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THE ART OF CINEMATOGRAPHY

I

n 2005, we launched a series of public events with prominent film editors -providing an intimate and casual environment where both students and members
of the local film community could gather and explore the art of visual storytelling in the realm of post-production.
From those events, we began co-producing ACEs EditFest NY, an all-star lineup of the industry’s most exciting and expressive talent. Over time, EFNY evolved
into Sight, Sound and Story and eventually into an evening dedicated to “The
Art of Cinematography.” This year we’ll go behind the lens to better understand
the challenges and decisions made by top visual artists in the realm of narrative
and documentary.
Sight, Sound & Story is where we hope many pieces of the creative puzzle fit
together - a familiar enclave for the exchange of ideas and a celebration of this
unique collaborative process 	
— Josh Apter
Manhattan Edit Workshop, Owner and Founder
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4:30pm CHECK-IN
5:00pm - 6:00pm
THINKING IN PICTURES:
Perspectives, Composition, Lighting and Mood
MODERATOR:

David Leitner (Chuck Close: Portrait in Progress)
SPEAKERS:

Ellen Kuras, ASC (Eternal Sunshine of the Spotless Mind, Blow)
Kirsten Johnson (Citizenfour, Cameraperson, Fahrenheit 9/11)

6:15pm - 7:30pm
LIFE BEHIND THE LENS:
DP’s Talk Careers and Creativity in Films and Television
MODERATOR:

Marcin Kapron (Cinematographer)
SPEAKERS:

Vanja Černjul, ASC (30 Rock, Orange is the New Black)
Eric Alan Edwards (Knocked Up, Kids, My Own Private Idaho)
Eric Lin (I Smile Back, Equity)

7:30pm - 8:30pm
NETWORKING PARTY & TECH LOUNGE
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manhattan edit
workshop

THANKS THE PARTNERING SPONSORS OF

119 W 23rd Street, Ste 700
New York City
Tel: 212.414.9570
www.mewshop.com
twitter @mewshop
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ART OF THE SHOT:

ERIC LIN

The cinematographer of My Blind Brother
talks his most difficult shot with PVC

by Brian Hallett
LIN: The films I’ve done have still all done the
traditional theatrical route. At least for me, I haven’t quite felt that impact yet. I do know a lot
of folks in the indie community that are starting
to do a lot more work on web series and Netflix
Original or Amazon Original content.
HALLETT: What was the most difficult shot
you’ve had to take to date?
LIN: The most recent example I can think of is
actually a film that’s out on Video on Demand
right now called My Blind Brother, that was directed by Sophie Goodhart and stars Nick Kroll,
Adam Scott, and Jenny Slate. Towards the end
of the film, we have a scene where Adam and
Nick are rowing back to shore at night. It’s on
the water, it’s at night, and then on top of that,
we were shooting on Lake Erie and the weather
was insane. It’s a lake, but Lake Erie basically
behaves like the ocean so the weather and the
water can change rapidly. During the scene,
the waves were crashing like crazy. We chose
to shoot the scene close to a beach that had
these breakers that minimized the waves, but it
was still like really intense. We had put lights on
the breakers and we had a Condor on dry land
with a giant 18K as backlight and then we had
a whole set on the beach. You could see the
whole set of extras waiting for these two guys
to row back to the beach behind them basically.
So it was a massive lighting setup because we
had to light the whole beach where everybody’s
waiting and there are ambulances and police.
Then obviously we had to light them out in the
water. I think they were maybe 80 feet out from
the beach. We had a poor electrician who was
on the breaker the whole time we were setting
up and shooting and getting pounded by waves
for four hours while we were setting up and
getting the shots. She was a total trooper. We
used Hive plasma lights because they have a
pretty good punch and they could be powered
by batteries. It was incredible because it was so
difficult to get that shot. We had two boats: we

