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As longtime publisher, it’s my pleasure to announce that 
on December 31st I acquired SHOOT from VNU, the Nether-
lands based Media Company that had owned it for the past 
ten years. This move allows us the entrepreneurial freedom 
and nimbleness needed to stay in step with changes in the 
industry so that we can best serve the creative and produc-
tion news and information needs of our readers; advertis-
ing agency creatives & producers, brand marketers, and the 
advertising production and post community.  The e.dition 
marks an important step in that direction.

While maintaining our weekly frequency, we are going 
to produce two formats, the print issues you’ve always 
loved, now on a twice-monthly basis, and this new weekly 
e.dition that combines the look of print with interactive 
and multi-media features to help bring the editorial to life 
through links and streaming video.  We are at work on a 
redesign for SHOOT to show off all the new editorial fea-
tures along with a complete upgrade of our website imple-
menting the dynamic database and streaming video fea-
tures --- look for both those exciting debuts in the coming 
months. 

Building on our strong tradition dating back to 1960 for 
being the first publication to cover commercial production 
& postproduction, and on our excellent relationships in all 
segments of the business, we are starting 2005 with a revi-
talized mission, a mission more in tune with the industry’s 
future.   SHOOT will now provide news and information, not 
only about commercial production and post, but also about 
interactive advertising and branded content production. We 
will be introducing a slew of new features, sections and 
columns to cover these areas. We’ll explore important top-
ics and cover major news on a global basis to better assist 
agencies and clients in making informed creative and pro-
duction decisions about all forms of advertising content, 

whether it’s created for a television screen, a movie screen, 
a computer screen, or a PDA screen.    
 Continuing to focus on creative and production news and 
information, SHOOT will also explore the connections being 
formed among the advertising, entertainment and media 
sectors. We will try to provide perspective and insight for 
those who are grappling with how to best fit in and take 
advantage of a developing, ever shifting industry landscape. 
SHOOT will uncover news and information revealing new 
business models, new opportunities and new partnerships.

SHOOT’s expert editorial staff including, Editor, Bob 
Goldrich, Kristin Wilcha, Sr. Editor, Creative & Production, 
Carolyn Giardina, Sr. Editor, Technology & Postproduction, 
and Emily Vines, Reporter/Associate Online Editor, will be 
working hard in 2005 to provide the news and information 
you need today as well as a road map for tomorrow --- a 
publication that will be as much for clients as it is for ad 
agencies and content producers, one that will be global in 
scope, providing all the commercial production & post news 
and information the industry depends on from SHOOT while 
also exploring the creative and production aspects of inter-
active advertising and branded content, and finally, one 
that will fully utilize the technological capabilities of the 
internet to bring people together.  And of course, we will 
continue our strong tradition of discussing and showcasing 
great work, introducing you to up-and-coming talent and 
connecting you with leading artisans and executives.

We hope you enjoy our first e.dition and our first print 
issue of the year next Friday, January 28th.  We are in the 
process of opening our new offices based in Westport, CT 
and Los Angeles, CA, so please bear with us as work out 
the kinks associated with setting up new systems. 

The editors and I look forward to embarking on our new 
beginnings with you.

Welcome to our new e.dition, one of many new beginnings
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By Christine Champagne
PARK CITY, Utah—The commer-
cialmaking community is traditionally 
well represented at the Sundance Film 
Festival, and this year is no different. 
Several filmmakers who either make a 
living in or are involved to some extent 
in spot production will have their work 
showcased at the 2005 Sundance Film 
Festival, which got underway in Park 
City on January 20 and will run through 
January 30.

This year, the competition for 
inclusion in the festival was intense 
as always, with 2,613 feature films 
submitted for consideration, including 
1,385 U.S. features and 1,228 interna-

Commercialmakers Make Their 
Presence Known At Sundance

tional films. These numbers mark an 
increase from the number of submis-
sions received last year when a total 
of 2,485 feature films were submit-
ted—1,285 coming from the U.S. and 
1,200 from abroad.

Among those from the commercial 
production industry who have worked 
on films featured in the American 
Spectrum category is Eric Pomert, an 
editor with mad.house, New York, who 
makes his feature film editing debut 
with director Adrienne Weiss’ first fea-
ture Love, Ludlow. Produced by the in-
house indie film division of Washington 
Square Films, New York, the film cen-

LOS ANGELES—On January 29 at 
the Directors Guild of America (DGA) 
Awards gala in Los Angeles, director 
Jim Jenkins of bicoastal/international 
Hungry Man will likely see Martin 
Scorsese again—but under strikingly 
different circumstances from the time 
before. Scorsese has been nominated 
a sixth time for the DGA Award in 
feature direction, this time for The 
Aviator. Jenkins meanwhile will be at 
the awards ceremony as a first-time 
DGA nominee for best commercial 
director of the year.

Scorsese and Jenkins worked togeth-
er in 2003 when the latter directed the 
former in American Express’ “One 
Hour Photo,” for Ogilvy & Mather, 
New York. In the :30,  perfectionist 
director Scorsese obsesses over pho-
tographs he snapped of his nephew’s 
birthday party. Scorsese finds fault 
with enough of the pictures to justify 
a re-shoot.

“He [Scorsese] liked the commer-
cial,” recalled Jenkins, who as a result 
will be relatively angst-free should he 
run into the famed feature filmmaker 
on DGA Awards night.

To be in the same room that night 
with Scorsese and other gifted direc-
tors—particularly his fellow nominees 
for the DGA commercials award—is 
an honor unto itself, related Jenkins.

It [the DGA spot nomination] is 
a little bit overwhelming when you 
see who you are up against,” he said. 
“They [the other nominees] are at the 

DGA Nominees Ref lect On 
Spot Director Of Year Honors

NEW YORK—Though Ken Yagoda 
formally left his staff position as man-
aging partner/director of broadcast 
production and creative resources at 
Young & Rubicam, New York, earlier 
this week, plans call for him to con-
tinue to work for the agency on select 
assignments. The highest profile of 
these projects will be the fourth annual 
“Dreams” program, which again teams 
Y&R with Sony Electronics’ Broadcast 
and Production Systems Division.

“Dreams” turns noted spot directors 
loose to reflect their creative vision in 
shorts lensed with Sony 24p HD cam-
eras. Yagoda has been the point person 

Yagoda Exits Y&R,
Holds Onto “Dreams”

By Robert Goldrich

By Robert Goldrich

NEW YORK—Nearly three years ago, 
SHOOT reported on slow payment 
as a dynamic that was starting to sig-
nificantly compromise the health of the 
spotmaking community. At that time, 
a noted production house executive 
addressed the issue under the condition 
of anonymity. He equated the situation 
to a humorous scene from the movie 
Manhattan in which Woody Allen tries 
to explain his financial predicament 
after quitting his job.

“Woody doesn’t quite have a handle 
on it,” said the executive producer. “But 
he relates that his accountant informed 
him that he’s now ‘cash poor, he’s got 
no cash flow—something that should 
be flowing isn’t flowing.’”

Fast-forward to today and the cash 
flow problem has become an even 
more prevalent, serious threat to the 
survival of many commercial produc-
tion companies. According to AICP 
president/CEO Matt Miller, slow cash 
flow has been a prime contributor to 
attrition in the marketplace. Miller said 
that during the past year, the AICP has 
seen 63 member production houses go 
out of business. Those shops, contend-
ed Miller, fell victim in large part to the 
quandary of poor cash flow combined 
with tighter margins.

On the surface, it would seem that 
the loss of 63 houses was offset over 
the past 12 months by the addition 
of 60 production companies into the 

Addresses Late Payment, Sequential Liability, Foreign Production Costs

By Robert Goldrich AICP fold.  However, Miller noted, 
“Startups do not equal established 
companies…The cash flow of the 
business has made staying in business, 
staying liquid, difficult for so many 
companies.”

In light of this, during its semian-
nual board meeting last month in Los 
Angeles, the AICP decided to add to 
its list of guidelines in an effort to 
address the cash flow problem. The 

pinnacle of what you work for. I’m a 
big Noam Murro fan. I love the work 
of Dante Ariola, Fredrik Bond and 
Andrew Douglas. Being included in 
the same category with them is a great 
honor.”

Like Jenkins, Bond of bicoastal/inter-
national Morton Jankel Zander (MJZ) 
and Douglas of bicoastal Anonymous 
Content are first-time DGA commercial 
director of the year nominees. Murro 
of Biscuit Filmworks, Los Angeles, 
and MJZ’s Ariola have each been nom-
inated three times. 

Jenkins’ nomination came on the 
basis of four spots: Nextel’s “Dance 

Click top poster to see Fredrick Bond directed “Cherry”
Click bottom poster to see Dante Ariola directed “Circus” 
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It’s traditional yet contem-
porary.

The same yet different.
It’s brand new yet com-

fortably familiar.
These seemingly contra-

dictory terms paradoxically 
combine to form a clear mes-
sage and sense of purpose, 
reflecting the new SHOOT, 
which has been bought by DCA 
Business Media, with Roberta Griefer 
returning as its publisher and assuming 
the ownership mantle from VNU.

Much of the longstanding SHOOT 
remains intact. But added to that foun-
dation will be several new cornerstones: 
increased coverage of interactive con-
tent and branded entertainment; inter-
national reports; client perspectives; 
industry columns with varied view-

By Robert Goldrich
spot.com.mentary

A New Chapter
points and conveying expertise 
from different sectors; and this 
weekly electronic edition of the 
publication. The latter, which 
we refer to as the “e.dition”—
coupled with a biweekly print 
edition—offers such advantag-
es as being able to view notable 
work instantaneously.

At the same time, you’ll 
continue to see what you’ve come to 
expect and value in SHOOT. We will 
keep on examining issues of impor-
tance to the industry, to provide news, 
information and thoughtful analysis, to 
offer not only what you want but also 
need to know.

Via our new ScreenWork section—
which includes Top Spot, The Best 
Work You May Never See gallery and 
the just launched iWork and Brand 

Stand—we remain committed to seek-
ing out great work and gaining expo-
sure for the creative talent and artisans 
behind it. Our coverage will continue 
to support idea-makers and artists—
and arts education to help develop the 
next generation of industry talent.

It’s an exciting new chapter for 
SHOOT but more importantly an 
exciting time for the industry at large 
as reflected in this e.dition’s Outlook 
series in which leading creatives and 
production executives assess prospects 
for the new year.

Take for example the feedback 
from Corey Bartha, senior producer of 
the newly named integrated produc-
tion department at Crispin Porter + 
Bogusky, Miami: “I would say the cre-
ative climate is going to be hot in 2005.  
Advertisers are embracing media-neu-
tral approaches like never before—it’s 
all about reach. I have been involved 

in some really creative interactive and 
Internet projects in the past, but the 
limited amount of broadband subscrib-
ers made it very difficult to reach our 
audience. Now the audience is huge 
and getting bigger. Advertisers are 
seeing results, and that means they 
are going to be coming back for more. 
From a creative standpoint, this new 
media becomes a blank canvas in the 
eyes of great creatives and the work is 
becoming great.”

