
HD Spots To Gain Historic 
Yardage In Super Bowl XXXIX
Cadillac Ad Shoots, Posts, Is Slated To Air In High Definition

By Carolyn Giardina and Robert Goldrich

LOS ANGELES—Having recently 
wrapped his first commercial in many 
years—Guinness’  “Mustang” for 
Abbott Mead Vickers, BBDO, London, 
produced by Independent Media, Santa 
Monica—feature filmmaker Anthony 
Minghella reflected on the experience 

and its creative benefits. He also shared 
his views on what he regards as a 
generally one-way crossover street. 

Minghella is a firm believer in 
short-form fare, although he is best 
known for his directing and writing of 
feature-length films. In ’97, he won a 
best director Academy Award for The 
English Patient, which garnered a 
total of nine Oscars, including one for 

best picture. The English Patient also 
earned Minghella a nomination for 
best writing of a screenplay based on 
material from another medium. Three 
years later he was a best screenplay 
Oscar nominee for The Talented Mr. 
Ripley, a film that he also directed. And 
he wrote the screenplay for and directed 
Cold Mountain, which earned a best 

MTI Offers 
Peek At Post 
Future, NAB
By Carolyn Giardina

Ad Mantra: Medium 
Is The Message
By Robert Goldrich

JACKSONVILLE, Fla.—The first Super Bowl to be 
broadcast in high definition aired in 2000 and, despite the 
fanfare, that year produced only a few HD ads, including 
a film trailer. In subsequent years, advertisers continued to 
show little interest in the medium, citing reasons such as 
the small number of HD sets in the market and the lack of a 
quantifiable audience. But this year, for Super Bowl XXXIX 
pitting the New England Patriots against the Philadelphia 
Eagles in Jacksonville, Fla., it looks like high definition 
may gain some notable and much needed yardage in the 
commercial advertising world.

Reporting a significant shift in his business since a 
year ago, colorist Stefan Sonnenfeld, who is president of 
Company 3 in Santa Monica and New York, told SHOOT that 
about half of his commercial assignments being considered 
for the Big Game—he estimates seven or eight spots—will 

be delivered in HD.
Most of those HD assignments were shot in 35mm 

film—which is a high definition medium—and transferred 
to HD video for post and distribution. Sonnenfeld also 
color corrected what may be the first planned Super Bowl 
ad from a major advertiser to be lensed in high definition 
video. That landmark ad is Cadillac’s “Elope,” directed by 
Antony Hoffman of bicoastal/international @radical.media 
for chemistri, Troy, Mich., and Leo Burnett USA, Chicago.

Sonnenfeld—who has been advising clients about HD—
said he expects that there will be much more HD advertising 
in 2005, and explained that the tide seems to have turned 
due to an increase in HDTV set penetration, HD cable, and a 
general awareness of the medium. He added that a growing 
number of his clients are now taking advantage of what the 
technology has to offer.

LAS VEGAS—Figuratively taking 
a page in tongue-in-cheek fashion 
from the late Marshall McLuhan’s 
seminal The Medium Is The Massage, 
SHOOT launches this column to 
report—and reflect—on how the ad biz 
is rethinking media and the resulting 
impact on creativity. Catalysts for 
a media rethink were in abundance 
at the recently concluded Consumer 

HOLLYWOOD—Encore Hollywood 
is the first site to be employing the 
Mathematical Technologies Inc. (MTI) 
new Control Dailies system, which 
looks well positioned to attract attention 
at the 2005 National Association of 
Broadcasters (NAB) convention in Las 
Vegas this coming April.

Control Dailies is a software-
based workflow system that serves as 
the backbone of the dailies process, 
handling tasks such as collecting 
“metadata” (all the information about 
a job including shoot dates, credits 
and copyrights) as well as organizing 
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It’s traditional yet contemporary.
The same yet different.

It’s brand new yet comfortably familiar.
These seemingly contradictory terms 

paradoxically combine to form a clear 
message 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 foundation will be 
several new cornerstones: increased coverage of 
interactive content and branded entertainment; 

i n t e r n a t i o n a l 
reports; client 
p e r s p e c t i v e s ; 
industry columns 

with varied viewpoints and conveying 
expertise from different sectors; and 
a weekly electronic edition of the 
publication. The latter, which we refer 
to as the “e.dition”—coupled with a 
biweekly print edition—offers such 
advantages 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 importance 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 seeking out 

great work and gaining exposure 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 last week’s e.dition 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 production department at Crispin Porter 
+ Bogusky, Miami: “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 
projects 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 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 bicoastal/
international @radical.media, related, “I see 
many more agencies coming and sitting down 
with us and talking about ‘OK, 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 [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.