Recently, I had the opportunity to talk to Eric
Lin who is a cinematographer best known for
his work on the films I Smile Back, Equity, and
Rudderless. His latest film My Blind Brother, hit
theaters earlier this year and can currently be
seen on Video on Demand.
BRIAN HALLETT: My wife, she really loves
the small stories–doesn’t like action movies,
doesn’t like anything that’s too big or too
much hype. There’s an avenue for that now,
more of an avenue for her, and she’s really
enjoying it. I may experience a Modern Idiot
moment, but I feel like people are able to see
more of your type of work without necessarily
having to go to a film festival.
ERIC LIN: I think that’s a huge benefit of
digital distribution, especially all these online
outlets for a film. Especially Netflix, which is
buying everything, they are really enabling
these films that might do well at festivals, but
not really seen outside to really get exposed.
It’s been great. I feel like it’s a huge boon for
indie filmmakers for sure.
HALLETT: As Netflix and Amazon continue to
grow are you seeing more of a jump in your
career?
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had the picture boat with the two actors, Adam
Scott and Nick Kroll, and then we had a second
boat which had the sound guy, and Sophie the
director, and the AD team and waves are going
crazy. People were in the water, chest-deep,
holding the boats just off camera, but it was still
tough to line everything up with the set in the
background and to avoid seeing our lights. It
was incredible because, with all the chaos the
scene is a very emotional moment. Actually, I
think when you read it on the page you think
it’s kind of a quiet moment, it’s right before they
return to the beach and are having this really
honest conversation with each other, but everything was so chaotic that it almost made the
scene quieter and more intimate. There was this
magic that was happening around the production which really infused what was happening on
screen with the actors. Everybody felt it while
we were shooting because it was so crazy and
wild, but we were able to stay focused on the
emotion that was coming across on the camera.
It actually came out really incredible and really
fed into that moment. It’s definitely one of the
scenes I’m most proud of in that film.

From My Blind Brother starring Nick Kroll,
Adam Scott and Jenny Slate.
up so much time on set for technical issues,
that my heart always sinks because I know
that we’re sacrificing getting the performance.
So those types of days are the ones where I
really think we had this plan, but it kind of got
awry and we’re just kind of waiting around for
everything else to snap into place so we can
actually get what we need to get.
HALLETT: What kind of person succeeds as a
cinematographer?
LIN: It’s people who are focused and who are
able to maintain that focus and be creative in
the middle of all the highs and lows. I always remind directors I work with that in pre-production
we’re always coming up with these shot lists,
but we have to be sensitive to what’s happening in front of us. That’s just a blueprint. We
have to be able to respond and we have to be
able to react, because maybe the shot list isn’t
what’s best for what’s happening with the actors,
with the lights or with the environment. I think
people who can succeed as DPs are people who
can maintain that kind of presence in the middle
of the chaos. As we all know as filmmakers, as
much as you can plan, that doesn’t mean anything. So it’s not just about getting something
when your plans fall apart, it’s about getting
something that’s truthful and emotional in the
middle of all that. Definitely, I think it takes practice for sure and being abused a lot can kind of
help you hone that instinct.

HALLETT: Other days, when you’re in the
middle of that day, do you think, “What the
hell did I get myself into?” or are you just
happy I’m in this? How’s it feel? What’s the
worst day for you?
LIN: A day like that, there is an incredible
feeling because in a way in so many of these
scenes you’re kind of betting. You’re like,
okay I think this is the plan and I think that
this all is going to work out and I think this is
going to get us there. Sometimes that totally
fails. This particular scene in My Blind Brother
was a situation where it came off so much
better than we expected because of the chaos
and atmosphere and the weather. So in that
case, that was like pure elation when you plan
for something that’s difficult and you get it
and you think you actually got something beyond what you expected. So those days are
incredible and I think that’s what we all live for
as filmmakers. Worst days. For me, the story is
always first, so if there’s anything technical that
eats into the time of actually delivering the
story, I always find those days very frustrating.
We had a lot of water stuff, so we had to bring
in a technician to help do some underwater
camera housing. We weren’t underwater,
we were just on the surface, but we had to
protect the camera from getting wet. It takes
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HALLETT: Is it hard to believe that you’re
doing what you’re doing or that you might be
considered an influential talent in your field?
LIN: I feel very lucky every time I’m shooting
and people want to work with me. I think
it’s a really privileged position. I feel like I’m
learning so much. Every project has so many
different challenges, so I don’t feel like I’ve
mastered anything yet. I feel like I’m learning
and continuing to learn. I feel lucky because
in general the cinematographers and DPs
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I’ve worked with are all very open and sharing
and I enjoy when we’re able to reach out to
each other and find advice for both crew and
technical issues and all these sorts of things.
So yeah, I definitely feel lucky for what I’m
able to do.

kids focuses you. What you’re willing to spend
your time on becomes much more precise because you don’t have as much time and trying
to accommodate the family.
HALLETT: Would you ever even consider
shooting a feature on like a Sony FS7, Red
Raven or Blackmagic URSA mini?