Frank Scherma, president of bicoast-
al/international @radical.media, relat-
ed, “I see many more agencies coming 
and sitting down with us and talking 
about ‘OK, we need to do the televi-
sion campaign, but then we need to 
do an Internet component that’s tied 
to that, then we need to do a branded 
campaign and maybe we need to do a 
TV show.’ Towards the end of 2004, I 
saw more of that, and into 2005 I think 

we’re going to see [even] more of it.” 
Scherma noted that @radical currently 
is involved with four different agencies 
in development on four different TV 
shows for their clients.

A prime SHOOT goal is to provide 
the information and insights that will 
help you chart a successful course 
through this changing industry land-
scape. Under new nimble entrepre-
neurial ownership, we are poised to do 
just that. In this vein, interactive plans 
are on the drawing board that will 
nurture an exchange of ideas, info and 
resources, as well as promote mentor-
ship and rallying to worthwhile indus-
try and social causes. It’s an exchange 
that we hope will help create a sharing 
community and a clearinghouse to 
help you do well—while also doing 
good—in your daily pursuits. Happy 
New Year!

By Massimo Martinotti
Internationally Speaking

Teaching and Learning
It was an extremely hot 

night in November of 
1977. I was trying to 

sleep in the noisy non-air 
conditioned room of what 
was supposed to be the best 
hotel in Surin, some 300 
miles east of Bangkok, Thailand. The 
phone rang: It was Weepa, my Thai 
production coordinator. 

“The elephants’ owners want more 
money or they are not going to show 
up tomorrow morning!” she said. The 
next day was our first shooting day 
and we needed 20 elephants for the 
first set-up. I told her, “Wait for me 
downstairs. I already made a deal with 
them - I want to talk with these guys!” 
Since I didn’t fully trust my local crew, 
I had personally made the deal about 
the elephants already.

I got dressed and joined Weepa in 
the lobby of the hotel. We drove a few 
miles to the place where the elephants 
and their owner were staying. When 
we arrived, 25 to 30 men were sitting 

around a few big fires in 
the middle of a wide field 
surrounded by tropical 
vegetation.

I asked the leader of 
the elephant keepers why 
we were again negotiat-

ing when we had already reached an 
agreement a couple of days before.

Weepa cut me off and said, “Let me 
do this!” She started talking in Thai 
and she went on for a while. I was 
watching her face and the expressions 
of those men while I was killing some 
of the hundreds of mosquitoes that 
were trying to bite me. I could under-
stand some of the words they were 
saying, especially numbers. “Song roi” 
the leader of the elephant owners kept 
saying. “Paeng bai. Nueng roi.” Weepa 
kept answering. 

Minutes later Weepa told me “We 
have a deal if we offer them 100 Bahts 
more per elephant”. “That’s fine”, I 
said (after all, back then, it was approx-
imately $5), “but how do we know that 

we are not going to negotiate again in 
one hour or in the middle of a shot?” “I 
am making a deal” Weepa answered. ”I 
know they will keep their word.” And 
they did.

We shot all day with the elephants, 
which turned out to be extremely well 
trained and surprisingly well behaved. 
It was the first time I was shooting in an 
exotic location and I immediately real-
ized something: when you shoot in a 
country other than yours, you have a lot 
to learn. And, if you are lucky, perhaps 
you have something to teach. You can-
not reproduce the systems, the process-
es, the methods you use at home: you 
just have to understand how to make 
things happen in a different way. This 
doesn’t mean that you just sit, wait and 
pray for the production to go smoothly. 
It means that you have to understand 
“the local” methods and try to make 
them work for you. Sometimes you 
discover that in the most remote areas 
of the globe, a place with an incredibly 
limited production industry, they are 
able to achieve remarkable goals in a 
very unexpected manner. Sometimes, 
on the other hand, you realize it’s the 

moment to teach something to improve 
the system. But what you cannot do is 
pretend that shooting in the jungles of 
Guatemala is the same as shooting in 
downtown L.A. 

The principal thing to understand is 
that, with the exclusion of a few cities 
worldwide, there are not many places 
with a supporting industry as the one 
we know in the US. That means that 
local production teams cannot count 
on a sophisticated structure to achieve 
their goals. They sometimes have to 
invest hours in solving problems that 
in L.A., New York, Miami or London 
could be solved with one single phone 
call. But if they are good, they can put 
together an extremely complex produc-
tion with excellent results and, often, 
for a very limited amount of money. 

I spent the last 27 years watching 
production teams in all the conti-
nents organizing productions: I like to 
observe them, to understand how they 
proceed and how they work. I accept 
the local methods that are proving 
themselves efficient and sometimes I 
import them back home. Sometimes, 
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By Carolyn Giardina

LOS ANGELES—Three commer-
cials created for the U.K. market will 
compete for the 2005 Visual Effects 
Society (VES) Award for Outstanding 
Visual Effects in a Commercial. They 
are “Network” for British Telecom, 
“Transformer” for Citroen, and “Tree” 
for Johnnie Walker.

Notable is the nomination of “Tree, 
” which positions its effects creator, 
Framestore-CFC in London and New 
York, for the possibility of an impres-
sive sweep—a third straight win in 
the commercial category at this third 
annual VES Awards.

“Tree” features a photoreal CG tree 
lifting its roots and moving from a forest 
to a city locale. Daniel Kleinman (then 
of now-closed Large and now work-
ing under the London-based Kleinman 
Productions banner) directed “Tree” for 
Bartle Bogle Hegarty (BBH), London. 
Last year Framestore won the VES 
commercial award for another Johnnie 
Walker spot, “Fish”, also through BBH 
and directed by Kleinman, and the first 
year for its Xbox ‘Mosquito’ spot, also 
with Kleinman and BBH.

The nominated artists for the Johnnie 

Walker ad are lead compositors William 
Bartlett and Murray Butler; and lead 
CG animators Jake Mengers and Andy 
Boyd. The challenge, according to 
Framestore’s New York-based man-
aging director Jon Collins, was to try 
to make the tree look realistic, even 
though it couldn’t possibly be walk-
ing—in other words, make an unrealis-
tic event believable.

This year, Framestore actually 
earned five VES nominations in total. 
It addition to “Tree,” VES nominat-
ed Framestore’s work on Dragons 
for Outstanding Visual Effects in a 
Broadcast Miniseries, Movie or a 
Special; Space Odyssey: Voyage to the 
Planets for Outstanding Compositing 
in a Broadcast Program; Harry 
Potter and the Prisoner of Azkaban 
for Outstanding Performance by an 
Animated Character in a Live Action 
Motion Picture (for Buckbeak the 
Hippogriff); and Troy for Outstanding 
Supporting Visual Effects in a Motion 
Picture (as part of a joint submission 
with London’s The Moving Picture 
Company). Framestore already holds 
six VES awards, for the aforemen-
tioned commercials as well as long-
form work from previous years.

“Tree” will compete this year with 

commercial nominee “Network,” pro-
duced for the U.K. via London agency 
St. Luke’s and directed by Joseph Kahn 
via London’s Exposure Films, mark-
ing the first VES Award nomination 
for Santa Monica-based Café FX/The 
Syndicate. Team members on the ballot 
are Syndicate’s lead CG artist/digital 
supervisor David Lombardi, producer 
Richard Mann and Flame artist Kevin 
Prendiville, along with visual effects 
supervisor Eric Durst, who came on 
board with the production company.

“Network” is an image piece that 
features business taking place via peo-
ple flying through the air over a city, 
symbolizing BT’s networking services. 
Prendiville explained that most of the 
spot is CG, with the primary exception 
being close-ups of people. Lombardi 
said the choreography, which had to be 
very precise and fluid, was the biggest 
challenge. He added that this included 
matching live camera moves with CG 
in a continual shot.

The third commercial nod went to 
“Transformer” from Vancouver, B.C.’s 
The Embassy Visual Effects, which 
promotes the Citroen C4 automobile 
out of Euro RSCG London. The mostly 
CG spot begins with a shot of the auto-
mobile, which transforms itself into a 

U.K. Spots Grab VES Noms Framestore Up For Third Straight Win
robot (all parts of the robot being car 
parts, such as doors and windows) and 
performs a dance—based on a motion 
capture performance--before return-
ing to the form of the car. The ad was 
directed and edited by Neill Blomkamp 
of Toronto-based Spy Films, and fea-
tures visual effects from The Embassy 
Visual Effects, Vancouver, B.C. The 
nominees for the spot are Blomkamp, 
Embassy founder Winston Helgason, 
visual effects supervisor/CG artist 
Trevor Cawood and animator Simon 
Van de Lagemaat.

The Embassy earned a second VES 
nomination for outstanding visual 
effects in a music video, for Never’s 
“The Dream.” This marks another indi-
vidual nomination for Cawood and Van 
de Lagemaat; also nominated for this 
clip are compositors Stephen Pepper 
and Jon Anastasiades.

In that same category, visual effects 
supervisor/lead compositor Bert Yukich 
of Kroma, Los Angeles, earned his first 
VES nomination for Britney Spears’ 
“Toxic” directed by aforementioned 
Kahn. The effects-laden video includ-
ed the making of a CG Britney for use 
in stunt sequences.

These clips will compete with “What 
Happens Tomorrow” for Duran Duran, 

marking the first VES nomination for 
Santa Monica-based Steele Inc.. The 
nominated team is supervising visual 
effects artist Jerry Steele, senior execu-
tive producer Jo Steele, visual effects 
supervisor and executive producer 
Brian Adler, and visual effects artist 
Monique Eissing. The clip was direct-
ed by Smith n’ Borin of Los Angeles-
based Merge@Crossroards.

Adler explained, “The band was 
only available the day of the main 
performance shoot. Ultimately, we 
decided to dress the band in all black 
suits, patterned with hundreds of small 
rhinestones. Shot against green screen, 
compositors keyed the performers in 
order to maintain their overall silhou-
ette. Artists tracked the rhinestones, 
which reflected light from almost every 
direction, created star effects for them, 
and replicated them to fill in more gaps 
in space.”

In all, the VES will recognize visual 
effects work in 19 categories of film, 
television, commercial, music videos and 
games. A panel of over 60 visual effects 
professionals chose the nominees.

The awards process will include a 
new event on Jan. 22: The Big Reveal 
2005, during which nominees dem-
onstrate the secrets behind the visual 
effects “magic” that earned each artist 
a place among this year’s VES Awards 
nominees. “This process helps vot-
ers better understand the intricacies of 
each entry. Technology is evolving so 
quickly that even visual effects profes-
sionals themselves are fooled regularly 
by what is an effect and what is not,” 
explains VES Awards Chair Jeff Okun. 
This event, being held at the Skirball 
Cultural Center in Los Angeles, is open 
to all VES members and to the public.

Final viewing and voting will take 
place online via the VES Web site, 
from Jan.31 to February 12.

The VES Award winners will be 
announced at the Third Annual VES 
Awards gala on Feb. 16 at the Hollywood 
Palladium. Academy Award winning 
director Robert Zemeckis (The Polar 
Express, Forrest Gump) will receive 
the VES Lifetime Achievement Award, 
which will be presented to him by 
Academy Award winner Tom Hanks.
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By Kristin Wilcha

NEW YORK—Celia Williams has 
returned to the ad agency arena, join-
ing Arnold Worldwide, New York, as 
director of broadcast production. She 
comes over from music house Endless 
Noise, Los Angeles, where she served 
as executive producer. Prior to that, 
Williams served as director of broad-
cast production at DDB Worldwide, 
New York. 