(For a copy of our inaugural 1/21 e.dition, 
log onto http://www.shootonline.biz/pubs/2005/

We’ve all heard countless proverbs 
regarding Change and the 

opportunity that it creates. Yet no matter 
how many times we hear it, and no matter 
how much sense it makes in theory, in 
times of great change the unknown often 
makes us feel, deep down, a bit uncertain, 
and may even leave us longing for the 
comfortable, predictable past.

Well, there’s change in the air, and 
I’m here to say it’s all good.

The first piece of change is that 
SHOOT is now under full ownership and control of 
longtime Publisher and AICP friend Roberta Griefer.  
This is a change that will certainly benefit the industry, 
as we look to SHOOT as an information resource giving 
its perspective on what’s happening in the creation and 
production of advertising.

Change is also in the air for the advertising agency 
and production industry readers of SHOOT, in all 
areas of this business, as we see the way marketers 
communicate and connect with their customers rapidly 
evolve, and utilize alternative media vehicles to deliver 
their messages.  And that impacts all of us reading this 
publication.

Anyone attending the Association of National 

Advertisers’ annual meeting last October heard firsthand 
from leading CMOs that they are rethinking, and more 
important, reallocating funds for communicating with 
their core audience. While all of them illustrated their 
“new” positioning with TV commercials, reinforcing the 
power of television advertising in its current form, the 
discussion focused on the quest for quantifiable return 
on their marketing investment—a long-sought goal, and 
a quality they aren’t sure they can ever get with spots.

There is little doubt that the television landscape is 
changing, and equally little doubt that the role of television 
commercials is shifting as well.  Technologically it must, 
considering that viewers are given control of how, when, 
and what they watch (and in the case of advertising, 
you can add if they watch). That tells you that television 
advertising must change; in fact it’s already changing. The 
growing popularity of DVRs is one reason we’re seeing 
the rise of branded entertainment and brand integration 
right now.  While some of this is moving marketing 
dollars away from spots (a bad thing for spot makers), 
it is also creating unconventional collaboration between 
advertisers and producers (a good thing for creative 
talent). A case in point is the overwhelming interest in 
the “Battle of the Brands,” the first awards competition 
being held for recognition in this business space and 
presented collaboratively by ANA and AICP in February 
(how’s that for a commercial in the content?). 

In the new frontier, opportunities abound for creative 
thinking and execution.  While television viewing as we 

know it is evolving, advertisers themselves are clinging 
to the certainty of the past, all the while hungering for 
change.  One just has to look at the booming financial 
outcome of the 2004 upfronts as proof.  Why this 
inconsistency?  It’s because the message communicated 
through sight and sound, through a moving picture, is 
and always will be the most engaging way to tell a brands 
story to the viewer. 

At the moment, television still holds sway as the 
chief medium that can deliver this desirable format.  
However, as the broadband environment becomes 
ubiquitous, more and new avenues to communicate using 
motion picture will open.  Herein lies the opportunity 
in the change. As creators and producers of engaging 
messages for marketers, how is the industry going to 
rise to the challenge of creating messages in the various 
environments for advertisers?  The answer is simple—by 
using the skills they already possess, by thinking about 
the media landscape in a whole new way, by not being 
pigeonholed into former roles, and by leading the way in 
developing innovative projects for marketers.

Yes, change is in the air. But opportunities abound for 
creative collaborators to strut their stuff.  AICP is going 
to be there, helping to keep our members up to speed 
on what is happening in new arenas, and representing 
their interests as opportunities arise. This is what we’ll 
be reading about on the new pages of SHOOT, and I, for 
one, can’t wait for the story to unfold.