HALLETT: What kind of world do you favor
over anything else? Commercial, music videos
or documentary films?

LIN: I think it really depends on the project. I
try to think about myself as agnostic when it
comes to cameras, though I favor the Alexa
for sure for more dramatic work. There’s a
project I’m talking to a director about in Japan
and we don’t want the footprint of a filmmaking crew so the actors can be more natural
in the environment. For that project, we are
looking at all types of cameras. I think a perfect example of how you have to leverage the
right camera technology for the story is Under
the Skin. They were able to use the technology in this way to get these environments and
these scenes that were so real, and that was
because the machinery or filmmaking was
hidden. I think that is what is so empowering
about new technology, that it allows you to
get these stories in ways that you can never
get, like rigging all those surveillance cameras
around the van with Scarlett Johansson driving
around at night and totally making it invisible.
I feel like I would certainly consider these
kinds of cameras especially for stuff where you
want the machinery of the filmmaking has to
be very small. I shot a tiny feature in Cuba
called Semper Fidel. We were officially sanctioned to shoot it by the government, but the
only way we could make the film is if we were
small like a news crew. That was when the 5D
had just come out and we went down there
and shot the whole feature with it. This was
certainly a case where that camera allowed us
to tell that story. So I think choosing a camera
is about wielding technology to allow you to
get these certain kinds of stories. n

LIN: At this point in time I love feature films. I
love the collaborative process of finding the
language of the film. I especially love features
with directors who have a unique vision and
want to do something that hasn’t been seen.
Maybe they are trying to invent something
kind of new in terms of the language or how
to present moments in a unique way. I think
my passion is definitely in feature films. I love
the camaraderie of being on set with the same
people for five to six weeks, and that collaboration with the director that is so intense and
so fruitful. That’s always a process I love.
HALLETT: Making feature films isn’t like most
jobs. It’s a lifestyle isn’t it? How do you balance?
LIN: This is a great question. I just had a little
girl. So she’s very fresh to the world and I have
only been doing the very small commercial
projects that are local since then and before
then leading up to it. So yeah that’s going to
change everything. I’m going to have to figure
that out. Last year I was able to shoot three
features and two of them were out of town
and I was gone for six months of the year. So
it’s going to change what projects I choose
and what projects I’m able to work on for sure.
It’s funny, I’ve been asking other people for
advice on how to create that balance myself.
I’ve heard this from other cinematographers
who have kids, that having family and having
Anna Gunn from Equity.

About the author: Brian Hallett is the senior
promotions producer at the NBC affiliate in
Nashville, TN, and an award winning cameraman, editor, and producer. He has shot
everything from broadcast television news, promotional image campaigns, music videos, short
films, and documentaries. First and foremost,
Brian is a cameraman and, since 1999, his skills
have allowed him to work for Spike TV, NBC,
Fox, and CBS.
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FUTURE SHOCK: Fighting to Stay Current
and Maintain Sanity as a Filmmaker
By James Mathers

to be first on the block to use any new gizmo?
I have learned that trying to always be at the
center of every new technology is like sitting too
long in the center of the playground merry-goround; it may be exciting and fun at first, but it
eventually leads to dizziness and nausea.
The proliferation of inexpensive motion
picture cameras and powerful post software
has given just about anyone the ability to make
an independent feature, and now the same
is starting to become true for VR. For a few
hundred dollars you can now buy an attachment
for your iPhone allowing for 360 degree capture.
Something tells me we are going to start seeing
a lot more VR content and more people calling
themselves VR Filmmakers.
Since the only way to really learn to tell stories
in VR is to get out there and do it, I’ve decided
to embark on my own VR production. However,
I want to come up with something that is more
than a science experiment avoiding the temptation to simply remake any popular formulaic
content, shoot it in 360°, and slap“VR” onto the
title. I want to to instead create immersive VR
that will be integral to telling the story and ad to
the viewer’s experience.
I would like to think I have an edge and may
be able to do a better job. Having been honing
my craft as a Filmmaker for over four decades
now, my approach is to take the knowledge
and experience I’ve gained and adapt it to new
technology. I will also try to reach beyond the
consumer market and get my hands on the most
professional gear I can afford. No matter the
capture device or medium, however, I’m always
mindful that the story is more important than the
tools used to tell it. The tail of technology does
not need to wag the dog.
I can’t let a little case of Future Shock keep
me from staying current because as Charles Darwin said, ”It is not the strongest of the species
that survive, nor the most intelligent, but the
most responsive to change.” So once I come up
with a story worth telling, I’ll figure out how to
best tell it, then apply professional tools and my
filmmaking craft to hopefully make a VR production that will rise above the sea of content that
will soon be out there. n