Williams succeeds Debbie Dunlap 
and Lisa Young, who served as co-
heads of production; Dunlap has left 
the agency, while Young remains as an 
executive producer, overseeing enter-
tainment and talent. In joining Arnold, 
Williams is reunited with John Staffen, 
executive creative director of the shop. 
The pair worked together at DDB, 
where Staffen served as a co-executive 
creative director. He left the agency in 
late ’03, and joined Arnold last year.

“When this position was offered 

here, I didn’t hesitate,” noted Williams. 
“There’s just something about the agen-
cy—you walk in the door and you feel 
supported and welcomed, and the com-
pany is extremely staff conscious and I 
think the creative is fantastic.”

Williams, who graduated from the 
University of Wisconsin, Madison, 
began her career in advertising on 
the production company side, work-
ing as a line producer at Mark Berndt 
Productions, Chicago. She then moved 
on to Creative Fields—the in-house 
agency for department store chain 
Marshall Fields—and later worked as 
a freelance producer at DDB Chicago, 
before joining on staff there. She later 
transferred to DDB New York, becom-
ing head of production in 2001, and 
joining Endless Noise in ’03.

She hopes to impart some of the 
knowledge and experience she gained 
on the music side of the business to 

her staff. “Part of my job as a head 
of production is to help, to a certain 
extent guide and educate the people 
who work with me,” said Williams. 
“… As a producer you have to know 
so many different things but at certain 
points in time, not necessarily the inti-
mate details of it. Working at Endless 
Noise offered me several things, first 
of all to really understand the music 
business better.” 

Williams will oversee a department 
comprised of 14 staffers, including 
executive producers, producers, assis-
tants, the business management team 
and traffic. Williams, who joined 
the shop in early January, related 
that several clients, including the 
Bermuda Department of Tourism, 
GlaxoSmithKline, and Parker Brothers, 
all have new work breaking in the 
coming months.

Agency Update
By Kristin Wilcha

People News
Matthew Bull has been named worldwide creative director 

of the Lowe network of agencies. He had been CEO of Lowe, 
London…..Bob Kuperman is retiring from his position as presi-
dent/CEO of DDB Worldwide, New York…..Matt Bonin has joined 
Crispin Porter + Bogusky, Miami, as a senior producer. He was 
previously at Young & Rubicam, New York, and prior to that, 
at DDB Dallas…..Philip Bonnery, senior art director, and Alex 
Flint, senior copywriter, have joined Modernista!, Boston…..Mal-
colm Poynton, executive creative director of Ogilvy & Mather, 
London, has been named president of the inaugural radio jury at 
the 2005 Cannes Lions International Advertising Awards…..The 
One Club, headquartered in New York, has announced judges 
for the 2005 One Show. The U.S. judges are: David Crawford, 
senior VP/group creative director, GSD&M, Austin, Texas; Lau-
ra Fegley, creative director, Cliff Freeman and Partners, New 
York; Kara Goodrich, creative director, BBDO New York; Mike 
Hughes, president, The Martin Agency, Richmond, Va.; Marga-
ret Johnson, creative director, Goodby, Silverstein & Partners, 
San Francisco; Paul Keister, creative director, Crispin Porter 
+ Bogusky, Miami; Bob Moore, president, Publicis, Seattle; Joe 
Shands, creative director, TBWA/Chiat/Day, Los Angeles; Kirk 
Souder, president, Publicis & Hal Riney, San Francisco; and 
Monica Taylor, creative director, Wieden + Kennedy, Portland, 
Ore. Paul Lavoi, president/co-founder of agency Taxi, Toronto, 
will chair the advertising jury for 2005 Art Directors Club awards. 
The competition this year will include two new categories—Hy-
brid, which honors work that appears in a variety of media, and 
Playground, which will reward work that was produced, but not 
run. Additionally, in other Art Directors Club new, the organiza-
tion has named Diane Love as its first director of external af-
fairs. Love will head up marketing and public relations, as well 
as oversee the ADC’s efforts to find corporate sponsors. 

Account Movement 
NBC Universal and Volkswagen have entered into a global 

marketing alliance. Per the arrangement, NBC Universal will use 
Volkswagen products across multiple platforms, including films, 
DVDs, theme parks and entertainment properties. Volkswagen 
will in turn promote NBC Universal products on a global lev-
el. ….Holding company Havas has announced that Euro RSCG 
Worldwide will not continue in the review for Intel’s advertising 
account. ….BBDO New York has won ad duties on the E*trade 
Financial account, valued at $60 million…..Campbell Mithun, 
Minneapolis, has won ad duties on The Hartford Financial 
Services account. ….McGarrybowen has won creative duties 
on the Brahma beer account. ….Berlin Cameron/Red Cell, 
New York, will handle the U.S. introduction of Coke with Lime…..
J. Walter Thompson, New York, has been awarded ad duties 
for hand sanitizer Purell. 

Williams Joins Arnold Worldwide As Director Of Broadcast 
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new guidelines cover late payments, 
sequential liability and foreign produc-
tion costs.

The late payment guideline pre-
scribes that interest be charged on all 
payments later than 30 days from the 
production contract due date. The pro-
duction company determines the rate 
of interest; the guideline lists “prime 
plus two percent” as an example.

“When an agency pays late outside 
of the terms of what is contracted, 
it makes it difficult for a production 
company to work in a way where it can 
project to its next job and work cash 
flow properly,” explained Miller. “A 
penalty for late payment is justified…
More agencies are paying late—to the 
point where small enterprises have 
popped up to extend credit to produc-
tion companies, thus adding interest to 
an already tight business.”

Sequential Liability
While many ad agencies have pay-

ment terms in their contracts, they 
also have sequential liability language 
in those contracts or in riders or side 
letters. This language stipulates that 
no payment is due until the agency 
is paid by the client. 
Other agency contracts 
do not refer to sequen-
tial liability but they 
describe the agency as 
“acting as agent for” its 
principal, the advertis-
er—which can equate 
to the agent being lia-
ble for payment to the 
production house only 
if the advertiser has 
paid the agent. 

T h e  n e w  A I C P 
guideline on sequen-
tial liability recom-
mends, “If the agency 
is requesting the recog-
nition of a “principal-agent” relation-
ship, then the client (principal) should 
not be released from the obligation of 
payment until total payment is made to 
the production company. It should be 
clarified that even if the client pays the 
agency, the client remains liable if the 
agent defaults in fulfilling the payment 

obligation to the production house.”
In those instances when an agency’s 

internal policy insists upon payment 
terms based on sequential liability, 
the AICP guideline states that the pro-
duction company should make sure 
the advertiser (client) also signs this 
agreement. If a rider in involved, the 
terms of payment and the full contract 
price should be added to that rider. 
The guideline also recommends that 
the production company be provided 
with the advertiser billing and contact 
information, copy the advertiser on all 
invoices and notify the advertiser of 
payment due as soon as terms of the 
contract (payment dates) are not met 
by the agency.

For some time, a number of veteran 
production house executives have told 
SHOOT that it’s difficult to determine 
exactly when agencies get paid by the 
client. Furthermore, they point out that 
generally production companies can-
not easily have a direct relationship 
with the client without jeopardizing 
their relationship with the agency.  
There have been instances where cli-
ents say they have paid agencies and 
are surprised to hear that the produc-
tion house has not been paid. Whether 
or not the clients have sent payment, 

the bottom line is that 
production houses have 
been routinely asked to 
bankroll jobs over an 
inordinate period of time 
for much larger entities, 
often for multinational 
corporations and agen-
cies.

Miller noted that a 
busy month followed by 
a slow month can be the 
worst curse for a produc-
tion company  trying to 
cope with past-due pay-
ments. 

Further underscoring 
the problem is the fact 

that even being awarded a major job 
can turn out to be the death knell—
rather than the savior—for a produc-
tion company already facing cash-flow 
difficulties.  For example, SHOOT 
became privy to a situation in which a 
production house, which already was 
grappling with poor cash flow, went 

As covered in this week’s page one 
story, the AICP is articulating its case 
for markup in areas that some agen-
cies and cost consultants contend 
represent expenditures that should 
just be passed through. Here’s the 
AICP white paper on the issue:

Markup is designated as compen-
sation to cove a production com-
pany’s overhead as well as profit. 
Denying markup is insinuating that 
there are neither overhead costs that 
are incurred by the production com-
pany, nor profit that is earned by 
assuming the obligation and risks 
involved with the job.  There are three 
areas that advertiser’s representatives 
(agencies and cost controllers) have 
keyed on as not worthy of markup, 
with the consequent conclusion that 
compensation is not due.  These are 
the explanations of why this thinking 
is unfounded.

Pension and welfare
Obligation—As a signatory to all 

crew collective bargaining agree-
ments, the production company (as 
the employer) is obligated to make 
payment to the employee within the 
timelines of the various state labor 
codes. You are also obligated to make 
sure that all fringes are calculated 

AICP Aims To Get Into  “Flow” Via Guidelines
out of business after wrapping a job 
in which some $1 million went unpaid 
for more than 90 days. The delay of 
this seven-figure payment pushed the 
house—which was financing this and 
prior jobs—over the edge.

Foreign Fare
Cash flow and payment can also be 

slowed in jobs shot in foreign countries. 
These projects entail a set of financial 
considerations dramatically different 
from domestic shoots, prompting a 
new AICP guideline on foreign pro-
duction costs.

When shooting outside the U.S., 
the production company is frequently 
obligated to pay foreign vendors in 
full before leaving the country with 
the negative. For this reason, the AICP 
guideline recommends that for foreign 
production the first payment due the 
production company should be for 75 
percent of the contracted price.

Additionally, in recognition of the 
occasionally volatile nature of cur-
rency rates, the guideline states that 
the agency and production company 
should agree in advance to contingency 
plans for rate fluctuations. Suggested 
options might include: (a) setting aside 
a contingency amount to compensate 
for fluctations; and (b) setting a time 
limit for an agreed exchange rate, to be 
adjusted when the limit expires.

The new guidelines on foreign pro-
duction, sequential liability and late 
payment are being published in the 
AICP Directory. The AICP intends 
to blanket the agency community—
including ad shop production and 
broadcast business departments—with 
copies of the guidelines.

Markup
On a separate yet related front, the 

AICP has also formulated a white paper 
analysis of areas in which a number of 
agencies and costs consultants contend 
there should not be production com-
pany markup. In a one-sheet that is 
being circulated to member production 
houses, the AICP explains why these 
areas—pension and welfare, travel and 
casting—are worthy of markup given 
the services provided and potential 
liabilities taken on by production com-
panies.

The intent of this white paper is to 
educate production companies, agen-
cies and clients about the viability and 
equitability of such markup. “When 
you start pulling items out of mark-
up, the real average production house 
markup percentage becomes much 
lower,” said Miller. 

“With already lower margins and 
tougher cash flow,” he continued, “hav-
ing areas of markup taken away doesn’t 
make any sense.” In the big picture, 
concluded Miller, it’s in the best inter-
est of ad agencies and clients to have a 
healthy production community

Re-election, promotion
Other developments during last 

month’s AICP board meeting includ-
ed:

• AICP chairman Mark Androw, 
vice chairman Frank Stiefel and sec-
retary Robert L. Sacks were re-elected 

to one-year terms. Androw is execu-
tive producer/co-founder of The Story 
Companies, bicoastal and Chicago. 
Stiefel is executive producer/executive 
VP of bicoastal/international @radical.
media. And AICP legal counsel Sacks 
is an attorney with Kane Kessler, New 
York.