Matt Miller
President and CEO

Association of 
Independent 
Commercial 
Producers

By Matt MillerProduction View

Change is good

A New Chapter
Spot.com.mentary By Robert Goldrich
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SANTA MONICA—To attain certain firsts, 
you have to last—and that is certainly 

the case for director Doug Atchison and bicoastal commercial 
production house Reactor Films. Both have been persistent and 
patient in waiting for their project, Akeelah and the Bee, to get 
off the ground. At press time Bee was about to take flight, with 
production slated to begin on February 7.

Bee, a drama that stars Laurence Fishburne, Angela Bassett, 
and Keke Palmer (in the title role of Akeelah Anderson), marks 
Atchison’s feature directorial debut. It’s also the first theatrical 
motion picture for Reactor. The production company was drawn 
to the project in ’00 when Atchison’s script won the Academy of Motion Picture Arts 
and Sciences’ prestigious Nicholl Fellowship for Screenwriting. The script for Bee caught 
the eye of Reactor development executive Danny Llewelyn. Some four-and-a-half years 
later, the movie has finally come to pass, the last major hurdle recently being cleared 
with the securing of financing and distribution from Lions Gate Films. Also providing key 
financing is 2929 Entertainment, the venture headed by entrepreneur and Dallas Mavericks 
NBA team owner Mark Cuban.

Llewelyn and many of his counterparts make it a point—and with good reason—to 
scout the annual Nicholl Fellowship winners and finalists. Past winners include numerous 
aspiring writers who have gone on to attain prominence, including Michael A. Rich 
(Finding Forrester), Ehren Kruger (Arlington Road), Andrew W. Marlowe (Air Force 
One) and Susannah Grant (Erin Brockovich, 28 Days).

The Nicholl Fellowships started in 1986 with 99 entries. In ’00, the year Atchison was 
among the select winners, there were 4,000 entries. 

Bee centers on Akeelah, an 11-year-old girl from South Central Los Angeles, and her 
journey to compete in the National Spelling Bee. Fishburne plays Dr. Joshua Larabee, who 
becomes her mentor. 

Bassett portrays Akeelah’s mom, Wanda Anderson. In the film, Akeelah has to deal 
with a struggle from within—in  part by not being afraid to show that she is smart. Akeelah’s 
inclination is to downplay her intelligence and spelling acumen, which are not regarded as 
hip traits in her inner city circle.

Reactor principal Michael Romersa described Bee as the Rocky of spelling-bee movies. 
“It’s a sports story with a lot of heart.” Atchison developed the idea for the script after seeing 
ESPN’s inaugural broadcast of the Scripps Howard Spelling Bee. At the time, he observed 

that few inner-city children participated in the competition. The 
Akeelah character, said Atchison, “comes from an environment 
where many kids feel like the Spelling Bee is for someone else. 
In order to compete, Akeelah must first overcome her feelings 
of inadequacy.”

Romersa, Llewelyn and Out of the Blue Entertainment’s 
Sid Ganis and Nancy Hult Ganis are producers on the film in 

By Robert GoldrichFeature Firsts For Reactor 
Films, Director Atchison
Bee  Takes  F l i gh t  W i t h  D i s t r i bu t i on  and  F i nanc i ng
From L i on ’s  Ga te  and  2929  En te r t a i nmen t
By Robert Goldrich

Danny Llewelyn

Michael Romersa
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Directors Auerbach, Weedon
Link With GARTNER In U.S.
Production House Gains Bare Affiliation In U.K
By Robert Goldrich

L.A. Spot Shoots Up 17.5%; EIDC 
Warns Against Complacency
By Robert Goldrich

LOS ANGELES—While there 
are rumblings that California may 
be about to propose significant anti-
runaway incentives for feature, TV and 
commercial production (see Street Talk, 
p. 22), clearly the health of filming in 
Los Angeles has improved dramatically 
this past year.

According to the Entertainment 
Industry Development Corp. (EIDC), 
which oversees the Los Angeles City/
County Film Office, film permits were 
issued to cover 6,703 spot location 
shooting days in Los Angeles during 
2004. That’s a whopping 17.5 percent 
more than the 5,701 days tallied in ’03.

The ’04 performance represents the 

largest percentage increase since ’01 
exceeded ’00 by 12 percent. Since then, 
spot lensing activity has been relatively 
flat with ’02 being one percent higher 
than ’01, and ’03 showing a 1.5 percent 
increase over ’02. Even the 12 percent 
jump in ’01 wasn’t all that impressive in 
light of the fact that ’00 was the year of 
the six-month actors’ strike against the 
advertising industry, which accelerated 
runaway production to foreign countries 
and caused spot filming in Los Angeles 
to tumble precipitously. Thus ’01 
outperforming ’00 could hardly be 
deemed a major accomplishment.