Cinematographer and Founder
of the Digital Cinema Society

F

uture Shock is the title of a book written in
1970 by Alvin Toffler, who passed away recently at the age of 87. In it, Toffler defines
the term “future shock” as a certain psychological state when individuals or entire societies perceive a sense of “too much change
in too short a period of time.” Toffler argues
that undergoing such an enormous amount of
technological and social change overwhelms
people leaving them feeling disconnected and
suffering from “shattering stress and disorientation,” or if you will…Future Shock.
He writes of the problems created when tools
become disposable as the cost to maintain and
repair them becomes greater than the cost of
making new ones. Or when our tools become
outdated too quickly with a second generation
appearing before the end of the first generation’s useful life, causing planned obsolescence.
Another example is when whole branches of
industry die off and new branches arise with
workers compelled to change their profession
and their workplace many times within a lifetime.
Although Toffler was writing more generically
of societal change, some of these issues are
acutely familiar when applied to the Motion Picture Industry. Perhaps the frustrations many of us
Filmmakers have been experiencing lately can
be attributed to a bad case of Future Shock.
With the possible exception of coins from
a vending machine, change is inevitable. It is
how we deal with that change that will define
our success and even our mental health. Do
we bury our heads in the sand waiting for the
fad to blow over? That may have worked for
some who decided to ignore 3D, but a less than
proactive stance by film manufacturers almost
spelled the demise of celluloid.
In the other extreme, do we let the fear of
becoming irrelevant desperately drive the need
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ART OF THE SHOT:

by Brian Hallett

ERIC ALAN EDWARDS

The DP of Lovelace, Knocked Up, and Bosch talks life,
work, and vintage cinema lenses.
BRIAN HALLETT: When did you first consider
yourself a cinematographer?
ERIC ALAN EDWARDS: I went to Rhode Island School of Design for four years and then
graduated. I had shot two or three features
right after that, but I was really working in production houses for local commercials for eight
years in Portland, Oregon. I learned a lot
about lighting and camera operating during
that time because that was the one thing you
don’t learn much of in college. I guess I didn’t
really consider myself a real working cinematographer until maybe 1985 or so.

tion. There’s just little ones that kind of pop
up—like when in doubt, backlight. Another
one is never over-light a background, which
I love. That one actually came from a gaffer
whose father was a cameraman. I used to
do these workshops at the June Laboratory
at Sundance, and there was one Japanese
cameraman named Kazuo Miyagawa and he
always liked to have one room just slightly
vary the color of a different room. Which is
kind of a background question now, like never
over-light a background, another way is to
give a background room or a background part
of the set a different color just to give you
separation. I think a lot of those lessons are
about separation or what you can call a figure-ground relationship. You’ve got a subject
and you’ve got something around the subject.
There’s such an emphasis on shooting film
with neutral densities on the camera, even
outside. We’re all putting neutral densities on
the camera because the ASAs of the digital
cameras are so high that even when you go
outside, it’s kind of become an aesthetic
and a normal sort of technique to throw the
background out of focus during the daytime.
It’s kind of stylized and it’s also done because
digital is too plain and we’re always fighting
the clinical nature of digital, so it’s still kind of
a figure-ground relationship thing.

HALLETT: How much did film school prepare
you for those first eight years?
EDWARDS: Film school for me was really
about editing, so I learned all the rudiments
of editing and we would go out and shoot our
own films and edit our own films. My teachers
at that point were good editors so it was really
about how to shoot coverage for an editor,
how to edit, and protecting the editor. I also
learned about film cameras, early video cameras at the time, and lenses, zooms and shooting
techniques. The lighting kind of came later.
HALLETT: Would you say you prefer to do
narrative features or documentaries—if money
and time and were no object?
EDWARDS: I think definitely features. I mean
features are a lot more engaging and you’re in
control of so much. It’s also this idea that you’re
making something out of nothing. You’re kind
of building something out of very designed
parts. It’s a real process of construction and I
think documentaries are far more like a discovery and you don’t have quite the control that
you have when you’re doing a feature film.
HALLETT: What advice would you say that
someone gave you that really helped?