Sally Antonacchio, VP of bicoast-
al The Artists Company, is midway 
through  her two-year term as AICP 
treasurer.

• And Steve Caplan has been pro-
moted to executive VP of the AICP. 
While he will continue to be involved 
in his longtime area of specialty for the 
organization—external affairs, includ-
ing dealing with government officials 
and legislative matters—Caplan now 
becomes part of senior management 
and will help to formulate overall strat-
egy and policy on big-picture issues for 
the organization.

correctly and made to the appropriate 
plans. 
Risk—If payment is not made 

within the time limits of state labor 
code (usually two weeks), compa-
nies as employers are exposed to 
fines and class action suits; this is 
without any regard to whether or not 
the production company has received 
payment from the agency.  The com-
pany is also exposed to audits by a 
multitude of plans that are obligated 
by ERISA to do regular audits of 
employers’ books. Most plans may 
conduct an audit for up to five years, 
require extensive preparation and 
assistance in conducting the audit, 
and also oblige the company to main-
tain all pertinent records.

Travel
Obligation—The production com-

pany is required to make sure all 
members of the crew arrive at the 
location of the shoot at the appropri-
ate time no matter where their home 
location is. They need to make sure 
that the crew arrives in a timely man-
ner, and has accommodations that are 
in keeping with the requirement of 
various collective bargaining agree-
ments.

AICP Articulates Case For Markup 

“In the big 
picture, it's 
in the best 
interest of 

ad agencies 
and clients to 
have a healthy 

production 
community.”
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Party” for TBWA/Chiat/Day, New 
York; TBS’ “Strange Fruit” from 
Publicis, New York; and Discovery 
Channel’s “Antlers” and “Milk Truck” 
via Jenkins’ New York creative perch, 
nicebigbrains.

As for the rationale behind his sub-
mitting these entries for DGA consid-
eration, Jenkins succinctly explained, 
“I submitted the work I like—it’s no 
more complicated than that. They were 
my best ads with the best performance 
nuances and the best concepts.”

The comedy is wide-ranging, from 
the layered, intelligent yet offbeat 
humor of “Strange Fruit” to the silli-
ness of “Dance Party.” But it all comes 
back to the concepts and the creative 
talent behind them, noted Jenkins, who 
cited Nextel’s “Dance Party” as an 
example.

“Casting contributes a great deal 
to making the spot funny,” observed 
Jenkins. “Yet the fact is that I laughed 
when I saw the script and envisioned 
those guys dancing ‘on the job.’ You 
can’t go wrong working with [TBWA/
Chiat/Day executive creative director] 
Gerry Graf.”

ANDREW DOUGLAS
For Anonymous Content’s Douglas, 

being up for consideration as the best 
commercial director of ’04 also elicited 
the name of Scorsese. “It seems pretty 
good to be sitting in the same room as 
Martin Scorsese,” related Douglas. 

“I ordinarily feel tangential to the 
DGA. It’s like this benign body that 
pays for your teeth,” he said tongue-
in-cheek. “But now I feel included. It’s 
terribly exciting and rather special to 
be in the same room with these direc-
tors.”

Douglas described himself as being 
“a big fan of the other nominees.  If I’m 
hurting for ideas, Dante, Fredrik and 
Noam are the guys who I would want 
to steal from,” he quipped.

Douglas received the DGA nomi-
nation for Renault’s “Fell It” out of 
Publicis, London; Pricewaterhouse 
Coopers’ “The Air” from Hill Holliday 
Connors  Cosmopulos ,  Boston; 
Barclay’s “New Day” for Venables, 

Bell & Partners, San Francisco, and 
Microsoft’s “Hat” via McCann-
Erickson, San Francisco.

Over the past year and a half, 
Douglas has made a conscious effort 
to “move away” from the kind of work 
that he had been doing primarily—
visually oriented fare stemming from 
his industry roots as a cameraman. He 
decided to instead start pursuing more 
actor performance-driven spots and 
humor, simply because as a TV viewer 
he found himself especially enjoying 
comedy.

Douglas’ successful shift in focus is 
reflected in his DGA entries, particu-
larly the three ads with offbeat, idiosyn-
cratic humor:  the Renault spot which 
shows how G-forces affect people in 
normal walks of life; Pricewaterhouse 
Coopers’ “Thin Air” in which a man 
deals with the waking nightmare of not 
being able to get out of his office to 
experience a new world; and Barclay’s 
“New Day,” which Douglas charac-
terized as having the feel of “an odd 
action movie,” deriving its humor from 
exaggerated circumstance. In sharp 
contrast, Microsoft’s “Hat” is more 
melodramatic in nature, telling real-
istic, charming people stories that are 
affected by intentionally primitive ani-
mation.

“There’s something of myself in 
the work,” observed Douglas. “The 
creative on all these spots was great, 
which is essential to getting recogni-
tion [at awards shows]. The director, 
however, needs to take this creative 
work and up it through his interpre-
tation. Fortunately, I was given the 
opportunity to do that. I submitted 
this work [to the DGA competition] 
because I felt it was a representative 
portrait of the year I had—the work I 
was doing and that I wanted to do.”

FREDRIK BOND
Rounding out the field of first-time 

DGA nominees is MJZ’s Bond, who 
earned distinction on the strength of 
three European commercials: mobile 
phone company Three’s “Cherry” 
and “Jelly Fish” for WCRS, London; 
and Nike’s “The Other Game” via 
Wieden+Kennedy, Amsterdam.

Bond becomes the first director to 

The Nike spot depicts an offbeat, 
inspiring, humorous game of soccer 
on the field—and off. And Three’s 
commercials are eclectic and intrigu-
ingly different, one featuring a singing 
cherry and the other a dance-inspiring 
jellyfish.

Of the nomination, Bond reflected, 
“It’s a great honor to be recognized. 
Hopefully, it will help in terms of help-
ing me to attract better boards and 
maybe even opportunities in the fea-
ture world.”

DANTE ARIOLA
MJZ’s Ariola garnered his third 

career DGA nod. He was previously 
nominated for best director of ’00 and 
’02. This time his nomination for best 
spot helmer of ’04 came for Stella 
Artois’ “Circus” via Lowe, London; 
Levi’s “Urban Legend” for BBH, New 
York; and Barclay’s “Money Tree” 
from BBH, London.

Ariola observed that the nomina-
tion is an honor unto itself. “It’s nice 
no matter what happens [at the awards 
show]. The night is always a good 
time. The recognition from your peers 

DGA Nominees Reflect On Spot Director Of Year Honors
means a lot.”

As for his mix of entries, Ariola 
said they appealed to him on different 
levels. He characterized Levi’s “Urban 
Legend” as “a slightly bizarre idea,” 
depicting a man who takes a pair of 
Levi’s off of a mannequin at a store—
only to have the mannequin stalking 
him from that point on.

Barclay’s represented a chance 
for Ariola to work with actors Gary 
Oldman and Donald Sutherland. The 
latter tells the story of guy who has a 
green thumb, enabling him to grow 
money. Oldman portrays a blue-collar 
cynic who’s on the receiving end of 
this tale. “From a writing standpoint, 
it’s more of a cerebral ad than we’re 
accustomed to seeing,” said Ariola.

Stella Artois beer takes us to 18th 
century France where a villager walks 
by a circus on his way to the market. He 
sees lions jumping through a fiery ring, 
inspiring the man to exhaustingly train 
a piglet to do the same. Upon return-
ing to the circus setting, he sees Stella 
being poured in a bar. Next we see 
him drinking the brew, with the pub’s 
special of the day being pork. “It’s 
classic misdirection,” related Ariola. 
“We treated it like a drama. Comedy 
is best played straight. In this case, 
it’s demented humor. You’re shooting 
Babe but Babe is going to be killed. 
That strange humor coupled with the 
chance to do a period piece was a great 
experience.”

NOAM MURRO
Biscuit Filmworks’ Murro holds the 

distinction of being nominated each of 
the last three years. He earned his lat-
est nomination for Starbucks’ “Glen” 
via Fallon, NewYork; adidas’ “Carry” 
for TBWA/Chiat/Day, San Francisco; 
and eBay’s “Toy Boat” out of Goodby, 
Silverstein & Partners, San Francisco.

“My hope is not to be Susan Lucci,” 
quipped Murro in reference to the day-
time soap opera actress who received 
numerous Emmy nominations over the 
years without winning, until recent-
ly. In a more serious vein, though, 
Murro said being a DGA nominee is 
“an incredible honor from your peers. 
That makes it especially meaningful. 

Click poster above to see Jim Jenkins - directed “Dance Party.”

gain a DGA commercial director of the 
year nomination for a body of work 
consisting entirely of spots from out-
side the U.S. This underscores how 
the DGA competition has opened up 
to include more international fare. Last 
year was the first in which the Guild 
permitted all work directed by mem-
bers under a DGA agreement—includ-
ing foreign spots—to be eligible for the 
commercials award. As it turned out, 
the DGA honoree for best spot helmer 
of ’03, David Fincher of Anonymous 
Content, won for three ads, one of 
which was a U.K. spot, Xelibri phones’ 
“Beauty For Sale,” out of Mother, 
London.

Now, a year later, besides Bond’s 
three European spot entries, two of 
Ariola’s three submitted commer-
cials were from outside the  U.S., and 
Douglas’ aforementioned Renault ad 
was for Publicis, London.

Of his three entries, Bond said sim-
ply, “This was the work I was most 
proud of—the work that I put a lot 
of blood, sweat and tears into. These 
films pushed me and offered me great 
opportunities to do something fulfill-
ing.”
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FLASHBACK
5 YEARS / 10 YEARS

❑ JANUARY 21, 2000/Bicoastal commercial production house RSA USA has final-
ized an agreement with executive producer Susanne Preissler for the formal launch 
of RSA Independent. The new venture specializes in garnering spots for select feature 
filmmakers….Jump, New York, has added editor Julie Drazen to its roster….After 
recently ending a 20-year tenure at Chicago-based music/sound design house Com/
track, composer/producer Gary Fry has joined commercial music shop Catfish 
Music, Chicago….Editor Hannah Neufeld has joined Wildchild Editorial, New York. 
Neufeld comes over after five years at New York-based Homestead Editorial….
Miles Goodall, a director/DP currently based in Cape Town, has signed with New 
York-based Taxi Films….Magick Lantern, Atlanta, has added Amy Henderson as 
operations manager/postproduction producer….

❑ JANUARY 20, 1995/Director/cameraman Kinka Usher, formerly with Stiefel & 
Co., Hollywood, has joined bicoastal Smillie Films, finalizing a deal that had been 
rumored for several months….Mike Cunningham, president of Western Images, 
San Francisco, will return to the International Teleproduction Society (ITS) board 
after suddenly resigning his position as president in late December. At press time, 
he had not yet decided if he will return as president or as a member….Editor T.G. 
Herrington has departed the two-and-a-half-year-old NaHo Editorial, Santa Monica, 
to launch MOJO/L.A., Santa Monica. Herrington was a partner in and the sole editor 
at NaHo….Santiago, New York, has signed tabletop director Beth Galton, who is also 
a noted print photographer, for exclusive representation. Galton comes from Five 
Union Square Productions, New York, where she began directing two years ago….