But the surge in spot location lensing 

SANTA MONICA—Directors 
Shona Auerbach, who has made a 
major splash with her feature film 
debut, Dear Frankie, and Jim Weedon, 
an accomplished spot editor who’s 
successfully diversified into helming, 
have joined Santa Monica-based 
GARTNER for their first formal 
representation in the American ad 
market.

Both Auerbach and Weedon 
are with The Bare Film Company, 
London, a shop formed last summer 
by partners/managing directors Helen 
Hadfield and Claire Sims. GARTNER 
gains a European production foothold 
via Bare, in addition to repping two 
of its directors stateside. Conversely, 

GARTNER executive producer Don 
Block noted that Bare can tap into 
GARTNER for production support and 
resources when shooting in the U.S.

Auerbach first made a name for 
herself with the short film Seven, which 
gained recognition at several venues, 
including the British Short Film 
Festival and the British Film Festival. 
Based on the success of that short, she 
was approached to do commercials. 
Auerbach went on to establish herself 
as a spot director, with European credits 
for such clients as Whiskas, Bold, Baci, 
SWEB and Proximus. Prior to Bare, 
she was with its two predecessor U.K. 
companies, including Bliss, which 
were also under the aegis of Hadfield.
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SANTA MONICA—Big 
Lawn Films, the year-old 
shop owned by director 
Chuck Bennett, has brought 
Andrew Denyer on board as 
COO/executive producer. 
Denyer joins the one-
director shop after spending 
the past three years as a 
freelance producer. 

Among those 
freelance endeavors were 
collaborations with Bennett 
(i.e., Maytag for Leo Burnett 
USA, Chicago, LucasArts 
for FCB, San Francisco) 
when the director was at 
Crossroads, bicoastal and 
Chicago. That positive 
working relationship 
with Bennett—and the 
opportunity to help build 
a small entrepreneurial 
shop—led to Denyer’s 
decision to return to the 
executive producer ranks.

Prior to freelance 
producing for Bennett 
and other Crossroads 
directors—as well as such 
helmers as Chris Smith of 
bicoastal Smuggler and 
Tim Hamilton of bicoastal 
Go Film—Denyer was an 
executive producer at now 
defunct Propaganda Films. 
He earlier served as head 
of production at bicoastal 
Headquarters, where he 
also handled some exec 
producer responsibilities.

Denyer succeeds 
Gabrielle Yuro as Big 
Lawn’s executive producer. 

He intends to add to Big 
Lawn’s directorial roster but 
noted that the first priority 
is Bennett’s helming career.  
Among Bennett’s latest 
endeavors are Subway 
for McCarthy, Mambro 
& Bertino, Boston, and a 
couple of assignments for 
GSD&M, Austin, Texas: 
an AARP spot and a promo 
for The Learning Channel 
show What Not To Wear.

While Big Lawn 
will maintain its core 
spotmaking operation, 
Denyer said that he and 
Bennett plan to explore 
opportunities outside the 

traditional :30 format, 
including interactive, Web-
based technologies and 
wireless.

Bennett first gained 
industry prominence as an 
agency creative. He and 
Clay Williams started out as 
an art director/writer duo, 
first at now defunct Stein 
Robaire Helm for three 
years. Then they firmly 
established themselves as 
a creative team at TBWA/
Chiat/Day, Los Angeles, 
moving up from art director 
and writer, respectively, 
to managing partners/

