
By Christine Champagne
PARK CITY, Utah—Spotmakers 
made their presence known at the 2005 
Sundance Film Festival, and one of 
the ad industry’s talents—director Jeff 
Feuerzeig, who is represented for spots 
by Washington Square Films, New York, 
and counts commercials for Wal Mart, 
Publix and Fresh Samantha among his 

credits—walked away with a top honor, 
winning the best documentary directing 
prize for his film The Devil and Daniel 
Johnston.
Read on for interviews with Feuerzeig and 
other directors as well as editors from the spot 
world who saw their work screened and cel-
ebrated at the prestigious festival.

The Devil And Daniel 
Johnston

A longtime fan of Daniel Johnston, 
the aforementioned Feuerzeig—whose 
last documentary was ‘93’s Half 
Japanese: The Band That Would Be 
King—poured his heart and soul into 
the making of The Devil and Daniel 
Johnston, a documentary exploring 
the life of the manic-depressive 

Creative Voice:
Euro RSCG’s
ECD Jeff Kling
By Kristin Wilcha 

NEW YORK—“There are a lot people 
here who are looking to do satisfying 
work, and I think I can help them do that,” 
said Jeff Kling of his role as the newly 
appointed executive creative director at 
Euro RSCG Worldwide, New York. “I 
know I can do the job, and basically I’ve 
had the opportunity. It would be stupid 
to have that opportunity land in your lap 
and not take it.” 

Kling succeeds Kevin Roddy, 
who departed the shop late last year to 
become executive creative director at 
Bartle Bogle Hegarty (BBH), New York. 
Kling will oversee work on a roster of 
blue chip accounts, including Volvo 
North America, Charles Schwab, several 
products from pharmaceutical giant 

JACKSONVILLE, Fla.—There were no safeties scored in the 
New England Patriots’ win over the Philadelphia Eagles in 
Super Bowl XXXIX. But a conservative, safety-first approach 
off the field arguably stopped many Super 
Sunday ads from scoring any touchdowns, 
according to several agency artisans asked to 
assess the Big Game.

A lack of risk-taking wasn’t entirely 
unexpected. With last year’s Super Bowl 
controversy over the Janet Jackson halftime 
debacle—coupled with lowest common 
denominator, sophomoric humor from some 
Big Game sponsors in 2004—conventional wisdom was that 
advertisers would tread carefully this time around. 

However, another respondent to SHOOT’s Super Bowl 

survey contended that this very same dynamic—concern over 
being offensive—actually helped to spur on creative in the ’05 
field of Big Game ads.

At the same time, yet another veteran 
creative felt the Janet Jackson effect might 
have been overrated. He related that this latest 
round of Super Bowl ads didn’t seem all that 
dramatically different from those of recent 
years.

The prevalent opinion was that the ’05 
Super Bowl ad crop was somewhat lackluster. 
Yet whether you regard the glass as half-full, 

half-empty, shattered or filled to the brim, the good news was 
that at least the game was close, sustaining viewer interest 
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In last week’s e.dition, SHOOT’s 
Visual Effects Series offered insights 
and observations from those who 
created the effects for the three 
commercials nominated for Visual 
Effects Society (VES) Awards. The 
winner will be announced and honored 
during a gala awards ceremony on 
Feb. 16 in Los Angeles.

But beyond commercials—and 
for that matter awards in the other 

marquee feature and 
TV categories—another 
kudo will be bestowed 
that evening: the VES’ 
inaugural Georges 
Melies Award for 
lifetime achievement. 

Unfortunately, the lifetime of the first 
recipient ended a little more than three 
years ago: Robert Abel, who passed 
away on Sept. 23, 2001, at the age of 
64.

It’s fitting that Abel should 
win the first Melies Award, named 
after the illusionist turned motion 
picture visual effects pioneer. Melies’ 

accomplishments included the first 
double exposure effect in 1898, the 
first split screen shot with performers 
acting opposite themselves, also in 
1898, and the first dissolve in 1899. 
Melies is generally credited with being 
the cinema’s first fantasist and his 
achievements influenced generations 
of filmmakers, including many today.

Similarly, Abel left behind a 
legacy of creative inspiration—and 
mentorship. Among those who got 
their start with Abel were such 
directors as Peter Smillie, Randy 
Roberts, Bruce Dorn, Rod Davis 
and Kenny Mirman. There were also 
notable executives, including John 
Hughes, principal in Rhythm & Hues 
Studios, Los Angeles. They all were 
alumni of the venerable Robert Abel 
& Associates, a production house that 
was a spawning ground for creative 
talent.

The Abel studio also developed 
assorted pieces of software, which 
went on to serve as templates for visual 
effects tools that continue to be used 
today. In its heyday, spanning much 
of the 1970s and ‘80s, Robert Abel & 
Associates turned out numerous 
classic spots, including Levi’s 

“Trademark” and “Working Man,” 
7-Up’s “Bubbles” and the Canned Food 
Information Council’s “Brilliance—

Sexy Robot.” For much of its 
existence, the studio was generally 
regarded as the leading producer of 
visual effects for advertising, often 

breaking new ground in that discipline, 
as well as in seamlessly combining 
effects with live action.

Over the years, Robert Abel & 
Associates amassed a slew of awards. 
The tally included 33 Clios, a couple 
of Emmys and a technical Oscar. The 
company is credited with helping to 
innovate the slit-scan effect employed 
in Stanley Kubrick’s 2001: A Space 
Odyssey, and developing breakthroughs 
in motion-control camera systems 
and computer animation of human 
movement. After Abel & Associates 
closed in ’87 following an ill-fated 
merger with now defunct Omnibus, 
Abel himself resurfaced to produce 
interactive multimedia projects for 
such clients as Apple Computer, IBM 
and the Smithsonian Institution.

Abel was one of the industry 
pioneers interviewed in The Story 
of Computer Graphics, a feature-
length documentary presented 

by the Association of Computing 
Machinery—which launched and is 
the founding sponsor of the annual 
SIGGRAPH convention. The film, 
which debuted just prior to the ’99 
SIGGRAPH confab in Los Angeles, 
recognized Abel’s contributions to 
the CG industry; he was featured 
alongside the likes of George Lucas 
of Star Wars fame and Ed Catmull of 
Pixar. 

Shortly after Abel’s death, I talked 
to several of his colleagues, including 
director Mirman, who observed: “To 
call Bob a pioneer is accurate, but 
doesn’t truly do him justice. He was 
so much more when you consider the 
work he generated—the people whose 
careers he helped develop, spanning 
all areas: directing, producing, effects 
artists, software developer. These 
are people who went on to positively 
influence others and contribute 
creatively to the art and the industry….
His energy level and his ability to 
generate excitement, enthusiasm and 
collaboration were incredible.
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Develop–ment Ltd. in Wellington, NZ—is 
a software-based application developed for 

use on the audio for The Lord of The Rings trilogy, 
and is now in commercial release. This clever tool is 
designed to sync the audio of various versions of a 
project, which traditionally was done manually and 
was therefore time consuming.

Essentially the software links in with Avid’s 
ProTools, takes the EDLs from Avid, and compares 
and logs the changes to reconstruct the audio for the 
new version. The lists are archived so that one can 

return to any list at anytime, and take and use that 
information. It also can be used for cutdowns, such 
as going from a :60 to a :30.

“It gives you the time back to do something 
creative, so I see it as a productivity tool,” explained 
John McKay, director of product development for 
Virtual Katy and a sound editor. “It keeps the audio 
professionals focused on what they need to do.”

Among the first users of Virtual Katy in the 
commercial arena is Santa Monica-headquartered 
Nomad Editing Company. Nomad assistant editor 
and sound designer Tom Stamatio likes to use the 
system for its ease of use and speed. “Usually you 
do about 30 versions of a spot,” he said. “With each 
revision we have to match the previous sound to the 
new version, which is very time consuming. Virtual 

Katy speeds up that conform process so we spend 
more time doing sound design work.”

He reported that McKay has worked with Nomad 
to add features to benefit a commercial pipeline, 
including improvements in the software’s ability 
to read a master video time line. “He’s very good 
at communication with us in terms speeding up the 
commercial workflow,” Stamatio said.

McKay estimated that Virtual Katy can speed 
up its task five times over handling it manually. He 
added that this is especially important as production 
cycles are getting shorter and shorter. “On Lord of 
the Rings, everything was being done simultaneously 
and that’s the direction that postproduction is going 
in,” he said. “It’s a paradigm shift; it’s everything at 
once. That’s just the way it is.”

By Carolyn Giardina
Toolbox

Nomad Gets A Hand 
From Virtual Katy
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PALM SPRINGS, Calif.—In a year when 
the digital intermediate process is making 
enormous inroads in Hollywood and the 
postproduction industry as a whole is 
transitioning from videocentric to datacentric 
workflows, color grading software and 
corresponding workflows were top of mind 
for many attendees at the recent Hollywood 
Post Alliance (HPA) Technology Retreat in 
Palm Springs.

Color correction workflow (see Special 
Report, p. 15) was not just a draw during the 
conference portion of the event, but was also 
notable in the demo area, a large portion of 
which was devoted to a series of developing 
color correction software and workflow 
systems.

Here, many of the newer color correction 
and workflow systems were on display, with 
their makers looking to get some important 
preview time with potential customers before 
the National Association of Broadcasters 
(NAB) convention in April, where many 
companies are expected to plan and/or make 
purchasing decisions.

Providence, R.I.-headquartered 
Mathematical Technologies Inc. (MTI) 
generated a buzz with a presentation and 
demo of its new Control Dailies, a software-
based system that serves as the backbone 
of the dailies process, handling tasks such 
as managing timecode, collecting metadata, 
organizing material, archiving and outputting 
tape (SHOOT, 1/28, p.1). The goal of this 
developing system is to facilitate the transition 
from a videocentric to datacentric work 
environment, as well as the collection and 
management of metadata.

While MTI’s system is for use with a third 
party color corrector, many other developing 
software systems on display at HPA aimed to 
combine varying levels of color correction and 
project management features.

In general, companies aiming to build 

a new workflow require multi-resolution 
capabilities that are scalable and can 
accommodate multiple projects, explained 
Andy Johnston, head of sales and marketing 
at UK-based Filmlight, which exhibited 
its Baselight color correction and finishing 
software and Truelight color management 
system.

Miami-based startup Assimilate 
emphasized its goal of building a datacentric, 
resolution independent and real time workflow 
while exhibiting its Scratch version 1.0 color 
correction/management software. Additional 
demonstrations in this space included those 
from UK-based Nucoda, which showed its 
Film Master 2.5, which offers conforming 
and color correction capabilities; and Iridas in 
Richmond Hill, Ontario, which introduced its 
SpeedGrade family of color correction tools 
and metadata pipeline.

UK-based Edifis, which recently started 
to market itself in the U.S. under the leadership 
of new U.S. president Pete Challinger, staged 
full demos of its Finaliser color correction and 
formatting system. Edifis technical director 
Phil Hill suggested that post houses separate 
the technical tasks involved in the workflow 
of color correction to a separate suite in order 
to give a colorist more time to be creative in 
the color correction room. This message was 
echoed by Filmlight and others.

Attendees seemed serious about making a 
transition to this sort of workflow. For instance, 
R!OT Santa Monica managing director 
Michael Taylor was on hand, and reported, 

“Part of my mandate is to dip our toes in the 
water of nonlinear color correction this year.” 
He explained that with R!OT already working 
in data on visual effects, it makes sense to 
move the color correction to the data realm to 
create a more fluent and efficient workflow.

That strategy also reflects what’s going 
on in feature film digital intermediate (DI) 
work, where visual effects supervisors are 
now beginning to sit in on digital color timing 
sessions and work more closely with the DI 
colorists.

Color Correction Makes 
the Grade at HPA
By Carolyn Giardina
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NEW YORK—As 
the advertising 

landscape continues to evolve, several music 
houses have unveiled plans to open new offices 
and to diversify their services. Among the latest 
developments is the launch of music house Emoto 
in Santa Monica and Chicago. The new venture 
also has a licensing division, joining a growing list 
of music shops—including Crushing, New York, 
Groove Addicts, West Los Angeles and Chicago, 
Machine Head, Venice, Calif., and such bicoastal 
companies as JSM and Elias Arts—that additionally 
offer licensing and music supervision.

Meanwhile, Duotone Audio Group, New York, 
has opened Duotone West in Santa Monica, adding 
to the ranks of bicoastal houses that include JSM, 
Elias and Face The Music. Furthermore, Human, 
a New York-headquartered house that already has 
outposts in Paris, Sydney and in Johannesburg, 
South Africa, will soon be opening an office in 
Santa Monica.

Also going the bicoastal/international route is 
Amber Music. Michelle Curran, Amber’s managing 
director, opened that company originally in London 
and then added a New York shop. Eighteen months 
ago, the company established a presence in Los 
Angeles. That office recently relocated to Santa 
Monica, and boasts three composers, John Wood, 
The Elements, and John Altman, as well as sound 
designer Chris Smith.

“We really respect a lot of the work that 
goes on in Los Angeles,” related Curran, who 
noted that in addition to composing and sound 
design, the company offers music sourcing and 
licensing services. “There are very talented teams 
in production and at the agencies, and we thought 
having a presence out there would allow us to work 
more closely with them.”

Joel Simon, president of JSM, said that 
having an office on the West Coast allows the 
shop to be more involved in the process, given the 
large number of productions that take place in Los 
Angeles. “By being there, it enables us to be way 
more involved in shoots than we used to be,” he 

noted. “We are way more involved at the genesis 
of the edit than we used to be.

“It was a need we saw not only for ourselves 
to continue to be a growing business, but also a 
necessity for our clients to offer the best possible 
service we can,” he continued, adding that a JSM, 
Detroit, might be in the future. 
EMOTO

Admusic, Santa Monica, a longstanding music 
house, recently announced a new entity and a new 
office, as well as a restructuring of services offered. 
The new company, the aforementioned Emoto, adds 
a Chicago operation, and plans to work on spots, TV 
shows, feature films, and with the record industry. 
Long-time partners in Admusic, composers John 
Adair and Steve Hampton, will head up the shop. 
(The Admusic name will be retained for special 
projects.) Admusic has a long history in spots, 
having created tracks for advertisers such as 
Lexus, adidas, Mountain Dew and eBay. Under the 
Hampton/Adair banner—which is now a part of 
Emoto—music has been produced for TV shows 
such as Sex and the City, Last Comic Standing and 
Joan of Arcadia. Emoto will offer, in addition to 
the composers associated with Admusic, access to 
recording artists from around the globe, as well as 
licensing services. 