The call for entries has gone out for the 2005 

Association of Music Producers (AMP) Awards 

for Excellence in TV Commercial Mixing. This 

will mark the fourth year of the event and the 

second as a national competition honoring the 

skills of the postproduction audio engineer who 

mixes the final sound on TV spots. (The first 

two years of the awards honored the work of 

mixers on the West Coast.)

Entry deadline is Feb. 28. AMP will host an 

evening awards gala to announce the win-

ners in April. Each entry must consist of three 

TV commercials by a single mixer; the spots 

need to be from different campaigns. The work 

should reflect high audio production value, 

mixing skills and sensitivity to the relationship 

of voiceover, dialogue, music and sound de-

sign. Judges are looking for versatility, which 

is why spots from the same campaign aren’t 

accepted, and why entries are required to have 

voiceover. Commercials with all music or all 

sound design will be disqualified. Eligible spots 

must have made their on-air debut in the U.S. 

between Jan. 1, 2004 and December 31, 2004. 

Submissions must be accompanied by an affi-

davit signed by an official at the post facility or 

agency attesting that the mixes are the on-air 

versions of the commercials.

Entry forms can be found at www.ampnow.

com; DVDs, affidavits and fees ($125 per en-

try) must arrive at Trivers/Myers Music, 2816 

The Strand, Manhattan Beach, CA 90266, no 

later than Feb. 28. Last year’s top winner, pro-

claimed “Mixer of the Year,” was Bob Gremore 

of Mike Recording, West Los Angeles. The 

competition also recognizes finalists, honor-

able mention (for a campaign or spot) and a 

Judges’ Special Merit Award for a newcomer to 

the field….

Meanwhile, in other news……

Recording engineer/mixer/sound designer 

Scott Persson has come aboard McBone, New 

York, which is McHale Barone’s commercial mu-

sic/comedy radio production company.  Pers-

son had previously been with Creative Bubble, 

New York…..Composer/sound designer/pro-

ducer David Logan has joined New York-head-

quartered Q Department….Ten Music, Los An-

geles, has added five record labels to its roster 

for the ad community; the labels are Badman, 

Jagjaguwar, Record Collection Secretly Cana-

dian and Stones Throw. This brings the total 

number of labels represented by Ten Music to 

23…..Composer/sound designer Joseph Spal-

lina has joined tonefarmer, New York….Stomp-

box Music and Sound Design, Santa Monica, 

has upped Tommy O’Brien to creative director/

executive producer, and hired sound mixer Paul 

Hurtubise. Additionally, the shop has hooked 

up with several composers for representation: 

Gary Myrick, Ben Einziger, Sam Farrar, Steven 

Morrell, Chris Horvath, John Author and Kevin 

Hayes….. Composer Amy Tung, a recent grad-

uate of Musicians Institute, Los Angeles, and 

director of marketing Brian Kaplan, formerly 

of Buzzplay.com, have joined Howling Music, 

Malibu Lake, Calif…..

Musical Chairs
Steve Hendricks is joining Post Logic Studios as presi-
dent and CEO. He succeeds Barry Snyder who left the 
company—which maintains facilties in Hollywood and New 
York—last month. Hendricks brings two decades of post 
experience to his new roost. He is perhaps best known 
for having ser ved as president/CEO of Virgin Digital 
Studios—an enter tainment arm of Richard Branson’s 
Virgin Group , Ltd.—where he oversaw operations of post 
studios in Los Angeles, New York, London, Mexico City and 
Vancouver, B.C.  One of those shops was the former 525 
Studios, Hollywood, which he, U.K. editor Kelvin Duckett 
and Virgin par tnered to create in ’87.  Hendricks had 
most recently been consulting; he ser ved briefly as CEO 
of now defunct CCA….Editor Nick Lofting , formerly of 
Santa Monica-based Chrome, has joined Union Editorial , 
Santa Monica….Klasky Csupo Studios , Hollywood, has 
hired Jill Heinrich as director of postproduction. She will 
oversee the editorial and finishing processes for episodic 
TV and feature films on Klasky Csupo projects, as well 
as commercials for ka-chew!, the parent company’s spot 
division….Nice Shoes , New York, has promoted Gene 
Curley and Ron Sudul to night colorist positions; both had 
previously ser ved as assistant colorists to company senior 
colorists Scott Burch, Lez Rudge and Chris Ryan……

Post-Its
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tails.  Her drawing “isn’t working,” he 
explains, suggesting the tree should 
be smaller and the rainbow removed 
because it creates confusion. As a 

In a new spot for Nextel out of 
TBWA/Chiat/Day, New York, the idea 
is productivity. In “The Build” (:60s), 
construction workers move around a 
work site like ants building a hill. 

From an opening shot high above 
the ground, the camera descends into 
the organized chaos of the construction 
zone. Here men swarm about, climb-
ing a towering structure and hauling 
objects that weigh many times more 
than they do. 

“It’s supposed to be a mess,” director 
Filip Engström said of the scenes. “But 
it turns out that a mess is a tricky thing 
to accomplish if you want to have a 
good mess.” For inspiration, Engström 
—who is with the StyleWar directing 
collective, which is represented via 
bicoastal Smuggler—studied nature 
films, like the French documentary 
Microcosmos, which takes a close look 

at the lives of insects.
StyleWar’s uncanny depiction of 

the bugs is especially apparent when 
a flatbed truck stops in the midst of 
the action. In an instant, men cover the 
vehicle and are unloading its goods. “I 
was thinking about if you dropped a 
little sugar cube in a group of ants [they 
would] all of a sudden, really quickly, 
crawl on top of it; so that’s the kind of 
feeling,” Engström related. “You put 
something among a group of ants and it 
takes one second and they are all over 
it, eating it or trying to deconstruct it.”

From the ground up 
It was work that Engström had shot 

for Snickers and IKEA that indicated to 
the creative team that he was the right 
director for the job, creative direc-
tor/art director Joel Rodriguez shared. 
“We noticed that he had a really good 
eye for working with CG and all of his 
stuff looked very believable,” assessed 

In Nature, TBWA/Chiat/Day Finds
Image of Productivity For Nextel

By Emily Vines
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StyleWar And The Mill Turn Men Into Insects, But With Better Gadgets
Client

Nextel “The Build”

Production Company
Smuggler, bicoastal

StyleWar, director; Joe DeSalvo, DP; 
Patrick Milling Smith and Brian Carmody, 
executive producers; Jeff Miller, line producer; 
Allison Kunzman, head of production. Shot on 
location in Cape Town, South Africa.

Agency
TBWA/Chiat/Day, New York

Gerry Graf, executive creative director; 
Joel Rodriguez, creative director/art director; 
John Patroulis and Scott Kaplan, copywrit-
ers (Kaplan has since become an associate 
creative director at BBDO New York); Ozzie 
Spenningsby, director of broadcast production.

Editorial
MacKenzie Cutler, New York

Jun Diaz, editor; Staley Dietrich, assistant 
editor; Melissa Miller, producer.

Post/Visual Effects
The Mill, New York

Fergus McCall, colorist; Tom Poole, assis-
tant colorist; Angus Kneale, Jamie Scott, 
Dave Parker, Ian Plumb, Dirk Greene and Ben 
Turner, Flame artists; Tara DeMarco, Richard 
De Carteret and Anu Nagaraj, assistant Flame 
artists; Verity Grantham and Jo Arghiris, visual 
effects producers.  

Music
Fluid, New York

Judson Crane, composer; David Shapiro, 
executive producer; Brad Stratton, producer.

Audio Post
Sound Lounge, New York

Tom Jucarone, Peter Holcomb and Rob 
Sayers, mixers.

Sound Design: MacKenzie Cutler
Marc Healy, sound designer.

Principal actors
Barris Hendrikson, Micheal Skirving, 

Hershchel Bennett, Abel Denver, Shirley 
Kirchmann, Micheal Dibe, Peter Spyro and 
Danie Sandenberg.

TOP SPOT
OF THE WEEK

Rodriguez.
Although the spot incorporates visu-

al effects, Rodriguez said they wanted 
to film as much as they could so that 
The Mill, New York, which handled 
the effects, could composite the work 
and have minimal computer model-
ing to do. The shoot lasted about two 
weeks. 

The practical effects include one of 
the workers walking atop the heads 
of fellow co-workers who are seated 
for a break. A rig supported his weight 
allowing him to use their heads as step-
pingstones. And, the men who hang 
from a platform attached to a moving 
crane are actually performing the stunt. 

Click poster above to see StyleWar directed - “The Build.”

NEW YORK—When two job-hunting 
advertising creatives get together, it 
makes sense for them to channel and 
pool their talents, to promote them-
selves as they would a client. That’s 
just what copywriter Marc Guttesman 
and art director Tom Millar have done 
on their Web site marcandtom.com.

The site features a :90s PSA of the 
two men trying to make it in jobs out-
side of the advertising industry but 
to no avail as they fall victim to their 
agency creative sensibilities. Working 
with small children in a school setting, 
Millar, played by actor Nick Basta, 
corrects a young girl with blonde pig-

Art Director And Copywriter Unite For Self Promotion
By Emily Vines

TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF 
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Of course, all of the actors’ loads were 
lightened with props that weighed less 
than the actual objects they resemble.

When construction workers needed 
to look as though they were ascending 
vertical beams and precariously hang-
ing from the rising structure, they did 
so in front of a five-story blue screen 
housed in a hangar.

As the actors move about using the 
walkie-talkie, mobile credit card swipe, 
and inventory management features on 
their phones, a playful melody accom-
panies the action. “We worked hard 
to get music that would integrate and 
build throughout,” executive producer 
David Shapiro of Fluid, New York, 
shared. “The agency wanted something 
unexpected and a driving element to 
the spot.” Fluid’s Judson Crane com-
posed the track.

In addition to the concept of produc-
tivity, a Nextel case study inspired this 
spot. The structure in the commercial is 
meant to be the Borgata Hotel Casino 
and Spa in Atlantic City, New Jersey. 
Two construction companies that 
helped build it were Yates Construction 
and Tishman Construction. Both used 
Nextel phones while building the 
Borgata and are featured in the com-
mercial, as is the finished hotel.

waiter, he can’t leave the table after 
presenting two entrees. He pauses to 
assess the food’s arrangement, correct-
ing the layout on the plates before leav-
ing his customers.

Guttesman, played by Peter Esmond, 
can’t shake his advertising tenden-
cies either. When he sits in court as 
a stenographer reading a prostitute’s 
testimony back to the judge, the wit-
ness’ words have been altered. The 
copywriter’s instinctual revisions 
make the woman’s earthy streetwalker 
talk sound instead like that of an info-
mercial spokesperson touting bargain 
basement prices.

This is not the first project on which 
these two men have collaborated; they 

worked together at Bozell, NewYork, 
in the late ‘90s into ’01. Millar was 
a creative director and Guttesman 
a senior copywriter. After leaving 
Bozell, neither found career satisfac-
tion. Marcandtom.com is the product 
of their commiseration and desire to 
land better jobs. 

“At Bozell, we worked on the Milk 
campaign, we worked on Lycos, we 
had the opportunity to work on some 
brands that did really great creative,” 
Millar said. “That’s what we wanted to 
move back to.”