HALLETT: How much does the tech of
filmmaking make you excited, if at all? Some
people are gear heads and other people are

EDWARDS: Let’s see. That’s a good quesn
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HALLETT: What do you mean by vintage
lenses? Are you talking about the old Panchro
Cookes or something similar?

like it’s just another…it’s just a wrench, in so
many words.
EDWARDS: Yeah I think they’re just tools. I
think there is so much technology out there
right now that there’s sort of a lot of just very
specialized technology and a lot of redundant
technology. Maybe it’s hard to learn the basics
or maybe it might be harder to come back to
what the fundamentals of cinematography are,
like camera movement and framing. There’s so
much out there it’s just nuts. There’re so many
drones, there’re so many gimbals, there’re so
many ways to move the camera down the road
on these Russian Arms, there’re camera rails,
there’re all kinds of tracking devices. There’s a
lot out there and I just think is the camera turned
on or off and to me, it’s a choice of lenses. It’s
understanding why you use which lenses, which
focal lengths for a composition and what size?
It’s harder, I think to learn, to have a zoom lens
on your camera the whole time, or when you’re
learning how to shoot a film if you start out with
a zoom lens. You might not understand the subtleties and the physics of fixed-length lenses and
what they mean in terms of framing a subject
or framing a landscape and you can get kind of
lazy about your choices. It means something to
shoot with a wider lens and then when you go
in for a close-up you’re not only put on a longer
lens, but you move the camera closer. With a
zoom lens you can get lazy and just sit back and
zoom it straight in, so you’ll often end up with
a close-up that’s got a really, really super out of
focus background and it hasn’t been considered
how in-focus the background was in the wider
shot. It’s better to make those choices and understand lenses, than it is to not understand it.

EDWARDS: Yeah. There’s a piece I’m doing
coming up that I’m going to be testing the
Super Baltars, the Speed Panchros, the Leica
Summilux. I love the Zeiss lenses, I think
they’re amazing. There’s the Zeiss Superspeeds and they’re pretty amazing. I’m a
huge fan of Vantage Hawk Anamorphics, I
think those are amazing lenses.
HALLETT: It sounds like you are a lens guy
more than anything.
EDWARDS: Oh yeah. I think it’s the one tool
that you have a lot of choices with, and then
you have a lot of choice over the personality of
the image. With film going away, we really lost
a certain aesthetic. We’re faced with certain
choices now like how do you get digital to look
like film? There is a lot of just chasing the tail
of the animal here. You choose lenses that
vignette or have light loss at the sides or like
when I go into a digital intermediate I will often
put in a very, very slight vignette. In fact, I do it
to pretty much on every film I do on digital intermediate because digital is so clinically bright
from corner to corner, there’s no variation. You
don’t have that warm technology feel. It’s kind
of like vinyl versus mp3. The glass is the one
thing you can make a choice with and put in
front of the camera and you always have that
choice of what kind of glass you’re going to
use, so it’s good to know what all is out there
and it’s good to exercise that I think.
HALLETT: How much filtration do you use?
Do you use like a net with that glass or you
just go with the glass?

HALLETT: Do you have a set of lenses you
prefer?

EDWARDS: I do them all. I used to use a lot
of soft effects. Mitchell diffusion. There’s a
classic soft that I still use, and there is a lot of
new ones like, what is it, Black Magic Frost and
Glimmerglass and there’s a lot of new filters out
there that are pretty low in their effect, but often you’re trying to take the edge off of lenses
that are too clean like the newer Cooke S4s.
Or you’re just trying to keep a nice glamorous
look, so often classic softs are something that I
get to use. I like those a lot. Nets I don’t use so
much, although there’re times when I put them
on if I can—they’re a little time-consuming,
but it’s really down to the lower cons and the
diffusions that I work with. n