“The music industry has undergone radical 
change,” related Adair. “The creative process has 
changed. The definition of intellectual property has 
changed. Most significantly, the barriers separating 
music production for the advertising, television, 
film and recording industries have disappeared. 
Composers today move easily between mediums—
Emoto is a response to those changes.”

Craig J, a producer who has worked with 
Madonna, Janet Jackson and Mary J. Blige, among 
other recording artists, will head the Chicago 
office of Emoto. Technology, including video-
conferencing, will allow the Chicago and Santa 
Monica offices to collaborate, and enable clients 
to work remotely, a benefit for the company’s 
Windy City ad clientele. “Our clients [in Chicago] 
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Music Houses Expand, Diversify 
Emoto Launched; Duotone, Human Continue Bicoastal Trend
By Kristin Wilcha 
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Directors Smyth, Simpson 
Report To Headquarters

Increasing Number of Shops 
UP Their Ascent Services

The Directors Network Opens NY Office

NEW YORK—Bicoastal Headquarters 
has added director Richie Smyth, formerly 
of bicoastal RSA USA, and tabletop 
director/cameraman Jerry Simpson to its 
roster. Simpson is closing his nearly 10-year-
old Simpson Films, Long Island City, N.Y., 
so that he can shed himself of managerial/
administrative responsibilities to focus fully 
on directing at Headquarters.

Smyth, who continues to maintain his 
Dublin, Ireland-based spot shop Blinder, has 
done a mix of international jobs this past year, 
ranging from Motorola for Ogilvy & Mather, 
Paris, to Eurotel out of Leo Burnett, Prague, 
to a DVD for U2, which accompanies the 
band’s latest CD. The DVD, “U2 & 3,” is 
a documentary chronicling the development 
of music for the CD while featuring live 
performances of songs that are from the 
CD but the renditions of which are quite 
different. This bonus DVD, with U2 and 
lead singer Bono performing CD tracks in 
ways that cannot be seen or heard elsewhere, 
is an incentive to get consumers to buy the 
CD rather than downloading the music from 
the Internet. The U2 DVD was produced via 
Dublin production house Solotoo.

Smyth said that the volume of his 
varied work this past year precluded him 
from taking on several U.S. assignments 
via RSA. But now he hopes to make 
his schedule more accommodating for 
American ad projects, conjecturing that 
there may be more such opportunities by 
virtue of his being part of a smaller roster at 
Headquarters. Smyth is no stranger to the 
U.S. ad market. His client-direct PETA ad, 
“Anti-fur,” was short listed at the Cannes 
International Advertising Festival in 2002; 
he also helmed some Procter & Gamble fare 
for Saatchi & Saatchi, New York, and  a U.S. 
ad campaign for the Nature Conservancy via 
Eisner & Associates, Baltimore.

Prior to RSA, Smyth was repped 

stateside by now defunct Satellite. Smyth first 
established himself as a still photographer 
in Ireland and then diversified into music 
videos, the big splash coming with U2’s 
“The Fly,” followed by clips for other noted 
artists, including Bon Jovi. Smyth later 
moved into commercials. His spot reel today 
consists largely of people- and visual-driven 
storytelling, as evidenced by the Motorola, 
Eurotel and Nature Conservancy work, 
as well as an emotionally moving piece in 
which a hospital nurse on the night shift 
speaks in the voice of a young girl about her 
father’s alcoholism. Titled “Alcohol,” the 
PSA for the Bernardos’ child welfare charity 
shows how early life experiences leave a 
lasting impression into adulthood.

SIMPSON
Tabletop specialist Simpson shutters 

his Simpson Films with all its financial 
commitments honored. The shop, he 
said, enjoyed a successful run but he felt 
bogged down by having to run a company. 
Headquarters presents him with the 
opportunity to turn his undivided attention 
to directing. 

Furthermore, Simpson related that he 
had been shooting so much via his company 
in New York that he didn’t have the time 
to pursue other markets. He reasoned that 
Headquarters, under the aegis of president 
Tom Mooney, is positioned to seek out 
work for him throughout the U.S. and 
internationally.

Conversely, Headquarters not only fills 
a tabletop niche on its roster, but also can avail 
itself, when necessary, of Simpson’s two 
stages in Long Island City, part of the 16,000 
square foot facility that housed Simpson 
Films. Simpson has renamed the facility 
Eastlight Studios, offering the stages for 
rental to the community at large.

NEW YORK—Company 3 New York—
an Ascent Media Group Company—
has implemented Santa Monica-
headquartered Ascent Media’s UP 
Satellite remote collaboration system for 
telecine sessions. Meanwhile, UP host 
sites have been added at The Whitehouse 
in Chicago; Universal Images in 
Southfield, Mich.; Post Blur in Cleveland; 
and Greybox in Richmond,Va..

The UP Satellite network also 
links Ascent companies Company 3, 
Santa Monica; R!OT Santa Monica; 
and Encore Hollywood. It includes host 
sites charlieuniformtango in Dallas and 
Brickyard VFX in Boston.

UP Satellite uses a satellite 
connection, provided by Ascent Media 
Network Services, to transmit digital 
video to designated host sites in other 

cities. Viewing takes place on monitors 
in each site that are properly calibrated, 
according to Ascent.

The goal is to allow agency 
creatives, directors, editors and others 
to collaborate with colorists at the 
previously mentioned Ascent Media 
sites, as if they were in the same room. 
“UP Satellite aids the creative process 
by removing geographic barriers,” 
said Stefan Sonnenfeld, president of 
Company 3, who was heavily involved 
in the development of the service. “It 
makes it easier for advertising agencies 
to work with the artists they really want 
to work with.”

As for the host sites, none of these 
companies previously offered telecine, 
so UP Satellite enables them to broaden 
the scope of their services. “This is an 

ENCINO, Calif.—The Directors 
Network (TDN), an Encino-
headquartered shop that represents 
freelance directors and DPs, is extending 
its reach domestically and internationally. 
Under the aegis of president Steve Lewis 
who founded the company 20 years ago, 
TDN has secured veteran producer Dan 
Deitchman as senior VP to head up a 
just launched office in New York.

Additionally, freelance producer 
and longtime TDN client Nick Uemura 
has been commissioned to represent the 
company’s talent to Japanese production 
houses. Uemura gives TDN a foothold 
in Tokyo.

According to Lewis, TDN is 
looking to commission an agent in each 
of the major foreign markets. “Not only 
will they represent our directors but each 
will take on a few of their countries’ 
directors to rep locally,” related Lewis. 
“We will also represent them [directors 
from foreign markets] throughout our 
global network of reps, including in the 
U.S.  Our main talent base will always 
be U.S. directors but we will be looking 
for specialty directors worldwide to 
enhance our current roster.”

TDN is currently in talks with 
agents in Toronto and Hamburg. Lewis 
noted that China and Korea are key 

markets that will soon be coming online. 
He added that plans also call for TDN to 
expand into Eastern Europe and Latin 
America.

Recent signings of U.S. talent 
by TDN include fashion director/DP 
Iain McLean, home products director 
Georgia Tanner, kids/toys helmer Steven 
Dunning, directorial/DP team Squeeze 
and DP Eric Tramp.

The addition of McLean to a core 
of East Coast directors/DPs Jeff Weiser, 
Jon Fauer and Abby Dix prompted 
Lewis’ decision to set up a New York 
shop for TDN.

Deitchman Hired For Big Apple, Uemura For Tokyo.

innovative, practical and exciting use of 
technology that unquestionably expands 
the depth of creative talent available to 
our Chicago editors and clients,” said 
Charles Day, CEO of The Whitehouse, 
which also maintains shops in New York, 
Santa Monica and London.

Colorists now available via UP 
Satellite from Company 3 New York 
include John Bonta, Eli Friedman, 
Billy Gabor, Tim Masick, and Victor 
Mulholland.

“Our colorists are very excited 
about UP Satellite,” said Kenny Attard, 
operations manager at Company 3 New 
York. “They all have clients in other 
markets—Boston, Cleveland, Richmond, 
Chicago and other cities. Now, those 
clients no longer need to devote the time 
or incur the cost of a trip to New York to 
take part in a telecine session. They can 
do it from home.”

Ascent reported that additional host 
sites will to be opening soon in Miami, 
Minneapolis, and Portland, Ore.

--Carolyn Giardina
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GlaxcoSmithKline, Dos Equis beer and 
Polaroid. “The most important thing is 
to generate as many opportunities for 
people to do as much interesting work 
as possible,” said Kling. “There are a 
lot of clients I have met, and clients 
whose trust I have to inspire, build, and 
earn. We’ll be looking at new business. 
There’s almost nothing anywhere that 
can’t be made better, and [this agency] 
is no exception.”

“We want creative that is as good 
as anyone’s. Better, even,” related David 
Jones, the CEO of Euro RSCG. “There’s 
too much talk in our industry at the 
moment about the importance of holding 
companies; what smart clients still want 
are powerful creative ideas, executed 
well. In increasingly cluttered markets, 
great creative makes brands succeed. 
Jeff’s pedigree makes him the perfect 
person to lead our creative department 
and is a clear statement of our intent.” 
Kling plans to take advantage of all arenas 
to get each clients message to consumers. 
“There’s no new media—there’s media,” 
said Kling. “It’s officially media, and 

if you’re not always looking to take 
advantage of absolutely every venue, to 
advance your brand’s cause in the world, 
then you’re not doing your job.”

PDFA

SHOOT caught up with Kling to discuss 
his new role at a shoot for the Partnership 
for a Drug Free America, a pro bono 
client the shop has done work for in the 
past. The four PDFA spots, all directed 
by Frank Todaro of bicoastal Moxie 
Pictures, represent a change in direction 
for the client. While previous efforts for 
the organization focused on prompting 
parents to initiate a discussion about 
drug use, this new work is meant to 
encourage kids to take the initiative. The 
ads—“Earring,” “Right On,” “Tie” and 
“College”—each challenge kids to open 
a dialogue with their parents about drugs. 
The concept for the package posits the 
idea that parents—who grew up in the 
’60s and ’70s—just might know more 
about drugs and drug use than their 
kids think. For instance, in “College,” 
a father in a faded West Macon Tech 
college sweatshirt is sanding a table in a 

typical-looking basement workshop. A 
voiceover notes: “Did you know that a 
lot of people tried drugs for the first time 
in college? Say, didn’t your father go to 
college? A super is to follow that reads: 
“Your parents may know more about 
drugs than you think. Ask them.”
Kling, who served as creative director on 
the spots, related that the scripts for the 
package, which originated last summer, 
aim to get kids and their parents to 
begin a dialogue about drug use. “The 
conversation is not happening,” he notes. 
“And [the PDFA] has statistics that say 
if you can get parents and kids simply 
to talk about drugs—not even with any 
set agenda—if you can just get them to 
talk, that trial, and therefore addiction 
rates, plummet. So, we thought, alright, 
let’s turn the tables, and get the kids to 

initiate the conversation by putting their 
parents on the hook. A sort of guess what, 
‘Drugs aren’t that marginal in society, a 
lot of parents have used, and ask them 
about it.’”
“Euro has been terrific to work with, and 
we are very excited about the campaign 
they are developing,” said Kristi Rowe, 
deputy director of consumer marketing 
at the PDFA. “In particular, their creative 
team developed concepts that ‘turn the 
tables’ on the topic, by suggesting that 
teens begin the discussion with their 
parents about drug use.
“The generation of parents we’re 
targeting is extremely tough to reach on 
this subject; they see less risk in drugs and 
demonstrate less concern about substance 
abuse among teens as compared to 
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Jeff Kling

Creative Voice: Euro RSCG’s Executive Creative Director

"Mom" for the Partnership for a Drug-Free America.

AMP Ratifies 2005 National Board At Annual Meet 
By Kristin Wilcha 

NEW YORK—The Association of Music Producers 
(AMP) held its annual general board meeting last month at 
Clinton Recording Studios, New York. During the session, 
the organization’s 2005 board was ratified.

Serving on the ’05 AMP board from the East Coast 
are: Anthony Vanger, founder/creative director of Ant 
Music, New York; Marit Tinguely, producer at the New 
York office of bicoastal Elias Arts; Eric Kaye, partner/
composer, and Sallie Moore, executive producer, of The 
Lodge, New York; Lauren Bleiweiss, producer, and Andy 
Bloch, partner/composer, at Human, New York; Kevin Joy, 
founder/composer of Joy Music, New York; Joel Simon, 
president, of bicoastal JSM; Andy Solomon, partner/
executive producer at Tonal, New York; and Raymond 
Loewy, partner/composer at tonefarmer, New York. 

Liz Myers, partner/composer at Trivers/Myers Music, 
Manhattan Beach, Calif., is West Coast chapter president.  
Members of the board from the West Coast are: Howard 
Dubin, executive producer of Chris Bell Music & Co., 
West Los Angeles; Dain Blair, president/creative director 
of Groove Addicts, Los Angeles; Judy Santi senior VP 
at Media Services, Burbank, Calif.; Reinhard Denke of 
stimmüng, Santa Monica; Tom Seufert, creative director/

composer/sound designer at Visual Music, Woodland Hills, 
Calif.; and Roger Wojahn, partner/composer at Wojahn 
Bros. Music, Santa Monica.

Returning as Midwest chapter president is Steve Ford, 
president/composer at Steve Ford Music, Chicago. Terri 
Golden, business manager at Spank! Music & Sound 
Design, Chicago, returns as chapter VP.

Bob Hest, partner/executive producer, Hest & Kramer, 
Minneapolis, will head up the Minneapolis chapter of 
AMP. Steve Roitstein, principal composer/arranger of Riot 
Music, Miami, continues to serve as head of the Florida 
chapter of the organization.

Officers for 2005, elected last year, are president Jan 
Horowitz, VP/business manager of David Horowitz Music 
Associates (DHMA), New York; VP Nick DiMinno, 
president/administrative partner at Three Tree Productions, 
New York. Ben Davis, managing partner/producer at Music 
for Picture, New York, serves as secretary. Tiffany Warin, 
president/executive producer of tonefarmer, New York, is 
treasurer. 