While developing the idea for this 
spot, Guttesman saw an article about a 
piece directed by Joe Leih in SHOOT’s 
“The Best Work You May Never See” 
gallery (1/4/03, p. 11). Impressed, 

Click poster to see Joe Leih directed - “marcandtom.com”

mailto:evines@shootonline.com

mailto:evines@shootonline.com

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


“Thermometer”
One-upmanship reaches new 

heights—or depths, depending 
on your perspective—in this humorous :30 for the Massachu-
setts Lottery.

The spot opens with two guys in the living room: a young boy 
on the couch, a man laid out on a recliner. Clearly, both are sick 
as dogs, looking listless and forlorn.

Carrying sandwiches and some orange juice on a tray, a wom-
an comes into check on her two men—presumably her hubby 
and son. “Okay guys, how are we doing in here?” she asks.

She pulls the thermometer out of the mouth of her teenaged 
son. She reads out aloud his temperature: 101.

Next, she approaches her spouse, grabs the thermometer from 
his mouth. “Oh no, 102. Oh, baby,” says the wife, trying to be 
of some comfort. She then goes upstairs, leaving the sick ward 
behind.

Though pretty much wiped out from the flu or some sort of 
virus, the dad musters enough energy to look up and say to his 
son, “In your face!” The cel-
ebratory declaration is in ref-
erence to the fact that papa 
“won” the temperature battle 
by a single degree.

A voiceover the provides 
context to this silly victory: 
“If you love to win, play Cash 
Windfall: the new jackpot 
game where one out of six 
tickets win. From the Massa-
chusetts State Lottery.”

“Thermometer” was direct-
ed by Stephen Kessler of bi-
coastal Sandwick Films for Hill Holliday Connors Cosmopulos, 
Boston.  The job was co-produced by Sandwick Films and Bos-
ton-based Element Productions.

The Hill Holliday team consisted of executive VP/group creative 
director Spencer Deadrick, VP/associate creative director/art di-
rector Doug Champan, VP/associate creative director/copywrit-
er John Simpson, executive producer Bryan Sweeney and senior 
producer Kellie Heartwell.

Bill Sandwick of Sandwick Films and Eran Lobel of Element 
served as executive producers. Heather Holladay was the pro-
ducer. DP was Andrzej Bartkowiak.

Editor was Michael Coletta of 89 Editorial, New York. Assistant 
editor was Megan Swados. Bob Cagliero and Kris Polinsky were 
executive producer and producer, respectively, for 89 Editorial. 
Colorist was Dave Pickett of Finish Editorial, Boston. Smoke art-
ist was Matt Rogers of Finish. Audio post mixer was Brian Heide-
brecht of Soundtrack, Boston.

Principal actors were Michael Buscemi, Daniel O’Neill and 
Marylee Graffo.

“With no boundaries except for a script 
that had five words in it, we were set 
free to build the spot.”

Global Mechanic’s creative director 
Bruce Alcock directed the :30, fash-
ioning a combination of touching live 
action scenes with elegant type design. 
Citing the 80 percent statistic, Alcock 
observed that the malnutrition plight 
as it relates to AIDS “conjures up some 
heart-breaking imagery to me. I felt 
that mixing type design with stark and 
simple filmed images related to losing 
energy would convey the metaphor of 
malnutrition. There needed to be a des-
perate beauty to what the viewer sees 
in the film.”

Alcock also edited and handled the 
design as well as type animation for 
the spot. He laid the foundation for 
the piece in live action, which is a bit 
of a departure from the norm for him; 
Alcock is best known for his mixed 
media, combo live-action/animation 
fare.

The Rethink ensemble consist-
ed of creative director Ian Grais, art 
director Rob Sweetman, copywriter 
Bryan Collins and producer Christine 
Pacheco.

Alcock’s support team at Global 
Mechanic included exec producer 
Charde, senior producer Tina Ouellette 
and line producer Sarah Duncan. The 
spot was shot on location in British 
Columbia by Warren Hansen. The prin-
cipal actress was Kerri Caine.

Colorist was Gary Shaw of Toy 
Box, Vancouver. Audio post mixer and 
composer was Craig Zarazun of Wave 
Productions, Vancouver. The spot is 
airing in Canada.
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By examining different types of fuel, 
this :30 titled “Food” for AIDS charity 
The Loving Spoonful fuels the mind, 
heart and soul. We open on a fish, with 
its gills gasping for air. Beneath it is a 
supered uppercase word, “OXYGEN.” 

From the fish thrashing about out 
of water on a wooden pier, the spot 
segues to time lapse photography of 
flowers wilting. The bouquet dies to 
the accompaniment of another single 
word super: “WATER.”

Next, a car slows down and then 
finally comes to a halt. The super: 
“FUEL.”

A mini-windmill loses it momen-
tum and comes to a standstill. A super 
reads, “WIND.”

Next, a small light bulb flickers and 
then fades out completely. The super: 
“POWER.”

Finally, we see a young woman 
slowly, gingerly make her way to a 
bed, on which she sits. Frail looking, 
the woman has seemingly expended 

nearly all of her energy to reach her 
perch in the center of a barren apart-
ment. A super reads: “FOOD.”

The theme is clear and then put into 
proper, albeit alarming, perspective as 
the supers graduate from one word to 
a full sentence: “80% of people living 
with AIDS are malnourished.”

A slogan then appears: “A Loving 
Spoonful For AIDS Hunger Relief.” 
This is accompanied by a Web site 
address: www.alovingspoonful.org.

The Loving Spoonful is a Canadian 
volunteer group that provides meals to 
people living with AIDS. Ad agency 
Rethink, Vancouver, B.C., came up 
with the concept, which was largely 
presented in the form of five words—
OXYGEN, WATER, FUEL , WIND 
AND POWER—to production com-
pany Global Mechanic, Boston and 
Vancouver.

“We were challenged by the agency 
to do what we say we love to do and 
that is craft visuals which elicit an 
emotion,” related Global Mechanic 
executive producer Matthew Charde. 

By Robert Goldrich

Rethink Provides “Food” 
For Thought About AIDS
Global Mechanic’s Alcock Directs PSA For The Loving Spoonful

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

By Robert Goldrich

Click poster to see Stephen Kessler - directed “Thermometer”

Click poster above to see "Food."
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Changes At The Helm
Feature filmmakers Gary Ross and Gary Fleder have signed 

with A Band Apart, Los Angeles, for exclusive representation 
as commercial directors. Ross made his movie directorial debut 
with Pleasantville. He also helmed the acclaimed Seabiscuit.  Ross 
has four Oscar nominations, the most recent for best screen-
play (based on material previously produced or published) for 
Seabiscuit, a film that received seven Academy Award nomina-
tions, including one for best picture. Meanwhile, Fleder’s direct-
ing credits include Runaway Jury, Don’t Say A Word and Kiss 
the Girls. He has also helmed assorted TV crime dramas such 
as Homicide: Life on the Street and The Shield. Earlier in his 
career, Fleder has been repped for spots by bicoastal Original 
Film and now defunct Propaganda Films….Director Jean-Pierre 
Jeunet, whose film A Very Long Engagement is currently play-
ing to critical acclaim, has signed with Grand Large, a Paris-
based commercial production house. Jeunet will be available 
to the American ad market via Curious Pictures, New York, 
which has entered into an affiliation with Grand Large. Per the 
relationship Grand Large gains a foothold in the U.S. market 
while Curious adds a coterie of directors in France, including 
Jeunet, Pitof, Marc Caro, Siraj, Wiebke, Tom Kan, Fred Garson 
and Serge Guerand. Curious has appointed head of production 
Meredith Brown and head of sales Rachel Klein to man-
age Grand Large in the U.S.  Among Jeunet’s other directorial 
credits are Amelie, The City of Lost Children, Alien Resurrec-
tion and Delicatessen…..Bicoastal HSI and its London affili-
ate Exposure Films have parted ways with Renck Akerlund 
Films, the Stockholm-based shop of directors Jonas Akerlund 
and Johan Renck. This ends a six-year working relationship 
between HSI and helmers Akerlund and Renck. Prior to Seri-
ous, Akerlund and Renck were handled in the U.K. market by 
London houses Jane Fuller Associates and Rose Hackney 
Barber…..Directors David Popescu and Christina Hodnet 
have joined The Story Companies, bicoastal and Chicago, for 
exclusive spot representation in the U.S.  Popescu has already 
booked his first job at The Story Companies, a campaign for 
Totes and Isotoner, out of WonderGroup, Cincinnati. A comedy 
director who has done the lion’s share of his work in Canada, 
Popescu continues to be repped there by Brown Entertain-
ment, Toronto. Hodnet also maintains Canadian representa-
tion, through The Partners’ Film Company, Toronto. She has 
been active internationally, recently wrapping an Orange Mobile 
spot for Young & Rubicam, London. Hodnet first secured 
U.S. representation in 1999 at bicoastal Celsius Films….Cre-
ative director/director Chris McKenna has come aboard the 
roster of bicoastal Stun Creative. He will work primarily out of 
Stun’s New York office….Noted automobile still photographer 
Tim Damon has signed with Admit One Productions, Wood-
land Hills, Calif., for worldwide representation as a commercials 
director/cameraman…..

Welcome to SHOOT’s inaugural 
digital edition. In the first feature series 
of 2005, agency creatives, producers 
and production company execs sound 
off on the year just started. Questions 
asked included: What trends and devel-
opments do you anticipate in the adver-
tising landscape in 2005? What do 
you think the creative climate will be? 
What changes in advertising do you 
anticipate—e.g. more account consoli-
dation, more media-neutral approach-
es? Below are the responses:

Corey Bartha
Senior producer, integrated 
production department
Crispin Porter + Bogusky, Miami

I think the most obvious trend will be 
the continuing use of alternative media 
outlets to reach consumers. This year I 
saw its impact more than ever before. 
We have finally reached a place where 
technology, creativity and audience 
size are where they need to be to come 
up with some really cool and unique 
ways of reaching the target. The great 
thing about the current trend is that 
it allows producers to break out from 
the norm of day-to-day production life 
and the restrictions of :30 TV, and ven-
ture into uncharted territory—like a 
12 minute free-per-view cage match 
chicken fight for Burger King created 
for air on DirecTv.

This year more than ever before 
we’ll have the opportunity to produce 
content that could be distributed via TV, 
Internet, PDA’s, content on demand, 
etc. Internally, we have been working 
on ways to better recognize that more 
and more of our live-action content is 
overtly resisting the sense of being a 
traditional “broadcast” project. Hence, 
we decided on a new department name, 
the Integrated Production Department.

I think this will also be the year of 
WiFi. I know WiFi isn’t exactly new 
but its reach is growing exponentially. 
You can now find a connection just 

about anywhere—from Starbucks to 
your local public park. WiFi develop-
ment is also changing how production 
gets done. Being a producer and living 
in Miami means life is good, but it also 
means I spend a lot of time traveling. 
More than a few times I have found 
myself looking at my latest rough cuts 
while waiting for a plane, or checking 
out a graphics revision while I sit in a 
restaurant. Given the ever-shortening 
production schedule WiFi helps us get 
things done more quickly. I don’t think 
the day is far off when I will be looking 
at rough cuts on my Palm from any-
where. No doubt streaming media will 
be coming to a hand-held device near 
you. This means another new outlet for 
reaching consumers. 