EDWARDS: I have a great set of Zeiss
Standard Speed 2.1 Primes. I’ve also got two
zooms that I love: the 17-80 Cooke and a 25250 Angenieux, which is a lovely lens.
HALLETT: You’ve got a new one or an older
one?
EDWARDS: The 17-80 is very new. That’s the
Cooke. I’ve got a really old 25-250 Angenieux
that I like a lot. There is also a number of sets
of lenses that I think are pretty interesting. I like
a lot of these vintage lenses that are around. I
also like a lot of lenses that are superspeeds
because they got a really wide f-stop.
n

n

n
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Born in Croatia, Vanja Černjul,
ASC, earned his first cinematography degree from the
Academy of Dramatic Arts at
the University of Zagreb in
1991. Graduation ceremonies coincided with
the first political and military actions that
triggered the Croatian War of Independence.
Days after graduation, he pledged his skills to
reporting the upheaval to the rest of the world
and joined the ranks of international journalists providing combat footage for international news outlets like BBC, CNN and NBC. In
1995 Vanja moved to New York and enrolled in
the MFA program of the Tisch Graduate
School of the Arts at NYU.
He has since photographed 20 feature films,
numerous hit television programs and countless other projects with a wide range of collaborators. Vanja Černjul’s recent work includes
HBO series The Deuce (David Simon, creator)
and the Netflix original series Marco Polo (John
Fusco, creator). His work on Marco Polo has
been granted the ASC Award for cinematography in 2016. His other work includes Bored to
Death, Orange is the New Black, Nurse Jackie,
and 30 Rock. Vanja is based in New York City.
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Marcin Kapron is a Brooklyn-based cinematographer. Born in Poland, he has
lived in NYC since 1990.
His work including fiction,
documentary, and fashion projects have
brought him to various places around the
world, from medieval castles in Europe, deep
into the Amazonian Jungle, and to the summit
of Mt. Kilimanjaro.
Academy-Award nominated
and world-renown Director and
Director of Photography Ellen
Kuras, ASC, is a groundbreaking pioneer in cinematography
and a rising star among women directors. Her
directorial debut and longtime personal
project, The Betrayal (Nerakhoon), which she
directed, shot and produced, was nominated
for an Academy Award and a Spirit Award in
2009, and won the Primetime EMMY for
Exceptional Merit in Non Fiction Filmmaking in
2010. An unprecedented three-time recipient
of the Sundance Film Festival’s Best Dramatic
Cinematography Award, Kuras was first widely

Kirsten Johnson is a
documentary cinematographer
and director. Her most recent
film Cameraperson which has
been nominated for four Critics’
Choice Documentary Awards, is an official
select of Sundance 2016, was the winner of
the 2016 San Francisco International Film
n

n

Festival and won Grand Jury Prizes at San
Francisco and Sheffield Doc Fest, and winner of
the 2016 Full Frame Documentary Film Festival,
along with a host of others. Her short film The
Above premiered at 2015 New York Film
Festival in The Intercept’s Field of Vision launch.
Kirsten is the principal cinematographer on
over 40 feature-length documentaries. Her
most recent camerawork appears in the Cannes
2016 premiere of Risk, Oscar-winning Citizen
Four, Born to Fly: Elizabeth Streb vs Gravity, The Wound and the Gift and Very Semi-Serious. Her credits include Academy Award
nominated, The Invisible War and Tribeca
Documentary winner, Pray the Devil Back to
Hell. She and Laura Poitras shared the 2010
Sundance Cinematography Award for The
Oath. Her shooting is featured in Fahrenheit 9/11, Academy Award nominated Asylum,
Emmy-winning Ladies First, and Sundance
premieres: A Place at the Table, This Film is Not
Yet Rated, and Derrida. Deadline, (co-directed with Katy Chevigny), premiered at Sundance
and won the Thurgood Marshall Award.

Eric Alan Edwards is bestknown for his association with
childhood friend writer and
director Gus Van Sant, though
in recent years he has
successfully worked with other directors as well.
His work is best described as “atmospheric,”
ranging from the dreamy, almost painterly
landscapes of Van Sant’s My Own Private
Idaho and To Die For to the gritty
photojournalistic style of Larry Clark’s Kids. Eric’s other works includes Knocked Up, Dirty
Grandpa, The Break-up, The Change-up,
Couples Retreat, and Flirting with Disaster.