On the AMP agenda are re-focusing its mission 
statement to reflect the changing nature of the advertising 
business, a health insurance initiative, as well as exploring 
possible sponsorship deals.

http://www.shootonline.biz/pubs/shoot2005overview.pdf
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parents a few years ago,” she continued. 
“So, our goal for the project is to educate 
parents, and to provide them with the 
necessary tools to talk to their teens about 
the dangers of illicit drug use.”
Todaro and Kling have enjoyed a long 
friendship, dating back to the days when 
Kling was a writer/director at Are These 
My Shoes Productions, New York, which 
was headed by Todaro’s wife, Lee Ann 
Daly, now executive VP of marketing for 
ESPN. Todaro, who had directed some 
work for Wieden+Kennedy, Portland, 
Ore., recommended Kling to the agency, 
and he was later hired as a copywriter. 
“I frankly didn’t think that he’d be able 
to do a pro bono project like this,” said 
Kling of Todaro taking on the PDFA 
work, “because he’s always booked, but 
he jumped on it.”
“I did them because Jeff Kling has some 
compromising photographs of me,” 
joked Todaro, who added, “I hadn’t 
done anything for this agency before, 
and … I thought this would be a great 
way to start it off, and I liked the scripts 
so much. They took a totally different 
approach, and they managed to be funny 
without being juvenile or pandering, and 
I thought they were really smart, which is 
the best kind of funny sometimes.”
Additional agency credits on the spots 
include art director Dave Arnold, 
copywriters Bob Cohen and Jason Kreher, 
executive creative director/production 
Mark Sitley and producer Eve Bates. 
Damian Clayton at Bikini Edit, New 
York, is cutting the spots. 

New Horizons

Kling joined Euro RSCG in 2003, after 
a successful stint at Wieden+Kennedy 
(W+K), initially in Portland, Ore., and 
later in the shop’s Amsterdam office. 
While at W+K, he worked on accounts 
such as Nike, ESPN, Heineken and Miller 

High Life. It was for 
the latter that he is 
perhaps best known. 

Kling served as creative director on 
a series of award-winning and well-
received ads whose conceptwas that 
drinkers of High Life—the champagne 
of beers—were real men, who used 
duct tape for any household repair, 
didn’t wash their hands before eating a 
donut, and whose plates were graced by 
salad—so long as it’s macaroni, potato or 

egg. Errol Morris directed all the spots. 
Morris, then of bicoastal/international 
@radical.media, is now with Moxie.
As an agency, the New York office of 
Euro RSCG has been searching for a 
new identity as of late, and Kling plans 
to implement a stronger culture. “It’s not 
as certain in its identity and its culture [at 
the moment],” noted Kling, who plans 
to replace the looping reel of ads in the 
agency’s lobby with one that features 
thought-provoking short films. “But the 

important thing is there are good people 
here who are capable of doing great 
things if just given the chance. … All 
the ingredients are there. I just want it to 
be a place people look forward to going, 
where they feel like they can just play. 
People have a tendency to be a little 
too reasonable there—a little too eager 
to take what the client says it wants at 
face value, or take what their planner or 
account person says at face value, and 
really it’s better if everybody determines 

in concert what needs to be done. 
“I want people to challenge themselves,” 
he continued, [to ask] ‘Do I really need 
to do exactly what they say is called for 
here, or is there a better way?’”
Jones believes Kling and his team are 
up to the challenge and expects them to 
“continue to raise the bar on our creative 
product, and to help drive a culture of 
ideas through the organization. Oh, 
and one big and very famous campaign 
every year.”

Jeff Kling Speaks Out

http://www.shootonline.biz/pubs/shoot2005overview.pdf
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Lee Wall of the indie rock band Luna has joined blast!music, a Los Angeles-based 
shop representing composers, songwriters and arrangers. Wall has composed spot 
music for such clients as MasterCard, ESPN, Krispy Kreme Doughnuts, and the 
acclaimed Sega “Beta 7” campaign…

Groove Addicts, West Los Angeles, has broadened the scope of its production music 
division with the addition of two libraries for distribution—one from Audio Network, 
the other that of the new contemporary label Liftmusic. Audio Network is a joint ven-
ture between Soundstorm, an Oscar-winning U.K. sound design house, and 100 lead-
ing British film and TV composers. The Audio Network collection has already proven its 
stateside appeal by inclusion in the SpongeBob Squarepants Movie.  

Liftmusic, represented in the U.K. by Boost Music, consists of the work of 30-plus 
writers. Liftmusic includes offerings from the U.K. band Ox Blood, which has been lik-
ened by London’s Sunday Telegraph to rock icons Cold Play and Radiohead. Led by 
artists Jim Oxborrow and John Etkin-Bell, Ox Blood is an acoustic-based band.

Additionally, plans call for Groove Addicts to this spring launch a high-end composer 
scoring series designed for the trailer, film and TV markets, and exclusively available 
to specific campaigns. Entitled Full Tilt, these tracks will be released in 5.1 Surround, 
corresponding to a growing demand for HD-compatible formats….

Wojahn Bros. Music, Santa Monica, teamed with Brooklyn-based JibJab Media 
on three animated trailers screened before every movie at the recently concluded 
Sundance Film Festival in Park City, Utah. JibJab is the online animation studio 
best known for the 2004 election parodies This Land and Good to Be In D.C., which 
became part of pop culture after generating some 80 million hits on the Internet.  The 
trio of Sundance trailers reflects the fest’s spirit of independence. Titled “Demolition,” 
“Line Painter” and “Catcher,” the trailers feature absurd characters tossing off the 
shackles of “The Man” and striking out on their own. 

Each trailer is 30 to 40 seconds and features separate scores provided by the Wojahn 
Bros. “Demolition” has a “blaxploitation”-style ‘70s funk track while “Line Painter” 
grooves to psychedelic-flavored pop and “Dog Catcher” moves to an alternative/folk 
jam. Common to each track is an independence-themed lyric. 

The animated trailers aren’t the first time that Jibjab and Wojahn Bros. have worked 
together. Late last year, the Wojahn brothers, Roger and Scott, recorded the orches-
tral track for the Jib Jab’s animated holiday cartoon, Santa Claus, which premiered on 
Yahoo! Entertainment. The collaborations have teamed a pair of brothers—Roger and 
Scott Wojahn, and JibJab’s co-founders Gregg and Evan Spiridellis.

According to Roger Wojahn, the Sundance project took nearly two months to finish. 
JibJab showed the Wojahns the storyboards in November. The animation started out as 
rough pieces and was filled out as the music and sound design were developed. Vocals 
were added when the animations were complete. The trailers can now be seen online 
at JibJab.com.

Musical Chairs
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Vinton’s Spot Division 
Adds Three Directors
PORTLAND, Ore.—Vinton Studios, 
the Portland-based shop known for 
varied forms of animation (character, 
CG, stop motion, cel) as well as live 
action encompassing commercials 
and entertainment fare, has added 
three directors to its advertising 
division: Courtney Booker, Jeff Drew 
and Aaron Sorenson.

At press time, multimedia artist 
Booker was wrapping an animated 
music video for the group They Might 
Be Giants. Booker’s paintings have 
been exhibited at assorted venues, 
including Philadelphia’s Vox Populi 
Gallery and San Francisco’s 66 
Balmy. She worked in story animation 
and effects on Pixar’s Finding Nemo 
and The Incredibles during her two 
years at that Richmond, Calif.-based 
animation studio. Courtney’s short 
film Lesson One won the Audience 
Award at the New York International 
Film & TV Festival.

Drew has also been active in 
the short film discipline. He created 
the animated short Walk, which did 
well on the festival circuit, gaining 
exposure at such events as Sundance 
and the Independent Film Project 
West fest in Los Angeles. The short 
garnered an Audience Award for 
best animation at the New York 
International Independent Film & 
Video Festival. Drew has also done 
animation and title treatments for 
two feature films: A Tale of Two 
Pizzas, which was released last 
year; and a documentary, Splittin’ 
The Rock, which is slated for release 
this month. He also has several spot 
credits, while also creating in-store 

pieces for Chicago department store 
Marshall Field’s. His illustrations 
have appeared in numerous magazines 
and he cites his marketing campaign 
for Target promoting kids’ literacy—
which included a series of original 
art posters—among his favorite 
projects.

Sorenson made his first 
professional mark at Wild Brain 
Studios, San Francisco, breaking in as 
a layout artist. He eventually became 
an animator there on various TV 
projects as well as the direct-to-video 
release Ferngully 2. Sorenson served 
as an animator on spots for such 
clients as Nike, Coca-Cola and KFC. 
He then transitioned to animation 
director working on campaigns 
featuring the likes of The Jolly Green 
Giant, Bugs Bunny and Cap’n Crunch. 
Departing Wild Brain in 2003, Sorenson 
was animation director and designer on a 
CG feature film, Khan Kluay, produced 
in Thailand.

Vinton Studios also maintains an 
office in Los Angeles. The company’s 
advertising division is under the aegis 
of president Paul Golden. Over the 
years, the studio has copped 10 Clios, 
11 Emmy Awards and an Oscar. Its 
spot endeavors include long running 
campaigns for M&Ms, the NFL on 
FOX and Arby’s. In the long-form 
arena, Vinton Studios is producing the 
feature film Coraline, to be directed 
by Henry Selick, who joined the 
company as supervising director last 
May. Vinton is also co-producing the 
stop-motion animation feature Corpse 
Bride, with director Tim Burton and 
Warner Bros., scheduled for release 
this year.

http://www.shootonline.biz/pubs/shoot2005overview.pdf
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New Faces
Steve Stone is launching ad agency Heat in San Francisco. Stone was a 
founding partner/executive creative director at Black Rocket Euro RSCG, San 
Francisco….Scott Linnen and Rob Strasberg have been promoted to VPs/cre-
ative directors at Crispin Porter+Bogusky, Miami. Both had been VPs/asso-
ciate creative directors….Rubin Postaer and Associates, Santa Monica, has 
added senior art director Tito Melega and senior copywriter Bill Bayne. Both 
will be assigned to the Acura account. Melega comes over from Team One, El 
Segundo, Calif.  Bayne had been at GSD&M, Austin, Texas….

Account Movement
Information technology firm EDS has selected Bartle Bogle Hegarty 
(BBH), New York, to handle its creative account….Young & Rubicam, 
San Francisco, will handle creative duties for the Sunkist soft drink….
Butler, Shine & Stern, Sausalito, Calif., has been awarded Sun 
Microsystems’ ad account….Lukoil, the Russian oil company with 
several gas stations in the U.S., has awarded its ad account to Arnold 
Worldwide, Boston…

Agency Update
By Kristin Wilcha

❑ FEBRUARY 11, 2000/Cohn+Company has signed directors Martin Bell, 
Mark Raymon Bennett and Olivier Venturini for spot representation. All come 
over from 1/33 Productions, Santa Monica, which has closed and folded its 
operations into Cohn+Company, a New York-based house that now becomes 
bicoastal….Jack Lechner, formerly a key development executive at Miramax 
Films, has joined the motion picture division of bicoastal/international @radi-
cal.media….Editor Bill Marmor has joined Santa Monica-based TrailHead….
Composer Morgan Visconti has signed with JSM, New York. Visconti comes to 
the shop after nine years at New York-based Crushing Music….Publicly-trad-
ed, New York-headquartered Paradise Music & Entertainment has launched 
Paradise Digital Productions (PDP), a bicoastal division that will produce 
and develop content for the Internet….
❑ FEBRUARY 10, 1995/Bicoastal production company Crossroads Films has 
established a satellite division, Pellington/Gorai, for director Mark Pellington 
and his longtime executive producer, Tom Gorai….Director Mike Bigelow has 
signed with HKM Productions, Hollywood, for exclusive representation in 
commercials….Director Bill Scarlet, formerly of the lopes picture company, 
New York, has joined bicoastal Harmony Pictures for exclusive commercial 
representation….Beehive, New York, the design and editorial company formed 
last November by editor Jon Vesey and designer Ada Whitney, has tapped 
producer Marion Rosenfeld to work full time….Marking its expansion into the 
Canadian market, animation/live action studio Cornell/Abood, Studio City, 
Calif., has entered into a partnership with Toronto-based RF Fly Films….

FLASHBACK
5 YEARS / 10 YEARS
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underground music and art legend. In 
addition to giving him an opportunity 
to pay tribute to an artist whose work 
“touched me on a molecular level,” 
Feuerzeig said that he hopes his film, 
which he labored on for four years, 
will introduce Johnston to a wider 
audience.

Quite a character, Johnston, who is 
in his forties and resides with his parents 
in Austin, Texas, has lived quite a life, 
running off to join the carnival at one 
point and living out a dream when he 
was discovered by and featured on MTV. 
As you’ll see in the film, Johnston was 
famous for going off his medication—and 
essentially going off the rails—whenever 
the going got good.

Given his condition, Johnston wasn’t 
exactly an easy person to make a film 
about, but he was cooperative, according 
to Feuerzeig, who noted that Johnston 

has always been obsessed with becoming 
famous and was particularly eager to 
help make a film about himself. “Daniel, 
in his own mind, has been making this 
film from day one,” Feuerzeig mused. 
“As you see in the film, he made lots of 
films about his own life.” 

Feuerzeig makes extensive use of 
Johnston’s stash of home movies as well 
as the audiotapes Johnston recorded over 
the years of everything from his thoughts 
to arguments with his mother. “Because 
Daniel did this cassette thing of his whole 
life, recording every moment of his life, 
you’re hearing exactly in the moment 
how Daniel felt,” Feuerzeig pointed out.

The home movies and audiotapes 
are supplemented with current footage, 
performance footage from over the 
years and interviews with Johnston’s 
family and friends. Among the most 
startling interviews in the film is one with 
Johnston’s pilot father who recounts how 
his son caused a plane crash that nearly 
killed the both of them.

Johnston himself is not interviewed 
in the film. “He was very easy to work 
with if you wanted him to play music—
no problem. He would play music for you 
night and day. And if it was making art—
no problem. But interviews were very, 
very difficult, and therefore we don’t 
use any in the film. But I think the film 
is a thousand times better because of it,” 
Feuerzeig said, adding, “We didn’t want 
to do a talking head film. We wanted to 
do an innovative film that blurs the line 
between documentary and narrative 
filmmaking.”

Heights

A veteran of Sundance, Sloane 
Klevin, an editor at The Blue Rock 
Editing Company, New York, has had five 
films that have been official selections 
at the festival, including Real Women 
Have Curves and Pumpkin in ‘02. This 
year, it was Heights, shown as part of the 

Premieres lineup, which brought her to 
the festival.

Directed by first-time feature film 
director Chris Terrio and produced by 
Merchant Ivory Productions, Heights 
follows five people over the course of one 
fall day in New York City. The characters 
include Isabel (Elizabeth Banks), a 
photographer having second thoughts 
about her upcoming wedding, and her 
mother Diana (Glenn Close), who starts 
re-thinking her decision to be involved 
in an open marriage when she learns her 
husband has a new lover.

