
	

	Sound Provided by
	
	PostWorks New York

	
	
	

	
	
	


SPECIAL THANKS:

Adam Donald
Anne Hubbell (Kodak)
Ant Gentile
Barbara Jean Kearney (Technicolor)
Brian Streem (Aerobo)
Danielle McFall Weiss
Danna & Cole Wasserman
Darin Pfeiffer
David Flynn
David LaDuke
Donna & Bill Pesce
Emma Myers
Gary & Margaret Wasserman
Hailey Wierngo
Jacob Schulsinger
James Warner
Jay Rubin (PostWorks)
Jeff Jernigan
Jeff Waxman
Jeremy Kotin
Joel VanderKloot
Jon Oliwerther (Aerobo)
Joseph Secchiaroli
Julia Grinberg
Kathy and Bob Dean
Kristi Ough
Matt Hannam
Melissa Breaux
Mikey Schwartz-Wright
Nathaniel Baruch
Nick Tanis
Peter Nelson
Pierce Varous
Ray Austin
Ron Mickle
Sofia Subercadeaux
The Moffat Family
The Welch Family
Tiago Carvalho
Trevor Groth
William Perliter
Yale Chasin
Zac Stuart Pontier

 

The Producers Also Wish to Thank:

Arri
Brooklyn Lighting and Grip
Kodak
New York State Department of Transportation
Nice Dissolve
NYC Mayor's Office of Film, Television, and Broadcasting
Otsego County, NY
PostWorks New York
Pulsar House
Technicolor New York
The Town of Maryland, NY
The Village of Cooperstown, NY
49 west 27th street     7th floor     new york, ny 10001     

tel 212 924 6701     fax 212 924 6742 

www.magpictures.com
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