SIGHT, SOUND & STORY

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

n

PAGE 13

recognized for her black and white cinematography on Swoon, her first feature as a DP, for
which she earned many cinematography
awards. She was also the cinematographer on
the visually stunning Eternal Sunshine of the
Spotless Mind and the legendary Blow, starring
Johnny Depp.
She began her career in 1987, shooting
Ellen Bruno’s Samsara, which won the 1990
Sundance Jury Award, the Student Academy
Award and the 1990 Eastman Kodak Best Cinematography Focus Award. She continued to
shoot documentaries like Unzipped, yet soon
became known for her dramatic cinematography on films like I Shot Andy Warhol, the original HBO Special If These Walls Could Talk,
and Angela, directed by Rebecca Miller, which
won Kuras her second Best Dramatic Cinematography Award at Sundance in 1995. That
same year, she was nominated for an Emmy
Award on the series A Century of Women.
This began her early work with Spike Lee, for
whom she shot the Academy Award-nominated documentary Four Little Girls, her second
Emmy nomination.
Her reputation as a pioneer and role model
is worldwide. One of the first women to actively work in, and navigate the world of studio
films, she rejoined Spike to shoot Summer of
Sam in 1998 and Bamboozled in 1999, one of
the first films in the digital format.
After shooting Blow, she went on to shoot
Analyze That, starring Billy Crystal and Bob De
Niro. Concurrent with her work in Hollywood,
she continued to work with directors in independent film. She went on to win both Best
Dramatic Cinematography and the Grand
Jury Award at Sundance for Personal Velocity
in 2002 and then shot The Ballad of Jack And
Rose, her third film with Rebecca Miller, which
starred Camilla Bell and Daniel Day-Lewis.
Her love of music has also engaged her in
music films: Heart of Gold, the Neil Young concert film, directed by Jonathan Demme, Berlin,
a concert with Lou Reed directed by Julian
Schnabel and the groundbreaking Block Party
with Michel Gondry.

Sundance Film Festival premieres. These
include his own Vienna is Different: 50 Years
After the Anchluss, Alan Berliner’s Nobody’s
Business, Sandi Dubowski’s Trembling Before
G-d, the Oscar-nominated documentary For
All Mankind, for which he spent nine months
at NASA’s Johnson Space Center restoring
original 16mm lunar footage, and Memories
of Overdevelopment, a Cuban follow-up to
1968’s classic Memories of Underdevelopment. As DP, he has photographed a series
of hour-long documentaries on iconic writers,
artists, and architects for New York’s
Checkerboard Film Foundation. Subjects
include Brancusi, Picasso, James Salter, Joel
Shapiro, Sir John Soane, Ellsworth Kelly,
Milton Glaser, Daniel Libeskind, Dorothea
Rockburne, Peter Eisenman, Roy Lichtenstein,
Eric Fischl, and Sol LeWitt. Leitner is also an
author, columnist, consultant, and speaker.
From 1977-1985, he was Director of New
Technology at DuArt Film & Video in New
York, where he created innovations in optical
printing, camera lens testing, film-to-tape
transfer, and played a key role in the
introduction of Super 16 to the U.S.
Eric Lin first started making
films while studying sociology
and film criticism at UC
Berkeley. His passion for
visual storytelling led him to
New York University’s Graduate Film Program,
where he earned his MFA in cinematography.
His feature film work includes Bradley Rust
Gray’s, The Exploding Girl; William H. Macy’s
directorial debut, Rudderless, starring Billy
Crudup, Anton Yelchin, Laurence Fishburne
and Selena Gomez; and Adam Salky’s I Smile
Back, starring Sarah Silverman and Josh
Charles. His most recent projects include
Meera Menon’s Equity, featuring Anna Gunn
and James Purefoy, which premiered in
competition at Sundance 2016; and Sophie
Goodhart’s My Blind Brother, with Adam
Scott, Nick Kroll, and Jenny Slate, which
premiered at SXSW 2016. He recently
completed production on Brian Shoaf’s
feature, Aardvark, starring Zachary Quinto,
Jenny Slate and Jon Hamm. Based in
Brooklyn, Lin’s work has taken him abroad to
Hong Kong, Cuba, Iceland and Haiti. He has
shot commercial projects for clients such as
Miu Miu, HP, DuPont, Mattel and SAP. n

David Leitner is a director,
producer, and Emmy-nominated DP (Chuck Close: Portrait in
Progress), with over eighty
credits in feature-length
dramas and documentaries, including eight
n
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