I would say the creative climate is 
going to be hot in 2005. Advertisers are 
embracing media-neutral approaches 
like never before—it’s all about reach. 
I have been involved in some really 
creative interactive and Internet proj-
ects in the past, but the limited amount 
of broadband subscribers made it very 
difficult to reach our audience. Now 
the audience is huge and getting big-
ger. Advertisers are seeing results, and 
that means they are going to be coming 
back for more. From a creative stand-
point this new media becomes a blank 
canvas in the eyes of great creatives 
and the work is becoming great. 

The outlets for creative expression 
within the advertising field are greater 
now than ever. The work I see being 
created for these outlets within the 
walls of CP+B alone is some of the 
best work I have seen. When you strip 
away many of the constraints that hin-
der the traditional advertising process, 
the work is obviously going to get 
better. I really think this creates value 
for everyone involved; it makes the 
process more fun for creatives and 
producers, and it allows our clients to 
better reach their audience, and if taken 
advantage of, offers the consumer more 
entertaining advertising. 

Ari Merkin
Executive creative director
Fallon, New York

I can’t predict what socks I’ll be 
wearing tomorrow, let alone what the 
marketing landscape looks like in 2005. 
I think it’s safe to say there will be a 
whole lot more talk about media agnos-
ticism, product placement, creative 
content, and stuff like that—I imagine 
phrases like these will be overused in 
Power Point slides and new business 
kits. Personally, I’m still a little con-
fused by it all. So I like to just think 
about these things in the same terms 
I always have: fresh ideas that solve 
business problems. The kinds of ideas 
make us drop all the scientific handles 
for a minute and remember why we got 
into the business in the first place. 

As always, the big rewards will come 
to agencies that stop talking and start 
doing. The best agencies won’t just 
pay attention to trends—they’ll cre-
ate trends. I’m thinking [that in 2005] 
the great creative shops will regain 
their confidence and decide to focus on 
doing great work despite the financial 
pressure. I can’t say I know what will 
happen, but here’s what I’d like to see 
happen. I’d like to see old-fashioned 
creative briefs go away—far, far away. 
I’d like to see more traditional media 
being used non-traditionally. And tra-
ditional agencies being used [in] non-
traditional [ways]. And I’d also like to 
see a move in a theater once in awhile 
instead of on an airplane—that seems 
pretty unlikely.

[In terms of further agency consoli-
dation] I don’t understand the whole 
one-network-to-serve-all-your-cre-
ative-needs approach. Has anything 
great ever come from this? My partner, 
Anne Bologna [president of Fallon, 
New York], believes there are two types 
of marketing people: those who under-
stand the business we’re in, and those 
who don’t. So I guess agencies that 
understand will continue to compete 
on the size of their ideas rather than the 

Creative/Production Outlook For 2005
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size of their agency or network. 
In 10 years from now, the question 

for creatives will be what ideas did you 
invent? What contributions have you 
made to creativity in marketing? And 
maybe, just maybe, what’s on your reel?

Stephen Orent 
Partner/managing director 
Hungry Man,  bicoastal/int'l

I think coming from the agency side, 
this is sort of going to be changing 
what we’re doing, and how we attack 
things, because of these virals, and 
taking a longer format approach [to 
advertising]. A lot of them don’t have a 
ton of money, but they’re a really great 
way to spread the word and I think for 
the directors to do some of these things 
is really cool. I think it may take some 
time [before clients invest in bigger 
budgets]. I think it will work in the 
reverse of how BMW films [out of 
Fallon, Minneapolis] did it, where they 
came right out of the gate and spent a 
lot of money. I think now clients are 
going to spend next to nothing, but if 
they really see the results, they’ll get 
more money into them because they’re 
really kind of cool. 

I haven’t been this excited [about 
advertising] in many years. I think it’s 
starting to bust out over the past six 
months, and I think it’s going to con-
tinue. I think agencies are taking more 
chances. Agencies can speak to this 
better, but I just get the feeling because 
the boards are getting a little more 
risqué, that clients are willing to take 
more chances, and it definitely feels 
like it’s loosening up, and hopefully 
[creative is] trending back to pushing it 
a little bit. It feels that way to me, and 
it’s really exciting. 

In terms of where we are as a pro-
duction company, I think it’s exciting 
because not only are the guys we have 
making strides, but I think some of 
the young guys, like Brendan Gibbons 
and Dave Grey, who we just took on, 
are really cool and interesting, and are 
already doing really interesting proj-
ects.

clients—[none of which can be dis-
cussed]. We sign a lot of non-disclo-
sure agreements—that’s a trend these 
days as well. 

Some [of those types of projects] are 
from clients you wouldn’t normally 

expect to see that type of stuff from. 
I think we’ve talking about this for 
about the last five years—that it was 
some place advertisers were going to 
be going. I think all brand managers 
are talking about this now. 

❑ Nikki Weiss of Nikki Weiss & Co., Chicago, has been named to handle the Midwest 
for bicoastal Sandwick Films. She continues to cover the Midwest for Sandwick sister shop 
The 5th Column, which handles select feature filmmakers for spots….Incubator Films, 
West Hollywood, has signed Marguerite Juliusson & Companies, Chicago, for exclusive 
representation of director Tom De Cerchio in the Midwest. Also, coming aboard Marguerite 
Juliusson & Companies is associate sales rep Jennifer Giles…. Rhinofx, New York, has 
secured Liz Laine of Chicago-based Liz Laine Reps to handle the Midwest….Washington 
Square Films, New  York, is being represented exclusively in Canada by Spank Films, 
Toronto….Chuck Silverman, former national head of sales for Brass Knuckles Editorial, 
Venice, Calif., has joined R!OT Santa Monica as an account executive….Marshall 
Grupp Sound Design and Music, New York, has signed Maureen Butler of Mo Butler & 
Associates, Chicago, for Midwest sales….Cinematographer Robert Gantz has returned to 
Dattner Dispoto and Associates, Los Angeles. He comes off of his latest film, Assault 
on Precinct 13….DP Jonathan Taylor has finished principal photography on Charlie and 
the Chocolate Factory, and is again available exclusively through the Lyons Sheldon 
Prosnit Agency, Los Angeles….DP Alik Sakharov has wrapped principal photography on 
Rome and can again take on spots via bicoastal Paradigm….DP Pheldon Papamichael is 
available through Innovative Artists, Santa Monica, for features, spots and music videos 
after completing principal photography on FOX 2000’s Walk The Line for director James 
Mangold and Paramount’s The Weather Man for helmer Gore Verbinski….

rep report

Creatives, Production Execs Assess Prospects For `05

street talk
❑ Several talents active in spotmaking have been nominated for American Society of 
Cinematographers (ASC) Awards in the feature film category. The nominees were fea-
ture and commercial DP Dion Beebe, ASC, ACS, and DP Paul Cameron for Collateral; 
director/cinematographer Caleb Deschanel, ASC, who helms commercials via West 
Hollywood-based Dark Light Pictures, for his cinematography of The Passion of the Christ; 
director/cinematographer Robert Richardson, ASC, who is repped as a spot helmer by 
bicoastal Tool of North America, for lensing The Aviator; Bruno Delbonnel, AFC, for A 
Very Long Engagement; and Pawl Edelman, PSC, for Ray. The winner will be named at the 
ASC Awards gala on Feb. 13 in Hollywood. Deschanel is the only one from this field of nomi-
nees to have won an ASC Outstanding Achievement Award—in 2000 for The Patriot. He 
earned another nomination in ’97 for Fly Away Home. Richardson has a slew of ASC nomina-
tions for such films as Born on the Fourth of July, JFK, A Few Good Men, Heaven &  Earth, 
The Horse Whisperer and Snow Falling on Cedars. Delbonnel was a prior nominee for Amelie 
as was Edelman for The Pianist. Collateral marks the first ASC nomination for both Beebe 
and Cameron…..Ralph Laucella has joined Hungry Man as a staff executive producer. He 
had been a longstanding freelance producer for the bicoastal/international shop….Thomas 
Winter Cooke, Santa Monica, has hired Jeff Snyder as head of production. Snyder has 
worked as a freelance line producer and production manager for the past five years…..
Denver-headquartered Thought Equity Management, a stock footage supplier and video 
licensing house, has opened an office in Burbank, Calif., to serve its West Coast-based 
accounts. The new office is run by Paul Weiser, Thought Equity’s VP of sales…..

Kevin Roddy
Executive creative director
Bartle Bogle Hegarty, New York

I think that some of the large, tradi-
tionally conservative advertisers have 
already begun to see the value of a 
big, powerful creative idea. They have 
begun to realize that a powerful cre-
ative idea can build their brand and 
move their product in ways they hadn’t 
thought possible. They’ve begun to 
investigate these ideas and the agencies 
that develop them by going to [places 
like the] Cannes [Lions International 
Advertising Festival], looking at great 
work, and meeting with interesting 
individuals. As such, I think these cli-
ents, in bigger numbers, are going to 
be coming to the kinds of agencies 
that can give them these ideas. This, I 
believe, will be a trend where you will 
see a lot of smaller, more creatively 
focused agencies getting on the ros-
ter of the bigger clients. I think we’ll 
start seeing bigger ideas coming from 
brands not previously known for that. 
We’ll see better and more effective 
advertising being done in categories 
and for brands that haven’t been known 
for great advertising.

I believe creativity will begin to 
make its comeback in 2005. While it 
may have been marked absent for a 
few years, the competitive landscape 
is going to demand bigger, better and 
broader ideas. The more creatively 
focused agencies will benefit from this 
and likely more and more of them will 
begin appearing on America’s adver-
tising landscape. They say things go 
in circles and I believe we’re enter-
ing back into a time of great creative 
growth and innovation.

The trend towards broader creativity 
will most certainly continue. We will 
see a few agencies at the front of that 
movement, and far too many others 
trying desperately to hold onto to the 
tail in an attempt not to be left behind. 
Clients will look to agencies for “cre-
ativity” rather than “advertising,” and 
this will enable the more innovative, 
big-thinking agencies to take brands 
further, and get more opportunities 
they haven’t gotten before. I think 
we’ll see a lot of “experimentation” 

from big advertisers giving assign-
ments to smaller agencies and see what 
big ideas they can come up with.

Bill Sandwick
Owner/executive producer
Sandwick Films, New York

We all keep hearing about the busi-
ness being in a state of flux. To me, the 
business has been in a state of flux since 
before the SAG strike. We’re pretty 
much doing the same thing we did five 
years ago. There’s just a bit more hand-
holding/ass-kissing involved. Turning 
out a good piece of work requires a 
good deal of finesse and skill through-
out the process. It takes experience 
to protect a good idea from what can 
often be too much research. 

Life expectancy in our business can 
be as short as the “what have you done 
for me lately?” attitude (which) will 
remain prevalent. This attitude exists 
between client and agency as well as 
agency and creative person and direc-
tor and production company. This is no 
time to rest. You can find yourself run-
ning that antique shop in Maine sooner 
than you planned.