Of course, Klevin read the script, 
written by Amy Fox and Terrio, before 
agreeing to cut the film, and she said it 
was a page-turner. “It was this fascinating 
soap opera/train wreck,” Klevin enthused. 
“I was turning the pages really fast going, 
‘How are all of these characters going 
to come together, and what’s going to 
happen?’ “

Klevin, who has cut spots for 
clients including Clinique, Cheerios 
and Pampers over the course of the last 
year, spent about six months away from 
commercials so that she could work on 
Heights, although she didn’t spend any 
time away from Blue Rock. In fact, that’s 
where she cut Heights, taking over two 
Avid suites. “Honestly, it was probably a 
big pain in the ass for the company,” she 
said laughing. “A feature is demanding. 
You’re getting a couple hours of dailies 
every day that you’ve got to digitize; we 
were here until all hours of the night. We 
had technical problems we needed help 
with, so it was a bit of a drain on the 
engineering department. And once we 
had to go to sound and mixing, we were 
monopolizing the dub room.”

Despite the hassles, the management 
at Blue Rock remained supportive 
throughout the process. “It was a drain on 
the company, and they didn’t make any 
money out of it,” Klevin shared. “What 

they basically got out of it was a credit in 
the end credits—a special thanks—and a 
very happy editor.”

Hard Candy

In Hard Candy, which was picked 
up for distribution by Lions Gate after 
screening in the Midnight series at 
Sundance, a thirtysomething fashion 
photographer (Patrick Wilson) picks up 
a 14-year-old girl (Ellen Page) on the 
Internet and lures her to his house where 
he finds himself in an unexpectedly 
nightmarish situation. 

Given the dark premise dreamt up 
by screenwriter Brian Nelson, director 
David Slade, who directs spots through 
bicoastal RSA USA, wasn’t so sure his 
feature film-directing debut would be 
selected for Sundance. When he got 
word that it was chosen, the director was 
amazed and thrilled. “It’s the antithesis 
of the kind of film that shows here at 
Sundance,” Slade said, “so to actually 
get a film such as this into Sundance is 
fantastic.”

According to Slade, Nelson was 
inspired to write Hard Candy after he read 
a newspaper article about members of 
girl gangs in Japan meeting businessmen 
online, then arranging encounters at 
which the businessmen arrive to find 
themselves attacked and robbed. Slade 
was blown away by Nelson’s script, 
which he said was full of “incredibly 
sharp shocks,” and set out to make a 
stylish psychological thriller out of it. 

Shot in just about 18 days last year, 
much of the film takes place in a house, 
which Slade had built on a stage. The 
director chose to shoot the film on stage 
in part because it allowed him more 
control in terms of lighting and camera 
angles. “I work in a very stylistic way 
anyway and have a specific language, 
which I’ve developed over many years 
in commercials. So there was going to be 
a language to this film, which would not 

have been possible on a real location,” 
Slade maintained, noting that his intricate 
set was equipped with sliding walls and 
trap doors that he could move the camera 
through.

Tallying up the time he spent 
on preproduction, production and 
postproduction, Slade said he spent the 
better part of last year working on Hard 
Candy, which meant he wasn’t able to 
accept any spot jobs in 2004, although 
he did find time to make “Do Geese See 
God?” The short film was showcased on 
Amazon.com as part of the Amazon Films 
series created by Fallon, Minneapolis.

The management at RSA USA had 
no problem with Slade devoting himself 
to his feature debut, according to the 
director. “They’ve been wonderful with 
me this year, and they’re very supportive 
of the film,” Slade said. “They know it’s 
one of those things that’s going to reap 
benefits in the future.”

Love, Ludlow

After reading the first 20 pages of 
the script for Love, Ludlow, editor Eric 
Pomert, who cuts at Mad.house, New 
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Sundance Includes Work From Commercial Directors, Editors

Sloane Klevin

Jeff Feuerzeig >Continued on next page
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York, knew he wanted to edit the film, which 
centers on a tough temp from Queens (Alicia 
Goranson) whose life is devoted to taking 
care of her unstable brother Ludlow (Brendan 
Sexton III) until potential romance enters her 
life in the form of a “suit” from work named 
Reggie (David Eigenberg). 

“The story had heart to it. It was about 
people,” remarked Pomert, who makes 
his feature film editing debut with Love, 
Ludlow, which was showcased in Sundance’s 
American Spectrum. “If somebody called me 
up and said, ‘Hey, I’ve got an opportunity 
for you to do The Matrix 4,’ it would take 
me a second to pass on it because I’m not 
interested in special effects. I know there is a 
huge market for that, and I enjoy going to see 
The Matrix. But do I want to work on it? No 
way. What I’m interested in is stories about 
people. I like stories that inspire people to get 
the most out of their lives.”

Pomert, whose recent spot credits 
include Purell, Pepcid and ThermaCare, cut 
much of the film—which was directed by 
first-time feature helmer Adrienne Weiss and 
produced by the in-house indie film division 
of Washington Square Films—at his New 
Jersey home using Avid Express Pro. In the 
final weeks of editing, he worked out of 
Mad.house. “I got tremendous support from 
everyone there,” Pomert affirmed.

While he was cutting Love, Ludlow, 
Pomert was also working on two different 
spot campaigns as well. “can honestly say 

I’ve never worked so hard in my life—getting 
by on two or three hours sleep. But the cool 
thing is, I liked it,” Pomert reflected.

Now that he has cut his first feature, 
would he say it was dramatically different 
from editing a spot? “I’m into cooking 
analogies. A spot is like a soufflé. It takes 
tremendous amount of attention to detail,” 
Pomert mused. “I just found that working 
on a film is like putting together a 
banquet. Every dish has to be great, 
but you also have think, ‘Well, 
where is everyone going to sit? And how is 
this going to be received?’ 

Pretty Persuasion

After being attached to Pretty Persuasion 
for five years, director Marcos Siega was 
finally able to shoot the film last year, investing 
some of his own money in the project so that 
he could get it done.

“It was a tricky film to make,” according 
to the director, who is repped for commercials 
by bicoastal/international Hungry Man and 
has shot ads for clients such as Doritos and 

Heinekin. “Being a satire, it deals with a lot of 
taboo issues.” Guns in school, family values 
and our society’s prejudice toward the Middle 
East are among the hot topics addressed in the 
film, which finds a 15-year-old high school 
girl (Evan Rachel Wood) and two classmates 
pursuing a sexual harassment lawsuit against 
a teacher. But rather than offend anyone, 
Siega is hoping that he delivers the material 
in such a way that audiences will find 
themselves “laughing at things and laughing 
at themselves.”

Desiring a film with a storybook-look to 
it, Siega shot the whole film, which competed 
in Sundance’s Dramatic competition, with 
just one lens. “I wanted the visual story of 
the movie to contrast with the absurdity in the 
script, so I wanted the movie to have a very 
elegant look to it,” the director explained.

Siega employed Terminal, Santa 
Monica, editor Nicholas Erasmus, whose 
spot credits range from Cisco to Cadillac, to 
cut the film. The two have worked together 
for years on Siega’s commercials and music 
videos. “We’ve both been fans of Woody 
Allen’s films over the years, and when we 
were cutting commercials and music videos, 
which automatically demand a fast editing 
pace, we used to sit there and dream about 
one day working on a project where we didn’t 
have to cut as fast so we could just let shots 
hold like in Woody Allen movies,” Erasmus 
shared.

Pretty Persuasion finally offered them 
that chance. One of the scenes plays out in 
a minute and a half without a cut, Erasmus 
reported, noting, “There is no way anyone will 
look at this film and say this film came from a 
collaboration between a director and an editor 
who came from a music video/commercial 
background.”

Incidentally, Pretty Persuasion is one of 
two films Siega helmed last year. The other is 
a yet-to-be-released teen action comedy titled 
The Underclassmen produced by Miramax. 

Junebug

"I’m into cooking analogies. A spot is like a soufflé. It takes 

tremendous amount of attention to detail... I just found that 

working on a film is like putting together a banquet. Every 

dish has to be great, but you also have think, ‘Well, where is 

everyone going to sit? And how is this going to be received?"

Eric Pomert

Spotmakers At Sundance 
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Director Johan Renck Celebrates The Sport Of Dance 
W+K, Amsterdam, Pits A Dancer Against An Unrelenting Beat in “Keep Up.”

The athleticism and skill required to excel 
at dance—a sport practitioners would tell 
you is just as demanding as football, tennis, 
soccer or any other—is clearly demonstrated 

in “Keep Up,” a :60 promoting Nike Women’s line of 
dance apparel. 

Created by Wieden+Kennedy (W+K), Amsterdam, 
and directed by Johan Renck of RAF, Stockholm, for 
the European market, “Keep Up” finds a lone female 
dancer challenging three mega-speakers to a duel 
of sorts. While the speakers blast a bass-heavy beat 
(composed specifically for the spot by hip-hop artist 
and producer Pharrell Williams), the dancer shows off 
her moves—everything from popping and locking to 
break dancing.

Keeping up with the pulsating beat is a challenge 
for even this energetic dancer. At one point, she is 
knocked off her feet by the force of the bass pumping 
from the speakers. But she picks herself right back up 
and continues to dance. When the music stops, she issues 
a challenge to the speakers: “Same time tomorrow?” 
Part of a larger campaign of dance-oriented spots all 
directed by Renck, “Keep Up” stands out because the 
spot has an edge to it not commonly seen in sports-
themed ads aimed at women. Renck agreed with that 
assessment. “It is exhausting and sweaty and grimy 
and not about a sweet girl doing her little sweet thing,” 
the director said. “There is something else to it.”

EVERYBODY DANCE

Of course, casting the right dancer was critical, 
and dancers were sought in Los Angeles, London, New 
York and Paris. Ultimately, a dancer from Paris was 
chosen in part for her ability to perform a multitude of 
styles. Perhaps just as importantly, though, the girl had 
real attitude, according to Renck. “She was a cocky 
street chick,” he reflected. “She was cocky from the 
first minute I met her.”

W+K brought in famed choreographer Jamie 

King, who has worked with everyone from Madonna 
to Britney Spears, to choreograph the dancer’s moves. 
“We went to quite a few of the rehearsals,” W+K 
creative director/copywriter Sue Anderson reported. 
“Initially, we would allow Jamie and his team time 
with the girls. Then we would go and visit them every 
couple of hours, and they would say, ‘This is where we 
are. What do you think? Do you think it’s still being 
true to the storytelling? Do you think it’s working with 
the music?’ And then they would adapt and change 
things [based on our input]. It was actually a really 
collaborative process.”

In the end, however, the moves you see the 
dancer make in the spot weren’t one hundred percent 
planned out. “The ambition from the beginning was to 
choreograph the whole thing. That’s how we rehearsed 
it, but when we came to the shoot we changed the 
strategy,” Renck shared. “It was about having the 
choreography as a foundation but then also trying out 
different stuff and pushing her to do other things.”

“A lot of the time we would say to her, ‘Forget 
your choreography. Just do stuff for us,’ “ Anderson 
confirmed, “and she was making up moves on the 
spot.”

The reason for the freestyling? The off-the-cuff 

moves helped to lend a reality to the spot, making it 
feel less staged. “I wanted it to feel like she was trying 
to be perfect but she was affected by the fact that she 
was getting tired,” Renck related.

BLACK BOX

Renck shot “Keep Up”—along with the rest of 
the spots in the campaign—over the course of three 
days at on a stage at Shepperton Studios, Middlesex. 
London. The setting for the spot is sleek and simple. 
The dancer does battle with the speakers in a black 
space that has the look and feel of an empty airplane 
hanger.

“We were looking for something that was not a 
dance studio. We didn’t want the classic wooden floor 
and bar,” W+K creative director/art director Irene 
Kugelman explained.

“We never wanted the spot to be a re-make of 
Flashdance,” Anderson chimed in.

“We grew up with that in the ‘80s, and it’s badly, 
badly etched into our brains,” Kugelman added with 
a laugh.

In designing the space, it was decided to base 
the setting on the look of the big, black speakers 
featured in the spot. “We had fallen in love with the 
initial design of the speakers, and we tried to figure 
out what would be the appropriate surrounding for the 
speakers,” Kugelman said. “It was almost like finding 
the button before the coat.”

Once the shoot wrapped, The Mill, London, 
was called in mainly to enhance some of the speaker 
vibrations. “Keep Up” was edited by Joe Guest of 
Final Cut, London.

Reflecting on “Keep Up,” Anderson pointed out 
that it continues in the tradition that Nike has established 
in showcasing top athletes—whether it is a basketball 
player with a mean dunk or a tennis player with a killer 
backhand. “It was really important that we did exactly 
the same thing—showing somebody who is as good at 
dance as you possibly can be,” Anderson said.

CLICK POSTER TO VIEW "NIKE WOMAN" 

By Christine Champagne

Client

Nike Women

Agency

Wieden+Kennedy, Amsterdam.
Jose Cabaco  and Mark Hunter, creative  
directors; Sue Anderson,  creative  direc-
tor/copywriter; Irene Kugelman,  creative  

director/art  director; Jasmine Kimera, 
producer.

Production Company

RAF, Stockholm.
Johan Renck, director; Dan 

Landin, DP; Anna Gustavsson, 
producer.

Editorial

Final Cut, London.
Joe Guest, editor.

Post/Visual Effects

The Mill, London.
Darren O’Kelley, Fi Kilroe, pro-
ducers; Stephen Venning, 3-D 
producer; Jordi Bares, Hitesh 

Patel and Jean-Louis Billad, 3-D 
artists; Dave Levy, 3-D program-

ming; Phil Crowe and Adam 
Grint, Flame artists.

Frithioff Film to Video, Stockholm.
Edward Negussie, colorist.

Sound

Grand Central, London.
Raj, mixer.

Principal Actor
Sofia Boutella
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Director Steve Chase Serves Up An Ice-Scream
MacLaren McCann, Toronto, Puts On Humorous Cab Fare For Dentyne

We open on a young couple in the backseat of 
a taxicab. The guy gives the gal a couple of 
Dentyne Frost Bites. He then empties the rest 
of the container in his mouth.

As the girl enjoys the cool taste of the Dentyne mint 
gum treats, we hear the sound of ice hardening. The camera 
then reveals her beau’s head, which is 
completely frozen.

She lets out a half scream. The taxi 
driver looks back over his shoulder and yells 
in horror. The cab then begins swerving 
back and forth. 

The force of car’s sudden erratic 
movement cause’s the guy’s frozen head to 
break off and fall into his girlfriend’s lap. 
She screams. The cabby screams. 