Denyer  Jo ins  B ig  Lawn 
As  COO/Exec  Producer

5

❑ JANUARY 28, 2000/Editor Brad Wetmore is set to join 
the Santa Monica operation of Mad River Post, the bicoastal 
editorial house which also maintains facilities in New York and 
San Francisco. He comes over from Santa Monica-based edi-
torial shop Jigsaw, where he spent the past four years….On 
the strength of his spec reel, director Dan Rush has landed at 
Los Angeles-based Palomar Pictures….Pacific Data Post, 
a Santa Monica-based telecine boutique, has been launched. 
The new venture is a subsidiary of Dallas-based Video Post & 
Transfer (VP&T)….J. Walter Thompson, New York, has cre-
ated ©JWT, a New York-headquartered division that is an alli-
ance with Beverly Hills, Calif.-based Basic Entertainment. 
©JWT will develop entertainment built around brands, and will 
bring corporate clients closer to projects in development….
❑ JANUARY 27, 1995/Bruce Hurwit, a creative group 
head and art director for four years at agency Cliff Freeman 
& Partners, New York, has left the agency to direct commer-
cials for bicoastal production company Crossroads Films….
Director/cameraman Ken Morrison has joined bicoastal 
Harmony Pictures for commercial representation on both 
coasts, Chicago, St. Louis, Detroit and in most international 
markets….Napoleon Films, New York, a division of Napoleon 
Videographics, has announced its new affiliations with three 
directors: Los Angeles-based director Greg Marquette, New 
York-based tabletop shooter Ben Dolphin and Los Angeles-
based music video/spot director Peter Allen….Fireside 
Productions, Atlanta, has signed director/cameraman Mark 
Claywell, formerly with Oasis Films, Charlotte, N.C….

FLASHBACK
5 YEARS / 10 YEARS

http://www.shootonline.biz/pubs/shoot2005overview.pdf
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Mad River Adds Painter To Its Spot Editorial Palette

NEW YORK—Editor Jason Painter—
who made his first major industry mark 
on the 2003 Super Bowl with Reebok’s 
“Terry Tate: Office Linebacker” spot 
directed by Rawson Thurber via 
bicoastal Hypnotic for The Arnell 
Group, New York—has joined Mad 
River Post, which maintains shops in 
New York, Detroit, Santa Monica, San 
Francisco and Dallas. (Thurber’s spot 
roost is Boondoggle, Hollywood.)

Plans call for Painter—who comes 
over from Jigsaw, Santa Monica—to be 
available via all the Mad River studios, 
splitting his time primarily between 
New York and Santa Monica. Already 
out of the New York roost he has cut 
three spots for Earthlink directed by 
Errol Morris (who recently joined 
bicoastal Moxie Pictures) for Crispin 
Porter+Bogusky, Miami, and an NBA 
campaign helmed by Steve Miller of 
bicoastal/international @radical.media 
for The Arnell Group. (The Earthlink 
package consisted of six spots—the 
other three being cut by Mad River’s 
Stephane Dumonceau.)

Painter has also worked out of Mad 
River, Santa Monica, cutting a Dina 
Realty job directed by Marcus Raboy 
of Boondoggle (the sister spot house of 

music video production company F.M. 
Rocks, Santa Monica) for Petersen 
Milla Hooks, Minneapolis.  

Painter said he was drawn to 
Mad River by its president Krystn 
Wagenberg, the chance to attain a higher 
profile in the New York agency market, 
the positive working environment at 
the company, and access to the editorial 
house’s facilities throughout the U.S.  
On the latter score, Joiner noted that 
Mad River’s Rosedit system—which 
facilitates remote editing whereby, for 
example, he can be in Santa Monica 
and conduct an edit session with clients 
who are in other cities—provides him a 
measure of flexibility that helps extend 
his creative reach. He also intends to 
travel to whatever Mad River shop 
needs him for a particular job. Painter 
noted that he has developed Detroit 
clientele, which can best be served via 
the company’s Motor City facility.

The NBA and Earthlink 
assignments entail comedy, a niche for 
which Painter has become best known.  
Among his credits during the past 
year at Jigsaw were Dodge’s “Mating 
Game” and “Sunday, Sunday” directed 
by the Traktor collective of bicoastal/
international Partizan for BBDO 
Detroit; Honda directed by Tim Godsall 
of Biscuit Filmworks, Los Angeles, for 

Rubin Postaer and Associates, Santa 
Monica; and a humorous Kyocera cell 
phone spot helmed by Jason Reitman 
of Tate USA, Santa Monica, for Vitro 
Robertson, San Diego. The latter was 
a takeoff on the Wes Anderson film, 
Rushmore.