Frank Scherma
President
@radical.media, bicoastal/int'l

I think there’s a combination of 
things that are going on. In everything 
that I’m reading in all the business 
magazines, it seems that a lot of brands 
are increasing their budget next year. 
Coke is bringing in something like 
$300 million more, because they want-
ed to solidify their position. It will 
be across the board how they spend 
that money. I see many more agencies 
coming and sitting down with us and 
talking about, ‘O.K., we need to do the 
television campaign, but then we need 
to do an Internet component that’s tied 
to that, then we need to do a branded 
campaign and maybe we need to do a 
TV show.’ Towards the end of 2004 I 
saw more of that, and into 2005 I think 
we’re going to see more of it. … 

Currently, we have [about] four dif-
ferent agencies in development on four 
different television shows for their 
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ters on a tough temp from Queens 
named Myra whose life is dedicated 
to taking care of her unstable broth-
er Ludlow. Potential romance enters 
Myra’s life in the form of Reggie, a 
“suit” from work.

Rize, directed by David LaChapelle 
of bicoastal HSI Productions, will also 
be screened in the American Spectrum 
category. LaChapelle’s film examines 
a form of dance known as “krumping” 
that has emerged from the streets of 
South Central Los Angeles.

In the Premieres category, we 
have Heights. Chris Terrio’s feature 
film directing debut was edited by 
Sloane Klevin, a cutter with The Blue 
Rock Editing Company, New York. 
A Merchant-Ivory production star-
ring Glenn Close, Heights centers on 
Diane, a New York theater diva, and 
Isabel, the diva’s photographer daugh-
ter: After both women run into prob-
lems with the men in their lives, they 
happen to meet other men who open 

new doors.
Steve Hamilton, an editor/sound 

designer with New York-based Mad 
Mad Judy who works on commercials 
and music videos, co-produced and 
edited director Hal Hartley’s The Girl 
from Monday, also debuting in the 
Premieres category. The film finds a 
creature dropping to Earth from space 
and taking over the body of a stun-
ningly beautiful girl so she can find a 
friend in trouble.

Director Jeff Feuerzeig, who is rep-
resented for spotwork by Washington 
Square Films, has a film competing in 
the Documentary category. Titled The 
Devil and Daniel Johnston, Feuerzeig’s 
film combines current footage, home 
movies and old audiotapes to tell the 
life story of underground music legend 
and artist Daniel Johnston, a brilliant 
manic-depressive.

The Dramatic competition includes 
a movie called Junebug, directed by 
Phil Morrison, who is with bicoastal 
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AICP Case for Markup

companies are not signatory to.
Risk—Unknown at bidding time: 

quantity and type of tapes and Polaroids 
required, shipping costs, overtime.  Yet 
firm price is submitted. Most agency 
contracts make production company 
liable for any issues arising out of viola-
tions of union contracts which employ 
agency employees (SAG/AFTRA).

Risk—In the case of overtime or 
extended shoots, adjustments may 
have to be made for all members of the 
cast and crew.  The production com-
pany often commits to a firm cost for 
travel despite the fact that airfare rates 
change constantly and travel arrange-
ments for crew must adhere to various 
union regulations dealing with travel 
and rest periods.

Casting
Obligation—The production com-

pany has to set up, distribute tapes, 
coordinate shipping to multiple and 
changing locations of director, agency 
and client, as well as deal with spec 
changes, conflicts and talent schedule 
issues. The company also needs to 
abide by the rules of collective bar-
gaining agreements that production 

Internationally Speaking

to the contrary, when I see that it is necessary, I ask the local production team 
to work as we are used to in the U.S. I explain why I believe that our systems are 
better in this case and why we should operate in this manner.

I have been shooting in more than 30 countries all around the world since then 
and I’ve learned a lot. In New Zealand, how to improve the safety of a crew shoot-
ing on a road. In Grand Cayman, how to coordinate efficiently a team shooting 
underwater. In Morocco, how to operate in the sand of the dunes. In Malta, how 
to build a 12-foot miniature of an oil rig that looks 300 feet high. In Costa Rica, 
how to move crew and equipment in the jungle. In Italy, how to put photography, 
wardrobe and art direction in sync. I’ve also learned many precious tricks.

Only once have I had to fire the production team and start over: only once in 
so many years and it was in a country where I considered from the beginning it 
could happen.

But in these many years I’ve also taught many things. Some trivial like how to 
make a proper pre-pro-book or how to set up a video village for the agency and 
the client. Some more critical such as how to define clearly the responsibilities of 
the team members, test properly the special effects, coordinate a helicopter shoot 
or put together an achievable production schedule. 

Looking backward, I can positively say that it was a wonderful experience.

Massimo Martinotti is the president of Mia Films, a production company 
based in Miami with offices in Mexico, Argentina, Costa Rica and Spain. He has 
produced commercials in over 30 countries for clients such as GM, Ford, Toyota, 
Renault, Citroen, Peugeot, P&G, Nestle, Sony, and McDonald’s. Martinotti is a 
member of the Board of Directors and President of the Florida Chapter of AICP.

Epoch Films. At the film’s core is 
Madeleine, a sophisticated Chicago 
gallery owner who heads south to visit 
her new husband’s dysfunctional fam-
ily.

Also in the Dramatic competition is 
Pretty Persuasion, directed by Marcos 
Siega, who directs spots through 
bicoastal/international Hungry Man, 
and edited by Nicholas Erasmus, who 
cuts spots and music videos through 
Terminal, Santa Monica. A satire, 
Pretty Persuasion introduces us to 
Kimberly, a 15-year-old who along 
with two classmates sues a teacher at 
their private school in Beverly Hills 
for sexual harassment.

Actor/director Steve Buscemi, who 
is represented for spots by A Band 
Apart.35mm, Los Angeles, has direct-
ed Lonesome Jim. Another entry in the 
Dramatic competition, Lonesome Jim 
focuses on a man who fails to make 
it in the Big Apple and has to move 
back to his hometown in rural Indiana 
where he has to deal with his screwed 
up family.

Director Mike Mills, who is rep-
resented by bicoastal The Directors 
Bureau,  wi l l  a lso  compete  in 
the Dramatic competit ion with 
Thumbsucker. Adapted for the screen 
by Mills from Walter Kirn’s novel of 
the same name, the film’s hero Justin 
is plagued with a nagging problem—
he can’t stop sucking his thumb.

The Midnight screenings will 
include Hard Candy, directed by 
David Slade, who is represented for 
spots by bicoastal RSA USA. Billed 
as an exploration of sexual politics, 
vengeance and justice, the movie 

depicts what happens when a teenager, 
Hayley, hooks up with a thirtysome-
thing man, Geoff, who she has met on 
the Internet.

Director Barbara Kopple’s classic 
1973 documentary Harlan County, 
U.S.A. will be screened as part of the 
Sundance Collection. Set in Brookside, 
Kentucky, the film chronicles a lengthy 
coal miners’ strike that turned vio-
lent when negotiations became dead-
locked. Kopple is represented for spots 
by bicoastal nonfiction spots and long-
form.

Another nonfiction spots and long-
form director, Steve James, will have 
his film Reel Paradise shown in the 
Special Screening category. Reel 
Paradise takes us to Fiji to spend time 
with independent filmmaker John 
Pierson, who with his family has trav-
eled to the exotic locale to program free 
movies at what might be the world’s 

most remote movie house.
Ondi Timoner, who like Kopple 

and James, is also with nonfiction 
spots and longform, has a short she 
directed called Recycle, which she co-
directed with Vasco Nunes. Recycle 
is in Sundance’s Shorts With Features 
program. The film provides a look at 
a day in the live of a man who creates 
a community garden while recovering 
from substance abuse.

Director Thor Freudenthal’s short 
Motel will also be included in the 
Shorts With Features program. Motel 
finds a traveler checking into a road-
side motel that might very well be an 
oasis. Reactor Films, Santa Monica, 
handles Freudenthal for commercials.

Editor’s note: SHOOT will pro-
vide extensive wrap-up coverage 
next month on notable projects at 
Sundance.

Guttesman contacted the director to 
discuss working together. 

Leih said he immediately responded 
to the PSA’s concept. And it was an 
opportunity to showcase his skills in 
a spot that he said seemed likely to 
attract attention. 

Noting one of the director’s impor-
tant contributions to the project, Millar 
said, “We knew in a way what sce-
narios would be funny to people who 
are in the business and who understood 
what creatives do—and how that would 
maybe affect poorly another type of job 

they’d try. But Joe was smart enough 
to realize it’s got to be funny to every-
body who would see it.”

As of press time, Leih was seek-
ing production house representation. 
Ginger Myers executive produced the 
:90. Brian O’Carroll was DP.

Additional credit goes to Justin 
Quagliata, editor, earth2mars, New 
York; colorist Carlos Rodriguez, 
Moving Images, New York; and 
Tom Lino, sound designer/mixer, 
FlickerLab, New York.

Writer, Art Director Team Up

Spot Makers Make Mark At Sundance Festival
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on “Dreams” since its inaugural year 
of 2002.

Rich Rosenthal assumes the Y&R, 
New York, director of broadcast pro-
duction mantle from Yagoda. Rosenthal 
formerly served as associate direc-
tor of broadcast production. Yagoda 
described Rosenthal as a “tremendous 
producer” and a worthy successor. 
“My intent for the past couple of years 
has been to pass the torch [as head of 
production] to Rich,” related Yagoda. 
“He’s taking over a great department.”

Yagoda said he decided to step down 
from his position. But there have also 
been reports of recent layoffs at Y&R 
in light of declining revenues. Yagoda 
has had three tours of staff duty at 
Y&R, totaling 23 years. His just con-
cluded Y&R tenure lasted 17 years. 
Yagoda said that Y&R has been “a 
great place for me,” representing “a 
highlight of my professional life.”

In addition to “Dreams,” Yagoda 
said he will likely take on other Y&R 
assignments. He hopes some of these 
jobs will entail him working again 
with Y&R chairman/CEO/worldwide 
creative director Michael Patti.

Beyond his continued involvement 
with Y&R, Yagoda is considering other 
prospects, noting that several inter-
esting opportunities have started to 
surface. He added that the “Dreams” 
experience over the years has piqued 
his interest in longer form fare.

Meanwhile, there’s been a change 
in the ’05 “Dreams” directorial lineup. 
Due to a conflict in his schedule, direc-
tor Fredrik Bond of bicoastal/interna-
tional MJZ—who was recently named 
a DGA nominee for best commercial 
director of ’04 (see story, p. 1)—had to 
pull out of “Dreams.” Bond’s slot has 
been filled by director Jesse Dylan of 

Los Angeles-headquartered Form.
Dylan has already wrapped his 

“Dreams” short. He rounds out an ’05 
coterie of “Dreams” directors that con-
sists of: Samuel Bayer of bicoastal RSA 
USA, James Gartner of Santa Monica-
based GARTNER, Alison Maclean of 

Park Pictures, New York, Doug Nichol 
of bicoastal/international Partizan, 
Hank Perlman of bicoastal/interna-
tional Hungry Man, Jeffery Plansker of 
Supply & Demand, New York, Baker 
Smith of Santa Monica-based harvest, 
Charles Stone III of Brown Bag Films, 

New York, and the StyleWar collective, 
represented by bicoastal Smuggler.

This marks the first time that Yagoda 
has opted for a “Dreams” theme that 
wasn’t a state of mind. He selected 
“Flight” because it had “more kinet-
ic energy than our previous themes.” 

Yagoda said that this new thematic 
direction has provided a creatively 
inspiring change of pace as reflected in 
the shorts completed thus far.

The ’05 series of “Dreams” shorts is 
slated to debut in March at the Ziegfeld 
Theater, New York.

Yagoda Exits Y&R, Holds Onto "Dreams"
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