Quick cuts takes us back and forth between the gal and 
the taxi driver as they continue to exchange blood curdling 
screams, reacting to the sight of not only a detached head 
but also a headless body still sitting in the back seat. The 
decapitated head maintains a somewhat amused facial 
expression, seemingly wondering what everybody is 
screaming about.

The driver then hits the brakes hard and jumps 
out of the cab. Still screaming, he is last seen running 
wildly through city streets.

Against the backdrop of a parting product shot 
showing us a package of Dentyne Frost Bites, a 
voiceover relates, “Dentyne Frost Bites. The small 
but powerful gum.”

Titled “Frozen Head,” this :30 came from a team 
at MacLaren McCann, Toronto, consisting of creative 
director David Kelso, group creative director/writer 
Andy Manson, art director Scott Couture and executive 
producer Franca Piacente.

Steve Chase directed the spot, which was produced 
by The Partners’ Film Company, Toronto. Chase is a 
principal in bicoastal Reactor Films.

Chase was drawn to the project’s comedy and the 
chance to again work with MacLaren McCann. The 

director and the ad shop have teamed assorted times over the 
years, including on X-Box’s “Tic-Tac-Toe,” which too earned 
distinction in SHOOT’s “The Best Work You May Never See” 
gallery (1/17/03, p. 11).

While the comedy of “Frozen Head” appealed to Chase, 
there was some difficult creative ground to tread. The notion 
of decapitation being funny given current world events was 

cause for some concern. “The question 
came up during a pre-pro meeting, ‘Are we 
doing the wrong thing right now,’” recalled 
Chase. “Our answer was to make it absurd 
comedy—and to add the touch where the 
guy with the frozen decapitated head is 
nonplussed by the situation. If this were a 
cartoon, the coyote—after failing to catch 
the Roadrunner—would get crushed by a 
rock and then walk away. Our guy had his 

eyes moving and reacting to the screaming that was going on 
all around him. Our execution had to be funny and over the 
top.”

Gigi Realini executive produced for Partners’, with Link 
York serving as producer. The DP was Miro Bazak. Production 
designer was Alan Fellows. The principal actors were Ryan 
Bellville, Lindsay Ames and Rolondo Alverez Giacoman.

Editor was Bruce Copeman of Axyz, Toronto. The colorist 
was Billy Ferwerda of Notch, Toronto.

Audio post mixer was John Naslen of Technicolor 
Creative Services, Toronto.

Prosthetics effects were done by artist Louise Macintosh 
of Caligari, Toronto. Steve Schackleton and Jim McFall of 
Big House, Toronto, handled special effects/rigging. Geoff 
Marshall of Crush, Inc., Toronto, served as artist for animation 
deployed at the end of the spot.

Dino Cuzzolino of David Fleury Music, Toronto, was the 
composer, with David Fleury producing. Sound designer was 
Toronto-based freelancer Dan Kuntz.

By Robert Goldrich

Click Poster To View "Frost Bites"
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By Christine Champagne
Volkswagen’s first-ever short film, 

“The Check Up,” made its world premiere 
at the recent 2005 Sundance Film Festival. 
Created by Arnold Worldwide, Boston, 
and directed by Dayton/Faris—Jonathan 
and Valerie, respectively—of bicoastal 
Bob Industries, the six-and-a-half minute 
film finds a free-spirited 31-year-old 
named Mike (Kevin Connolly, HBO’s 
Entourage) visited by an agent (veteran 
actor Joe Pantoliano) from the Federal 
Commission of Adulthood. It seems that 
the agency has been pressuring Mike to 
grow up for some time, and the agent 
is dropping by to see if the young man 
has made any progress. According to the 
agent, driving the brand new Volkswagen 
Jetta 5 would certainly be a step in the 

right direction, and Mike would be only 
too happy to upgrade to the latest version 
of the Volkswagen Jetta he has loved 
since he was a kid.

The film builds on Volkswagen’s 
overall campaign theme, Alan Pafenbach, 
Arnold executive creative director/
managing partner, pointed out, noting, 
“The film just gives further elaboration 
to the whole notion of ‘It’s all grown up, 
sort of,’ this whole idea that there are these 
people who have trouble transitioning 
from free-spirited youth to adulthood.”

While “The Check Up” debuted 
at Sundance (the film played before the 
screening of the comedic feature film 
Strangers With Candy and was also 
shown at the Volkswagen outpost on Main 
Street in Park City, Utah), it was produced 

specifically to be part of an interactive 
DVD for Volkswagen available online, at 
promotional events and auto shows and 
in select entertainment magazines. The 
intention is for “The Check Up” to serve 
as “a bridge between the positioning that 
we had in the offline advertising” and the 
DVD, Pafenbach said.

IN THE DRIVER’S SEAT

Dayton/Faris shot “The Check 
Up”— scripted mainly by Arnold 
creative director/copywriter Dave Weist 
and associate creative director/art director 
Colin Jeffery, according to Pafenbach—
while they were in the midst of shooting 
a Volkswagen television campaign for 
Arnold late last year. 

“The way it evolved was, we 
were doing the television campaign 

with Dayton/Faris, and 
then in the middle of 
preproduction on that 
we made the decision 
to swap out one of the 
television commercials 
and swap in this project,” 
Pafenbach related.

Time for the production of “The 
Check Up” was limited. Only one shoot 
day—approximately 10 hours in length—
could be devoted to the film, which was 
shot on location in Long Beach, Calif., 
with Salvatore Totino as DP.

“It was really tough, and we shot 
two cameras the entire time. So it was 
quite a packed house. But it was fun,” 
Dayton said. “We’d worked enough with 
the Volkswagen people, and we were 

prepared enough so that when we went 
to shoot, it wasn’t like your traditional 
commercial where you shoot, and then 
everyone talks about the take, and there 
are long discussions between takes. We 
shot continuously, and everyone was 
pretty much on the same page. So it was 
a very efficient operation.”

Brickyard VFX, Boston and Santa 
Monica, handled the compositing, 
conforming and color balancing for the 

“Lion”
By Robert Goldrich

In this spot, director Steve Ayson 
takes home a lion, a scenario that 
sounds like a dream come true for 

a commercialmaker. But the “Lion” in 
this case isn’t a Gold, Silver or Bronze 
statuette at Cannes—at least not yet. 
Instead it’s the king of the beasts as this 
:30, titled “Lion,” opens on a car driving 
through a wild animal safari park.

In the front seats are mom and 
dad, the latter behind the wheel. In 
the backseat are their two kids and 
grandmother. A lion approaches the 
vehicle and then jumps onto its hood, 
much to the family’s ooohing and 
aaahing amazement—except for the 

grandma who’s pretty much oblivious 
to everything.

Indeed seeing a lion up close and 
personal through the windshield glass 
is quite an experience. Its brush with 
nature concluded, the family remains 
in the car, which is now seen zipping 
through city streets. A pedestrian takes 
a long, anything-but-casual look at the 
automobile as it passes him. However, 
we’re not sure what that glance was 
about. Meanwhile the family has broken 
into a chorus of “The Lion Sleeps 
Tonight.”

The car then moves from city streets 
to suburbia. It’s when we go residential 
that the camera reveals that the lion is 

perched on the top of the car. Unaware 
of their wildlife companion, the family 
continues to sing. The vehicle proceeds 
up the driveway of their home. The 
automatic garage door opens and we 
see the car pull into the house’s attached 

garage.
As the family slips out of view—

and possibly out of existence—a supered 
message reads, “Just call us,” followed 
by the appearance of a Central Beheer 
insurance company logo, accompanied 
by phone number and Web site 
adddress.

“Lion” was directed by Steve 
Ayson of The Sweet Shop, Auckland, 
New Zealand, for agency DDB 
Amsterdam. The job was produced via 
Czar.nl, Amsterdam, with production 
support from Stilking Films, Prague. 
Czar’s executive producer Sybrig Stork 
produced the job. The DP was Piotr 
Kukla.

DDB Amsterdam creatives were 
Sanne Braam and Sikko Gerkema, with 
Chantel Gulpers serving as agency 
producer.

Visual effects artist was Daisy 
Hulsken at Hectic Electric, Amsterdam. 
Amsterdam-based editor Marc Bechtold 
cut the spot. Billy Wychel of AVP, 
Amstelveel, Holland, was the colorist. 

Sound designer was Reinder van 
Zalk of Farforce, Amsterdam. Hans 
Brower of Massive Music, Amsterdam, 
was the arranger.

Principal actors were Jennifer 
Wagner-Withers, Dave Mounfield, 
Orlando Byron, Liliana de Jouvencel and 
Pat Worth.

Arnold Worldwide, Dayton/Faris Give Volkswagen 'The Check Up'
Short Premieres At Sundance, Featured Attraction On Interactive DVD

Joe Pantoliano and Kevin Connolly in "The Check Up"

THE BEST WORK YOU MAY NEVER SEE THE BEST WORK YOU MAY NEVER SEE THE BEST WORK YOU MAY NEVER SEE THE BEST WORK YOU MAY NEVER SEE THE BEST WORK YOU

BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAND BRAND STAN

Click Poster To View "Lion"

ScreenWorkScreenWork


http://www.shootonline.biz/pubs/shoot2005overview.pdf


work. (See HPA story, p. 1, for other color correction 
developments).

Meanwhile, MTI’s Control Dailies system is 
in use at Encore Hollywood to manage the dailies 
process, including the color correction with a da 
Vinci. (The larger goal of Control Dailies is to serve 
as the foundation for a facility’s move to a datacentric 
workflow, SHOOT, 1/28, p.1).

Today, most facilities continue to rely on more 
traditional color correction applications, primarily 
from da Vinci and Pandora.

“If work is being supervised, there’s [currently] 
very few color correction options,” says Joe Bottazzi, 
partner/director of engineering at Nice Shoes, New 
York. He acknowledges that software developments 
are moving toward being viable options, but adds 
“they are still fairly new and fairly buggy. Some are 
not going to be around in a year. You have to be careful. 
We’re taking traditional systems [in Nice Shoes’ case, 
the da Vinci 2K] and maximizing their output.”

In Nice Shoes’ case, that is by using the da Vinci 
in combination with Thomson’s Grass Valley Specter 
virtual datacine, which stores and manages the images 
on a project as data, giving the colorists nonlinear 
color correction capabilities. Since introducing this 
workflow a year ago, Bottazzi reports that the company 
has color corrected over 100 spots in this manner, and 
clients contacted by SHOOT have given the process 
high marks.

But Bottazzi is not finished with his workflow 
exploration, and Nice Shoes is currently beta testing 
Grass Valley’s Bones environment that includes 
management tools.

Nice Shoes colorist Chris Ryan reports that beta is 
going well. “It allows the assistant to pre-conform and 
set up lists while the colorist is using the Specter…
and to use Bones as a formatting station in a smaller 
room.”

In 2005, the post community will be introduced 
to many choices in developing color correction 
systems and corresponding workflow tools. And 
with implementation already underway, agencies 

can expect by year’s end to be looking at some new 
workflow options in coloring and finishing their 
commercials.

The feature film arena has already taken large 
steps toward moving the color timing process—
traditionally completed in a lab—to the data realm. 
And the use of digital technology to color correct 
films, a key part of the “digital intermediate” process, 
is widely expected to be applied on more than half of 
the major studio films completed this year. Prompted 
by this interest from the studios, a growing number of 
digital color grading suites rapidly opened in major 
production centers, particularly in Los Angeles, last 
year. And, a growing number of these color grading 
theaters—such as those recently built at Company 
3 in Santa Monica—are also being used to complete 
cinema spots.

“We use our color grading theaters not just for DI, 
but quite frequently for commercials,” reports colorist 
Stefan Sonnenfeld, who is president of Company 3 in 
Santa Monica and New York, and who has already served 
as the DI colorist on features including Michael Mann’s 
Collateral. “Television advertisers want commercials 
in the cinema as well, and a lot of people want to cross 
market and go with multiple formats for Internet, TV and 
theatrical release.”

“There is no one workflow that we are going to 
follow,” says Bob Solomon, president of Company 
3 parent company Ascent Media Creative Services, 
headquartered in Santa Monica. “When you start to 
understand the distribution medium, and what you are 
acquiring in and what you are delivering in, the choices 
for our customers have become much more complex. 
We’re going to an environment where no one size fits 
all.”

Meanwhile, post houses that are focused purely 
on commercials have also begun to make notable 
investments in this next generation workflow. All of this 
signals dramatic change on the horizon.

NEW WORKFLOW

Workflow may not sound so sexy, but for many it 
is a top priority. The industry is beginning a shift toward 
more datacentric workflows. The ability to manage 
data, as well as to manage color space, are among the 
most cited challenges to building a new color correction 
workflow.

For color correction itself, post execs are 
carefully watching developments in software-
based color correction systems, which could offer 
expanded nonlinear flexibility to the colorist. The 
experimentation has started.

For instance, Technicolor Creative Services-
Toronto (formerly Command Post) offers HD and 2k 
data color correction. Eric Whipp, senior colorist, reports 
that Discreet’s software-based Lustre color correction 
system is being installed and tested for commercial 

Color Correction

Workflows Change In A Defining Year
By Carolyn Giardina

Joe Bottazzi

“If we stay within 
our digital infra-

structure, we can 
guarantee that

 the end product 
after film out will 
match color wise 

what a client is 
seeing in post."

Editing & Postproduction Series
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As Nice Shoes moves further into the data realm, 
Ryan says that he would also like to see Bones become the 
facility’s data management tool. “You need a traffic cop 
watching the data, make sure nothing is changed without 
knowing it. We are looking to Bones for data and workflow 
management.”

Bottazzi says storage is another area that cannot be 
taken lightly. “SAN [storage area network] technology is 
changing every six months. If your timing is wrong, you 
could invest a lot of money in the wrong system. There’s 
a whole new generation of hard drives coming out. We’re 
holding off right now, for that reason.”

CHOICE

Facing an industry with multiple distribution 
requirements, Sonnenfeld explains that Company 3 consults 
with clients on their needs, and then offers a range of color 
correction choices—multiple resolutions, tape or data, linear 
or nonlinear. Technologies include the Grass Valley Spirit, 
da Vinci 2k, and Quantel’s iQ.

Solomon points out the importance of knowing your 
distribution medium, citing as an example that with digital 
cinema projectors, a growing number of theaters are 
accepting HD video for cinema commercials, rather than 
requiring film. That can affect postproduction choices and 
budgets.

For TV ads, Sonnenfeld contends, “It doesn’t make 
sense in 75 percent of cases to use data because often spots 
are a work in progress and there isn’t a locked cut. So you 
are digitizing way more shots that you need…And you 
have to determine what material you are going to scan. If 
you have to go back to film it’s more laborious than the 
traditional way.”

Nice Shoes’ Ryan offered a different perspective, 
saying that when he works with data, going back to the film 
has been a very infrequent occurrence. “We digitalize all the 
material used in the different versions with a decent amount 
of handles on each side. That usually gives us enough range. 
We suggest to clients that we digitize [material] from all 
versions if they’re not sure about a final cut.”

COLOR SPACE

Another key issue when building these pipelines 
is managing color space, which is the spectrum of 
available colors that the human eye can see. Film 
has different abilities to reproduce color than digital 
displays, so video and film have different color space. 
This means that it is difficult to reproduce film color 
space accurately on a digital display. Manufacturers 
as well as post facilities themselves develop tables 
of information (look up tables or LUTs) in order to 
calibrate color on a digital monitor, in order to ensure 
that what one sees in the suite is what is reproduced 
for an audience. The process is not yet automatic.

At Technicolor Creative Services-New York, which 
offers a complete pipeline for cinema commercials and 
features, executive producer of DI Christian Zak reports 
that the company is using customer LUTs, Kodak’s 
Telecine Callibration System and Filmlight’s Truelight 
to manage color space. Additional new tools include a 
Grass Valley Spirit 4k.

“It’s a question of control over the end product,” says 
Steve Coffey, VP and general manager at TCS-NY. “If we 
stay within our digital infrastructure, we can guarantee that 
the end product after film out will match color wise what a 
client is seeing in post. But some clients are cherry picking 
between places based on talent and price, taking components 
of the workflow out of house. They run into color space 

issues that ultimately can have a negative effect 
on the quality of the end product.”

CROSSOVER TREND

Meanwhile, companies that traditionally 
service long-form clients have already 
constructed digital color grading theaters as 
part of the digital intermediate (DI) process 
of finishing a film. Now, they are finding 
new opportunities offering these services and 
expertise to the short form world.

Among those is Modern Videofilm, 
with offices in Burbank and Glendale, 
which handled the digital color timing and 
digital intermediate work on last summer’s 
hit I, Robot. The company is also looking to 
offer these capabilities for trailers and to the 
commercial arena—particularly for spots that are created for 
theatrical release.

Modern Videofilm colorist Kevin Shaw recently color 
graded a :30 “Mentor Program” for Fox Studios for theatrical 
release, produced by 1741 Productions in Hollywood. The 
commercial was lensed in HD video; all post was handled 
at Modern in 2k; and the color grading was completed with 
a da Vinci 2k while projected with a 2k digital projector in 
Modern’s digital color timing theater.

Stefan Sonnenfeld

New Systems and Choices in Color Correction Systems and Workflow Tools
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By Kristin Wilcha 
At conferences covering creativity and 
varied communication outlets, talk about 
media neutrality abounds. Clients are 
more actively pursuing ideas outside 
the realm of the traditional TV spot. 
More likely than not these days, a client 
wants an integrated approach—perhaps 
an online game, a viral component, 
a branded content piece, a DVD and 
traditional broadcast ads. 

With an estimated 90 million people 
tuning in to watch the Super Bowl, it’s 
clear that commercials aren’t going 
anywhere anytime soon, but rather the 
nature of campaigns are changing. With 
new elements increasingly necessary, 
the broadcast production departments 
at agencies are constantly evolving, and 
adding new responsibilities and skill 
sets. “Multi-platform content requires 
producers who are unafraid of venturing 
out and finding out who are new partners 
are in these things—like if we’re going to 
do something for the Web, if it’s going to 
be something long-form, if the production 
company can do it for you, or [deciding] 

how many partners you need on a 
particular project,” says Matt Bijarchi, 
VP/director of broadcast production at 
Young & Rubicam (Y&R), Chicago. 
“It’s happening fast and furiously, and it’s 
falling [onto the production department to 
get it done], which is good, as it should. 
It’s exciting; it’s a huge opportunity for 
all of us, but you’re forging new ground, 
which is a challenge—but it’s a good 
one.” 

Brian DiLorenzo, head of broadcast 
production for Fallon North America, 
who is based in Minneapolis notes, 
“it all ends up being in the broadcast 
department ultimately, if there are things 
that are content-based. Whether we’re 
shooting photographs for a Web site, or 
working on a game, you invariably are 
the conduit.” What that means, he says, 
is that he and his producers are more 
often than not working more closely with 
other departments—media, planning, 
interactive and 
others. 

At Crispin 
Porter + Bogusky 
(CP+B), Miami, 
creating integrated 
campaigns is the 
norm. In fact, the 
shop, which has 
produced projects 
such as the Web-
based Mini 
Cooper “Robots” 
campaign and 
the Subservient 
Chicken Web site 
for Burger King, 

has taken the word broadcast out of the 
production department’s name—it’s 
now called the integrated production 
department; continuing to head it up are 
David Rolfe and Rupert Samuels, co-
heads of integrated production. 

“We’ve taken significant steps 
to engage non-broadcast work in a 

philosophical way, as well as structural,” 
explains Rolfe of the name change. “We 
consider all work to have interactive or 
non-traditional potential, even if all we 
get at the beginning is a TV script. Our 
mindset is now pre-engineered to move 
a project, an incipient idea to the non-
broadcast realm.” 

Structurally CP+B’s integrated 
production department means that 
interactive, TV, radio and art buying 
have all been merged. “This streamlines 
communication and helps merge skills 
sets among our producers,” says Rolfe. 
“Most significant about this process is 
that we will avoid isolating the interactive 
side—and its producers. The skill set of a 
good, versatile broadcast producer is ideal 
for taking on interactive work—not to 
mention non-traditional and long form.”

The Process

DiLorenzo and others note that 

producer involvement is coming earlier 
and earlier in the process. “We’re finding 
ourselves even earlier being involved 
during the concepting phase,” he says. 
“I would say one of the huge lynchpins 
now in terms of creative [is that] more 
than likely there’s an integrated campaign 
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that involves aspects of the Internet and 
traditional work, and sometimes some 
out of home that connects to it all. It 
really boils down to what the media is 
about and what the usage is. The big 
dynamic shift I’ve seen is where you 
would originally be involved early in 
on the concept to figure out how its 
genesis would go through commercial 
production, right now the very first 
question we ask is ‘how are you going 
to use this, and where are you going to 
use this?’ ”

Fallon is well-versed in creative 
media placement, having arguably 
pioneered short films on the Internet with 
its series of BMW short films, directed 
by A-list feature helmers; the first round 
was produced via bicoastal Anonymous 
Content, with the second round—which 
DiLorenzo served as executive producer 
on, being done via bicoastal RSA USA. 

More recently, the agency teamed with 
RSA USA again to produce a series of 
shorts for Amazon.com, and created a 
branded content project for Lee Jeans that 
had its mascot, Buddy Lee, appearing 
on MTV 2’s Control Freak. DiLorenzo 
relates that meetings about new projects 
often involve not just production and 

creative—representatives from the 
media or planning departments might be 
on hand as well.

“Things that were regimented into 
specific meetings are ending up as these 
brainstorm forums,” he explains. “What 
we’re actively doing is getting together 

with different groups of people, to 
change up the dynamic of how an idea 
can be impacted by these different areas, 
because sometimes the beauty of an idea 
could be the media buy.” 

Collaboration and integration of 
function have become common at Fallon 
as ideas are executed to reach consumers 

in new ways. DiLorenzo notes that 
creatives at his shop are very open-
minded about how they might execute 
a particular idea. “We find ourselves 
trying to envelop some of these creative 
conversations with people that really 
know what the latest and greatest is in 
each of those different environments,” he 
explains. “We find ourselves doing a lot 
more cross-pollination. For example, we 
might get turned on to some of the latest 
stuff that our interactive people might 
see in terms of technology, or interesting 
sites. And at the same time we might 
have these great collisions of ideas, and 
so we’re finding ourselves organically 
becoming very integrated between 
different disciplines and executions.”

Rolfe notes that integrating the 
production department has made it easier 
to provide leadership for new ideas. 
“Our goal with the integrated department 
is certainly to provide leadership in 
inspiring the work within the agency,” 
he says. “CP+B’s creative department is 
very engaged in developing interactive 
work, but [the new structure] is ideal 
terrain for teamwork—it is very hands-
on, it can be refreshingly homegrown, 
and it is perfect for creative producing. 
And by creative producing, I don’t mean 
that merely as an aesthetic function, 
but more so with regard to innovative 
approaches to making a project happen. 
For example, ‘What director can you get 
for this project—whether it’s a Web site 
of short films, a DVD or a longer form 
piece? Who—and what—vendors can 
you inspire to take this work on?’ ”

Exploring other media that are less 
expensive than television can allow 
for greater creative latitude. “I think 
the conversation is a very exciting 

one,” notes Jennifer Golub, director of 
broadcast production at TBWA/Chiat/
Day, San Francisco. “People are always 
interested in exploring other avenues and 
in the opportunity for more length. When 
you get into length, you can get into 
deeper stories, and the media time isn’t 
as precious, so you have a little bit more 
flexibility. That’s why it is so exciting to 
creative people.” 

Client Interaction

Each of the heads of production 
SHOOT spoke with said that interacting 
more closely—and earlier—with clients 
is a large part of coming up with new 
ideas to reach clients. 

Bijarchi, of Y&R, who is currently 
working on a project for the Travel 
Channel’s World Poker Tournament that 
includes spots directed by the team of 
Jacobs/Briere at bicoastal HKM, as well 
a Web component and guerilla campaign 
being produced in-house at the agency, 
says working more closely with clients is 
a good thing. 

“There is a comprehensive, 
systematic approach [to projects] that has 
to happen,” says Bijarchi. “[You have to 
make sure] that all the important pre-
production conversations happen with 
the client. I like working with the client, 
because you build up a collaboration with 
them, and it’s a huge trust thing, and it 
is new ground for everyone, so they just 
want to know that you’re not afraid to 
manage the process for them, and bring 
to them not just the right people, but the 
right executions of your multi-platform 
contented creative.”

DiLorenzo reports that clients in 
general are dealing more with all facets 
of the agency. “There’s a lot more talk 
about how you get work done that fits 
into the core of [the client’s] audience. 
And whether it happens from a planning 

perspective or a media buyer’s perspective, 
it seems like the creativity of the project 
doesn’t focus itself so narrowly just in 
the stream of the creative department of 
the agency,” he notes. “…We’re brought 
in very early [in some] cases to weigh the 
pros and the cons, and sometimes taking 
ideas that are very creative, but very raw 
and trying to refine them in ways that are 
practical to shoot within the budget, or 
within the schedule.”

And while budgets for most 
integrated approaches remain miniscule 
in comparison with traditional broadcast, 
the reward for clients and producers can 
be great. “Our producers want to work 
on this stuff, no matter the budgetary 
dimension of a project,” contends Rolfe. 
“That’s because the ideas are terrifically 
inspiring. I think directors and production 
companies will yearn for the work in the 
end, rather than fear it (due to budgets). 
And, budget-wise, we will sort it out and 
the process will evolve. But the potential 
is awesome.” 

The budgets, though are likely to 
increase in the future. “It is a new world, 
and your clients have to know what 

“We consider all work to have 
interactive or non-traditional potential, 
even if all we get at the beginning is 
a TV script. Our mindset is now pre-
engineered to move a project, an 
incipient idea to the non-broadcast 
realm.” 

Jennifer Golub

John Noble

Advertising Production Evolution Continues
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through all four quarters. Here’s some of 
the industry feedback to the Super Bowl 
XXXIX ads:

Ric Anello
Chief creative officer
Ric Anello Creative Consortium, St. 
Louis

The old adage goes something like 

you do your best work when you’re 
forced into a corner and have to find your 
way out. I think that’s what happened. 
Rather than holding people back, the 
Janet Jackson factor in a weird way 
made agencies turn out better work in 
order to find a way around it. The Diet 
Pepsi stuff—the Hummer parody with 
the Pepsi truck—was terrific. What 
client wouldn’t want to see their logo in 
every second of a commercial? But what 
viewer would pay attention to it if you 
did? Yet here the logo was on the screen 
seemingly every second because the 
spot [“Trucks” featuring P. Diddy and 
directed by Joe Pytka of Venice, Calif.-
based PYTKA for DDB New York] was 
entertaining and engaging. 

We also saw two new Super Bowl 
advertisers with spots that made it seem 

they had plenty of Big Game experience 
and that they belonged—Ameriquest 
Mortgage and Careerbuilder.com. The 
“here kitty, kitty” ad for Ameriquest 
[“Surprise Dinner” directed by Craig 
Gillespie of bicoastal/international 
Morton Jankel Zander (MJZ) for DDB 
Los Angeles] had great shock and 
surprise value, hitting home the point not 
to judge a book by its cover. The same 
for the spot with the guy who’s on the 
cell phone at the convenience store[also 
helmed by Gillespie]. The storekeepers 
hear his side of the conversation but 
don’t realize he’s on the phone, thinking 
he’s instead about to rob them. The way 
they defend themselves—with mace, a 
baseball bat and an electric prod—was 
just outlandishly funny.

Careerbuilder.com with its over-the-
top visual comedy featuring monkeys 
coupled with an understated human actor 
really worked [directed by Bryan Buckley 
of bicoastal/international Hungry Man 
for Cramer-Krasselt, Chicago]. This and 
the Budweiser spot [“Journey” directed 
by Albert Kodagolian of Tate USA, 
Santa Monica, for DDB Chicago] scored 
for best use of animals in the Super 
Bowl. It was a great sequel to last year’s 
spot where the donkey gained inclusion 
into the famed Clydesdales. Now other 
animals want to be part of the Clydesdale 
team, showing that the original ad wasn’t 
“one trick donkey.”

David Baldwin 
Executive creative director
McKinney + Silver, Raleigh, N.C.

I thought the ads were incredibly 
disappointing. I thought they were really, 
really bad for the most part. At this point, 
the Super Bowl is the stage for advertising, 
and its one of the venues where people 
actually watch the advertising. And in 
fact, it’s one of the last places where I 

think people accept advertising, as a non-
intrusion—they like it…[But] there were 
only a few really good commercials. 

I thought the best spot overall, by 
far, was the Bud Light “Parachute” spot 
[directed by Michael Downing of harvest, 
Santa Monica, for DDB Chicago], where 
the pilot jumped out of the cockpit. That 
spot was hilarious. And I thought it was 
one of the only commercials that reached 
back to the spots of old that were really 
terrific. It was better than any of the Bud 
Light spots from last year. … However, I 
thought that was the only Bud Light spot 
[from this year] that was good. … I thought 
the other ones really disappointed. There 
was such a big over-reaction to last year, 
with clients and agencies being careful 
not to offend anybody [this year] that I 
think they just decided to play it safe.

The other thing that I noticed, the 
Super Bowl traditionally has been a place 
to break spots, to break a new campaign, 
to break news. And last night there were 
a whole bunch of spots that were not 

new. And I’m sure that it’s because when 
you’re paying $2.4 million for the media, 
you don’t go off and spend a million on 
production. The Toyota Prius spot [out of 
Saatchi & Saatchi LA, Torrance, Calif., 
and directed by Tarsem of bicoastal/
international @radical.media] was a nice 
spot, but it broke last year. Cialis [out of 
Grey, New York, directed by Jonathan 
Darby, who is with Original Film, Los 
Angeles] did almost the exact same spot 
as they did last year, and it was just as bad 
the second time, but at least they didn’t 
blanket it, and I didn’t have to explain 
erectile dysfunction to my eight-year-old 
this year. … 

Here’s my spot that I think did a 
great job of doing what Super Bowl 
commercials can do, and that was for 
Ameriquest Mortgage. Ameriquest is a 
brand that as far as I know, has never 
done anything. And yet last night, they 
did two of the best spots. I thought the 
cat spot was just really, really awesome. 
I thought the way it made it’s point 
was very, very clever, and it just made 
you stand up and notice Ameriquest, 
and that’s what a Super Bowl spot 
is supposed to do. And I think out of 
everybody, they’re the ones who got 
their money’s worth, because now I 
know who they are.

I thought the Godaddy.com spot 
[directed by Bryan Buckley of Hungry 
Man for The Ad Store, New York] 
with the wardrobe malfunction was so 
gratuitous and so easy, it belonged on 
last year’s Super Bowl, with all the other 
gratuitous, easy dumb spots. 

Again the Super Bowl is a stage, 
it’s a stage where you stand up; it’s akin 
to being given a chance to step out on 
stage and sing and be really awful, or 
singing the “Star Spangled Banner,” 
but singing it in monotone. I thought 
the Honda campaign [for the Ridgeline 

truck directed by Erich Joiner of Tool of 
North America for Rubin Postaer and 
Associates, Santa Monica] where they’re 
introducing this really cool product…
didn’t step up to the stage at all. And if 
you compare it to the work that Honda’s 
been doing in the U.K., there’s just no 
contest. In fact, Honda would have been 
better off running “Cog” from last year, 
or one of their other spots. 

The other one that I thought was a 
big disappointment was Napster. I think 
Napster is a youth brand, it’s a rebel brand, 
and it’s a very cool product. And they’re 
up against one of the most culturally 
relevant brands in the world right now—
Apple and the iPod, and they did this 
really rational, boring comparison spot. 

I thought the Bubblicious spot 
[“Spotlight” out of JWT, New York, and 
directed by Josh & Xander of bicoastal/
international Partizan] was atrocious-
alicious.

I thought the most courageous thing 
of the night belonged to McDonald’s with 
the “Lincoln Fry” [directed by David 
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Shane of Hungry Man] and [trying to 
drive people to the Lincolnfry.com Web 
site]. … I thought it was interesting and 
they did pique my interest to check it 
out. And I do like the fact that if you’re 
going to spend all that dough on the 
Super Bowl, they tried to do something 
bigger than a TV commercial. …

And my biggest disappointment of 
the night was Pepsi and iTunes [out of 
TBWA/Chiat/Day, Los Angeles, and 
directed by Baker Smith of harvest], 
because Pepsi used to own the Super 
Bowl, the way Bud Light has over the 
last few years. … I thought the P. Diddy 
spot [“Trucks”] was as close as they got 
to being OK. For the most part, Pepsi 

was a real no show. Again, you’ve got 
one of the brands that are known for 
great advertising, and you’ve got Apple, 
which is known for cultural relevance, 
and then you do something kind of very 
straight. And those spots must have cost 
so much money to do, to get the rights for 
everything. I just found them to be very 
boring, and sort of uneventful. … 

I actually thought the Mustang spot 
[“Green Light,” out of JWT, Detroit, and 
directed by Patrick Sherman of bicoastal 
Anonymous Content] with the frozen guy 
was pretty good. And the only other one 
I wanted to mention was the Anheuser-
Busch spot with the soldiers [“Applause” 
directed by Pytka for DDB Chicago], 
which I thought was beautifully done, I 
thought it was pretty tear inducing, but 

I felt manipulated after seeing it. I guess 
it’s politically incorrect to not like that—
you have to like that one. I just didn’t 
believe that. I’ve walked up to soldiers 
in airports, and thanked them. But, it just 
felt very Hollywood made-up to me. The 
way they did it, like with the slow clap, 
and then everyone starts clapping, it was 
like the end of a bad sports movie.

Marty Cooke
Creative partner
SS+K, New York 

If not Janet Jackson’s breast, at 
least show me her belly button. Heck, 
Paul McCartney’s navel would have 
been a high point on this Super Bowl 
extravaganza of self-censorship. 
Everyone except Super Bowl MVP 
Deion Branch ran for cover. Welcome to 
life in the age of self-righteousness.

As usual, what people consider 
safe is some rosy-colored version of the 
past. An ex-Beatle singing songs older 
than most of the viewers. Cadillac spots 
referring to old Mercedes ads. And didn’t 
the almost-moving Anheuser-Busch 
spot [“Applause”] with people clapping 
meaningfully for returning vets remind 
you of the spot with farmers clapping 
meaningfully for the Olympic torchbearer 
a few years back? I think I spotted one of 
those farmers at the airport. 

I’m not saying cheap tricks like 
wardrobe malfunctions, gratuitous sex 
and adolescent humor constitute creative 
bravery. But in sweaty fear of any kind of 
controversy, everyone played it safe. No 
chances were taken. The frozen guy in the 
Mustang was a fine spot [“Green Light”], 
but in a good year of Super Bowl spots, 
it would have been in the middle of the 
pack. There are a million ways to break 
the rules and stand out without stooping 
to being stupid. But not when everyone’s 
cowering with fear of the righteous right. 
Last night was proof of the insidious 
power of self-censorship.

Michael Mark
Creative director/CEO
NYCA, Encinitas, Calif.

The playing field has changed—
with sensitivity to 9/11, then sensitivity to 
sexual issues, gross ads. Our sensibilities 
are in turmoil. We’re in a war right now. 
The Moral Majority has a loud voice. 
On one hand, you have to be concerned 
about so many factors, as well as how 
much it costs to create and run a spot. 
On the other hand, your ad is arriving 
at a party where you shouldn’t have any 
cares, where you’re supposed to have a 
good time. This can be a difficult balance 
for advertising people to get just right. 
It’s become very difficult to create a great 
Super Bowl ad.

Two ads I thought were pretty 
successful—that did indeed use sexual 

content, but in a milder fashion—were 
for Godaddy.com and Tabasco. They 
stood out due to a tamer surrounding 
environment. First off, the Godaddy.com 
name is memorable in and of itself. The 
name was on this knockout girl’s shirt. 
A strap came loose, hearkening back to 
the Janet Jackson wardrobe malfunction. 
Meanwhile the conservative men at the 
congressional hearing were transfixed 
on her—but they were offended. It kind 
of lampooned the conservative mindset 
we’re in today. This spot went against the 
current and I think it probably generated 
a lot of visitors to the client’s site.

The Tabasco ad wasn’t as good as 
the one the company did a few years ago 
with the mosquito. But this one [“Tan 
Line” directed by Keith Rose of bicoastal 
Velocity@Crossroads for DDB Dallas] 
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was somewhat successful with branding 
on the bathing suit of this attractive girl. 
Because she ate Tabasco sauce, her 
sunburn came from within, underneath 
the bikini strap instead of on her skin that 
was exposed to the sun. It was a great 
idea.

My favorite commercial [Anheuser-
Busch’s “Applause] was the troops at 
the airport getting applause from people 
at the terminal. It got your attention 
and grabbed you emotionally while 
supporting brand value in an understated 
way.

Second best, I thought, was Napster. 
It hit me in my wallet. The ad took on 
the favorite, the iPod, and simply said 

we can beat you. Here’s our play—$15 
a month to fill up your MP3 player, as 
compared to thousands of dollars on an 
iPod. It was an inexpensively produced 
spot, which spoke to the issue of saving 
money. I give that a touchdown.

Tom O'Keefe
Executive creative director
Foote Cone & Belding,
Chicago

There was so much talk before the 
game about this being a different kind of 
Super Bowl in light of what happened 
[Janet Jackson] last year. I expected it to 
be more conservative based on that. But 
I didn’t feel completely different about 
the ads this year than the year before or 
the year before that. There were some 
winners, some spots in-between and 

some not so great.
The FedEx spot [“Top Ten” directed 

by Hungry Man’s Bryan Buckley for 
BBDO New York] was my favorite. It was 
so about the Super Bowl in a self-effacing 
way [outlining, with tongue in cheek, the 
elements needed for a successful Super 
Bowl spot]. It just nailed it and wound up 
foreshadowing some of what was coming. 
We later saw a celebrity, Brad Pitt [for 
Heineken in a spot market buy], then we 
saw animals and so on. The FedEx spot 
just broke out of the clutter as being THE 
Super Bowl spot.

I also admired the Careerbuilder 
work. They ran three spots. The first 
one had me thinking “I’ve seen chimps 
before,” but I liked strategically where 
this was going. Instead of be all you can 

be, the message was to be careful where 
you’re working; we’ll help find the right 
place for you. Then later, the second ad 
was even funnier with the guy telling the 
chimp executive that it wasn’t a good 
idea to name a product Titanic. From a 
copywriting standpoint, that line stood 
out for me. Then the third ad sealed it; it 
was a very smart approach.

The Brad Pitt ad for Heineken 
[directed by David Fincher of Anonymous 
Content for Wieden+Kennedy, 
Amsterdam] was big production and a 
simple idea, extremely well done and 
funny—a guy of that stature going out to 
get a beer. It broke out of the pack.

Simplicity rules. The Budweiser 
spot with the guy jumping out of a 
plane, about going to great lengths for 
a Bud Light, is an example. I laughed 
out loud. 

The Ameriquest stuff was well done 
but I had no idea what to take away in 
terms of Ameriquest. It was a great 
idea, well written but needed a more 
succinct wrap-up. The Bud Light spot 
with the parrot [“Lady” directed by John 
Immesoete of Backyard Productions, 
Venice, Calif., which he wrote via 
Backyard sister shop Seed for DDB 
Chicago] seemed funny but I couldn’t 
hear everything during the game. It 
missed a little bit for me. But when I 
saw it online the next day, I liked it a lot 
more. That underscores why simplicity 
rules; ideas that don’t need the volume 
turned up, that can break through the 
clutter. There are a lot of dynamics that 
go beyond if your spot is good and well 
written. The simpler it can be, the better 
and the funnier.

Editor’s note: Check out 
SHOOT’s e.dition next week for more 
agency feedback on the Super Bowl 
commercials.

From top to bottom: FedEx's "Top 
Ten," Anheuser-Busch's "Applause" and 
Ameriquest's "Mini Mart."  >Click each 
poster to view spot.
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Super Bowl Spots' Scoring By Creatives' Varies Greatly

they’re going to spend, and on what, so 
this, since it’s all new, the budgets haven’t 
been set up,” notes Bijarchi. “That’s what 
the challenge is. … All these dollars that 
are going to these other platforms are 
coming from your production budget, or a 
highly spirited conversation with a client 
over the need for more money. It’s hard. 
Agency producers have to own this, and 
they have to lead on this, or somebody 
else will—and it makes the most sense 
for us to do it.”

Skill Sets

Along with working more closely 
with other agency departments, 
producers and heads of production are 
finding that being astute when it comes 
to technology is more important than 
ever. “It’s a harder job than it was 15 
years ago,” says John Noble, senior VP/

head of broadcast production at Element 
79 Partners, Chicago. “You’ve got to 
see and understand things and learn 
how to communicate in broader ways—
producing content, and viral gaming, and 
branded placement, it’s a new horizon. 
It’s everything a producer was before—
you had to be a quick study and a quick 
learn, even more so now. Certainly a 
wider knowledge is necessary.” 

Noble, who is currently working on 
a gaming project for Gartorade, says that 
he is in the process of initiating a “mirror 
training program,” where the younger 
producers will teach up, and the more 
senior level producers will teach down. 
“I have made huge strides in new hires, 
looking for new producers who are wired 
and plugged in—living and breathing 
the technology. [Everything] from the 
Web to gaming, people who know viral 
marketing,” he explains. “They have 

to know the classic training, and that’s 
what I’m giving them—storytelling 
and filmmaking—they need to know 
the rules before they can break them, so 
to speak. I’m putting together a mirror 
training program where, I teach down, 
as do some of our senior producers, and 
they’re going to be able to teach back up, 
because we learn so much from them.”

DiLorenzo also looks to his staff for 
expertise. “[Today, producers] need to be 
much more up on technology,” he notes. 
“I would say that in our department, 
there’s a continuous add-on of things 
you need to know.

“The best thing you can do as a head 
of production,” he continues, “is make 
sure that you feel that there is a panorama 
of people that are out there experiencing 
and looking at stuff and then figuring out 
how you can pull them in on a project to 
project basis.”

Ad Agency Series: Heads of Production Thinking Integrated
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Speaking to SHOOT via cell phone 
from outside of a Sundance screening of 
his film Junebug, director Phil Morrison, 
who directs spots through bicoastal Epoch 
Films, whispers, “There are 1,200 people 
in there watching my film right now. It’s 
nervewracking—but really cool!”

This isn’t the first time that Morrison 
has had his work showcased at Sundance: 
In ‘92, Tater Tomater, a film Morrison 
directed while a student at New York 
University, was shown at the festival. 
The short was based on a story written 
by a lifelong friend of Morrison’s named 
Angus MacLachlan, who also wrote 
Junebug, which competed in Sundance’s 
Dramatic competition.

Junebug finds a sophisticated gallery 
owner from Chicago (Embeth Davidtz) 
venturing to North Carolina to meet 
her new husband’s (Alessandro Nivola) 
dysfunctional family. “It’s a drama,” 
Morrison said, “but there are a few spots 
where people will laugh.”

Morrison shot the film on Super 
16mm over the course of 20 days back in 
his hometown of Winston-Salem, North 
Carolina, working with a crew familiar 
to him from his spotmaking endeavors, 
including DP Peter Donahue and 
production designer David Doernberg. 
“It was like being surrounded by family,” 
Morrison said.

Meanwhile, Epoch Films executive 
producer Mindy Goldberg served as one 
of the producers on Junebug. According 
to Morrison, she jumped onboard the 
project the second he told her about it. 

Plus, “Mindy basically committed 
herself to me being away from 
commercials for nine months. I’m 
so grateful to her for that,” Morrison 
shared. Morrison, who helmed a Verizon 
campaign before shooting Junebug 
last year, said he has missed making 
commercials. “We edited the film in the 
Epoch offices, so I was watching the other 

directors running around making spots, 
and I was deep into cutting Junebug, and 
I loved it. But I couldn’t help but think 
they looked like they were having fun.”

Reel Paradise

A documentarian known for films 
such as Hoop Dreams and Stevie, 
director Steve James had his latest 
documentary, Reel Paradise, shown as 
one of Sundance’s Special Screenings. 
The project took him to the Fiji Islands 
to follow independent film maven John 
Pierson (author of the book Spike, Mike, 
Slackers & Dykes, and co-creator and 
host of the IFC series Split Screen) and 
his family as they neared the end of a 
year-long stay on a remote island where 
Pierson took over a local theater and 
showed films for free.

Sounds idyllic, doesn’t it? Well, the 
last month of the family’s stay on the 
island was anything but. As we see in 
the film, “Their house was robbed during 
this last month,” James revealed, “and 
that precipitated a lot of drama within the 
family and the community.”

Even without the drama, Pierson 
himself makes for a compelling 
character. “He really is a larger than life 
guy, literally and figuratively,” according 
to James, who is repped for spots through 
bicoastal Nonfiction Spots. “He stands 
about six-foot-four, six-foot-five, and he 
has always been a very outspoken guy, 
a very opinionated guy, very funny, very 
entertaining, very smart.”

James first met Pierson more than 
10 years ago, around the time that 
Hoop Dreams was shown at Sundance. 
While Pierson, who has represented 
and distributed films by Spike Lee, 
Kevin Smith and others, didn’t officially 
handle Hoop Dreams, “he became a 
huge champion of the film and talked it 
up to the press,” James shared. “That’s 
when I first got to know John, and we’ve 
maintained a friendship ever since.” 
Little did James know that Pierson would 

one day become the subject of one of his 
films.

James shot Reel Paradise, which 
counts the aforementioned Smith of 
Clerks fame as one of its producers, two 
summers ago on Digibeta with a small 
crew. “It looks terrific,” James said of the 
film. “It’s been blown up in HD, and a lot 
of people probably think it was shot on 
HD because it looks so good.”

It doesn’t just look good. It also tells 
a compelling tale, according to Chicago 
Sun-Times movie critic Roger Ebert, who 
went out of his way to praise the film, 
writing “This is what reality TV could be 
like if it had a brain and a soul.”

The Girl From Monday

Steve Hamilton, who cuts spots and 
does sound design through his company 

Mad Mad Judy, New York, for clients such 
as Volvo and PricewaterhouseCoopers, 
is also known as director Hal Hartley’s 
longtime editor, cutting Hartley films 
such as Simple Men, Flirt and No Such 
Thing, which was released in ‘01. “After 
No Such Thing, we were kind of sitting 
around, and it was difficult for [Hartley] 
to get the next project off the ground,” 

Post-Its
Roe Bressan  has dec ided to  leave her  pos i t ion as managing d i rec -
tor  of  The Whitehouse, New York , in  order  to  s tar t  her  own con-
su l tancy bus iness . Her  last  day on staf f  at  The Whitehouse wi l l  be 
Feb. 25, capping three -and-a -hal f  years  at  the shop. The Whitehouse 
has committed to  be ing Bressan’s  f i r s t  consul tancy c l ient . Bressan 
expla ined that  she had at ta ined her  goal  at  The Whitehouse, he lp -
ing i t  establ ish a st rong New York operat ion in  consor t  wi th of f ices 
in  London, Chicago and Santa Monica . Now she’s  looking to  take on 
new chal lenges….  Blue Rock, New York , has launched a sate l -
l i te  d iv is ion , Tranquil ity Base , New York , under  the aegis  of  man-
aging d i rector/creat ive d i rector  Andy Milkis . The new venture ’s  
v isual  ef fects  and des ign ser v ices wi l l  complement  those of  B lue 
Rock’s  s is ter  company, Spontaneous, New York . Another  key staf fer  
at  Tranquil ity Base  i s  producer/sales rep Glen Carey, who comes 
over  f rom McCann-Erickson , New York…. Edi tor  T ina Mintus  has 
been named a par tner  in  edi tor ia l/v isual  ef fects/des ign company 
Version2, New York . She wi l l  head the company wi th owner/edi tor  
Vito DeSario—whom she has worked wi th for  e ight  years—and wi l l  
be responsib le  for  new recru i tment…. . Ed i tor  Erik Johnson , most  
recent ly  wi th Crew Cuts , New York , has come aboard Homestead 
Editorial , New York , becoming par t  of  a  roster  that  inc ludes edi -
tor s  Char ly Bender , Chris Hel lman, Greg Dougher ty, Skip Duff, 
Sam Welch  and Lisa Barnable…. Edi tor  Joel  Marcus , who spent  
the past  two years  in  h is  nat ive England on a personal  sabbat ica l , 
has returned to the U.S . market , jo in ing Cake , a  Santa Monica shop 
launched by pres ident/execut ive producer  Tatiana Derovanessian . 
Pr ior  to  h is  recent  U .K . s tay, Marcus was cut t ing v ia  Rock Paper 
Scissors , Los Angeles . Derovaness ian formed Cake in  co l labora -
t ion wi th edi tor  Rick Lobo  and v isual  ef fects  composi tor  Josh 
Ki r schenbaum…. The Mil l , London,  has added severa l  s taf fer s :  
producers  Lee Pavey  and Daniel  Sapiano ;  v isual  ef fects  super v i -
s ion and composi t ing vet  Yourick van Impe  and F lame ar t is t  Hsu-
Hung Tai . The lat ter  has worked throughout  As ia on g lobal  accounts  
such as Nissan, Hi tachi , LG and Sony. Van Impe has been wi th such 
shops as Ace Post Production , Brussels , and Golden Square 
Post , London. Sapiano most  recent ly  headed the product ion depar t -
ment  at  Das Werk , Hamburg . Pavey is  a lso an a lumnus of  Golden 
Square Post…

Work From Commercialmakers Screened At Sundance Film Festival
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film produced and distributed by a 
studio, and they just buried it, and you’re 
only as good as your last movie.”

So Hamilton decided it was time 
for the two to take matters into their 
own hands, and he suggested that he 
and Hartley partner to make Hartley’s 
next film independent of a studio, with 
Hamilton producing. A few months after 
Hamilton presented the idea, Hartley 
came back to him with the script for 
The Girl from Monday. Hartley’s fourth 
film to be shown at Sundance, The Girl 
from Monday was part of the Premieres 
lineup.

A farcical sci-fi thriller, the film 
starring Bill Sage, Sabrina Lloyd and 
Tatiana Abracos, finds a creature dropping 
to Earth from space and taking over the 
body of a stunningly beautiful girl so she 
can find a friend in trouble. “The script 
really appealed to me right off the bat. I 
thought it had really good energy and was 
aggressive and topical and was going to 
make an impact,” Hamilton said. “Hal 
describes it as a science-fiction movie 
about the way we live now.”

The Girl from Monday was shot on 
digital video mostly in New York City—
in fact, Mad Mad Judy was the setting for 
several interior scenes—over the course 
of three weeks.

Hamilton then cut the film on the 
Avid at Mad Mad Judy, and as a first-
time producer took command of the post 
process.

Hamilton enjoyed his initial 
foray into producing. “I found it very 
empowering and exciting, and it seemed 
like a real progression,” Hamilton 
reflected. “I learned a lot as I was forced 
to be a lot more aware of the budgeting 
process and the scheduling process.”

Spotmakers 
Screened At
Sundance
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rep report

street talk

bulletinboard
❑ Feb. 23-26/Greensboro, N.C.: University of North Carolina at Greensboro Carolina Film and 
Video Festival. www.uncg.edu/bcn/cfvf/….
❑ Feb. 28/New York: Association of Music Producers (AMP) call for entries deadline for the 
2005 AMP Awards for Excellence in TV Commercial Mixing. Liz Myers, (310) 546-3505; 
www.ampnow.com….
❑ March 2-13/San Jose, Calif.: Cinequest Film Festival. www.cinequest.org….
❑ March 3-6/Sedona, Ariz.: 11th Annual Sedona International Film Festival & Workshop. 
www.sedonafilmfestival.com….
❑ March 4-7/Toronto: Female Eye Film Festival 2005. www.femaleeyefilmfestival.com….
❑ March 4-13/Durango, Colo.: 5th Annual Durango Film Festival. info@durangofilmfestival.com; 
www.durangofilmfestival.com….
❑ March 10-20/Cleveland: Cleveland International Film Festival. www.clevelandfilm.org….
❑ March 10-20/San Diego: San Diego Latino Film Festival at Mann Theatres. www.sdlatinofilm.
com….
❑ March 10-20/Montreal: The 23rd International Festival of Films on Art (FIFA). www.artfifa.
com….
❑ March 11-20/Austin, Texas: SXSW South By Southwest Festivals + Conferences. www.sxsw.
com….
❑ March 30-April 2/Wilmington, N.C.: 11th Annual Cucalorus Film Festival. www.cucalorus.org….
❑ March 31-April 3/Madison, Wis.: 7th Annual Wisconsin Film Festival. www.wifilmfest.org….

❑ Director Richard Yelland has secured representation in Canada via Imported Artists, Toronto. 
He continues to be repped stateside by Conceive Media, a satellite of bicoastal/international Believe 
Media….Plum Productions, Santa Monica, has signed director Jake Schreier. Already at his new roost, 
Schreier, 23, has wrapped his first commercial, a job for Pontiac. Schreier made his initial mark with 
the short film I Love My Cat. During his sophomore year as a Tisch Scholar at NYU film school, Schreier 
gained distribution for the film, which screened on the Independent Film Channel, as well as at other ven-
ues. He also recently helmed a music video for The Thrills….Dana Tynan, a noted fashion photographer 
recently turned director, has joined Detour, a Venice, Calif.-based production house headed by execu-
tive producer Josh Canova, for representation as a commercial helmer….Commercial film and design 
company Hornet, New York, has signed stop-motion animation artist Peter Sluszka for exclusive rep-
resentation. His recent endeavors include collaborating with director Michel Gondry of bicoastal/inter-
national Partizan on a music video for the single “Walkie Talkie Man” from Kiwi rock/hip-hop amalgam 
Steriogram. The clip received a Grammy nomination for best short form music video of the year….

Washington Square Films, New York, has linked up with Spank Films, Toronto, for Canadian repre-
sentation on behalf of directors Peter Sillen, Jeff Feuerzeig, Randy Hackett and Bob Balaban….  
Harold Moss, creative director of New York-based animation and design house FlickerLab, is now 
repped for commercials in Europe via the animation division of commercial production house BUS, 
Madrid. At press time, Moss was in Madrid serving as visual effects supervisor for animation and design on 
a FlickerLab spot for Ford, produced by BUS….Production designer Michael Broaddus is now repped by 
Radiant Artists, Los Angeles, for commercials and music videos….Wardrobe stylist Ernesto Martinez 
has signed with Montana Artists Agency, Los Angeles, for exclusive representation in all areas. He 
recently wrapped the Jeff Bridges feature Moguls and is again available for commercials….Michael 
Pepper, who represents DPs for Sesler & Company, is slated to transfer from the agency’s Toronto 
quarters to head its Los Angeles office. He will be working with Sesler’s existing U.S. client base as well as 
establishing new opportunities for the roster of DPs….Quantel has appointed Julian Ramm as regional 
sales manager for post in Santa Monica, West Hollywood and West Los Angeles. Ramm joins Quantel from 
Sony where he was responsible for sales of HD systems to key post, broadcast and film studio accounts 
in Los Angeles, and most recently sales of editing systems throughout the western U.S…..
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want more access to the Los Angeles 
talent pool, but tighter budgets and 
production schedules are making 
that increasingly difficult,” said 
Adair. In addition to the new 
Chicago office, Emoto has entered 
into a affiliation with Uncommon 

Trax, an independent record label 
in Chicago, that handles artists such 
as Kurtis Mantronik and Saffron 
Hill. Per the agreement, Emoto 
will be able to offer artists signed 
to the label—as well as tracks for 
licensing—to advertisers. The 
company will also offer sound 

design services via an affiliation 
with 740 Sound Design, Santa 
Monica, headed by Dane Davis, 
who has worked on spots for Nike, 
Lexus and Samsung, among others, 
as well as features such as The 
Matrix, 8 Mile and Boogie Nights.

Emoto’s earlier alluded to 

licensing division will be headed 
up by Howard Paar, who served as a 
music supervisor on the upcoming 
feature film Herbie: Fully Loaded 
and as the executive album producer 
on the documentary Dogtown 
and Z-Boys. Paar also served as 
a record executive, having done 

stints at Mercury/Polygram and V2 
Records. 

“Artists who are affiliated with 
us through our licensing division or 
the label, are also able to work with 
us in other ways,” says Hampton. 
“We can license their work for ads 
or television, or we bring them in 
to create new music. Our aim is to 
introduce new talent from around 
the globe to our advertising, 
television, and film clients, and to 
create new opportunities for artists 
to work in different media.” 

DUOTONE
Composer Dan Marocco, who 

had previously been on staff at 
Duotone, New York, is heading up 
the recently opened Duotone West. 

“We thought he would be 
the perfect person to go out 
there, because he already knows 
Duotone,” said Amy Sheldon, 
partner/executive producer at the 
company, who also noted that 
Marocco had been interested in 
relocating to the West Coast. “He’s 
talented in two ways—he not only 
composes for us, but he’s a total 
computer whiz, so he was the 
perfect person to send out there to 
set things up.” 

Sheldon related that Duotone 
West, while working with clients 
on the West Coast, will also 
handle assignments from East 
Coast ad agencies. “With the 
way the technology is now,” said 
Sheldon, “it’s not any different 
in a lot of ways from doing a job 
here…because we’ll still be able to 
participate in the jobs as well.”
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Expansion And Diversification Seen Among Several Music Houses
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