Prior to Jigsaw, Painter was with 
Swietlik, Santa Monica (which has 
since become Cut+Run Los Angeles, 
which also has offices in New York and 
London). At Swietlik, he cut “Terry 
Tate: Office Linebacker” while also 
demonstrating his editorial prowess in 
more serious fare, including “Fighting 
Words” a PSA for the Gay Lesbian & 
Straight Education Network that ran 
on MTV. Directed by Michael Franzini 
of Public Interest Productions, Santa 
Monica, the moving spot showcased 
derogatory terms used to refer to gay 
people. Judy Shepard then appears on 
screen to relate that this kind of prejudice 
and hatred toward homosexuals led to 
the death of her son, Matthew Shepard, 
who was murdered because he was 
gay.

Painter noted that public service 
fare has at times enabled him to show a 
side of him outside of the comedy arena. 
He added that the recent Dina Realty 
job also represented a diversification 
for him into graphics-driven work.

Changes At The Helm
David Naylor & Associates (DNA), Hollywood, has 

taken on exclusive spot and music video representa-
tion  in the U.S. for London-based production company 
Pagan. A prime focus for commercials will be Pagan di-
rector Vaughan Arnell, who made his first mark in the 
industry as half of the directing team Vaughan +Anthea, 
with Anthea Benton, in the mid-1980s. The duo was 
successful in both videos and spots. Arnell and Benton 
then began solo directing careers in ’96. Vaughan contin-
ued to be active in clips (The Spice Girls’ “Say You’ll 
Be There”) and commercials (Orange, Audi, Levi’s, 
Stella Artois). He joined Pagan in ’02. Additionally, Pa-
gan has the mono-monikered Rankin, a noted photog-
rapher, publisher and most recently film director, whom 
DNA will handle stateside. David Naylor is president of 
DNA. His counterpart at Pagan is Adam Saward….. Direc-
tor Grant Baird has joined MotivFilms, a Santa Monica 
shop founded in ’00 by director Eric Bute and exec pro-
ducer Jim Rutherford. Baird first became known on the 
agency side, having served as creative director and head 
of production at Bozell-Bonneville and at Bonneville 
Communications, Salt Lake City…..MRB Productions 
has added directors Todd Kellstein, Brian O’Connell 
and Vincent Pagazza, joining company mainstay hel-
mer Mark Teitelman…..

creative directors. During their tenure 
there, Bennett and Williams began to 
co-direct select projects for TBWA/
Chiat/Day, such as Energizer batteries’ 
“Elvis” and Taco Bells’ “Crank Call.”

Bennett and Williams then jumped 
over to the production house side of the 

fence, joining Crossroads as a directing 
team, known as Chuck & Clay, in 2000. 
The duo helmed assorted jobs (Dr 
Pepper, Lycos, Red Lobster) and then 
in ’02 each went solo, with Bennett 
staying at Crossroads and Williams 
joining bicoastal/international MJZ.

Big Lawn is repped by Boss 
Talent’s Annie Bossingham and Brad 
Gruber on the West Coast, Cathi Connor 
and Mike Richter of The Connor Group 
in the Midwest, and Chris Messiter and 
Ann McKallagat of Talc Films on the 
East Coast.

jan/shoot_121_e.dition_lite.asp or for a full edition with embedded video 
streams, log onto http://www.shootonline.biz/pubs/2005/jan/shoot_121_
e.dition.asp).

A prime SHOOT goal is to provide the information and insights that 
will help you chart a successful course through this changing industry 
landscape. Under new nimble entrepreneurial 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 
mentorship and rallying to worthwhile industry 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!

Spot.com.mentary By Robert Goldrich

Big Lawn Films Adds Andrew Denyer

By Robert Goldrich
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GARTNER Signs Auerbach, Weedon
NEWS NEWS NEWS NEWS NEWS  NEWS  NEWS NEWS NEWS 

Continued on Next page  

Given her prowess in performance-
driven fare, Auerbach got the 
chance to direct Dear Frankie. 
The low-budget U.K. film has 
gained considerable acclaim, 
receiving a standing ovation at 
Cannes and an audience award 
for best international feature at the 
Los Angeles Film Festival. The 
most recent accolade came last 
week from the British Academy 
of Film and Television Arts 
(BAFTA), which named Auerbach 
a nominee for the prestigious Carl 
Foreman Award signifying special 
achievement by a British director, 
producer or writer in their first 

feature film.
Miramax chieftain Harvey 

Weinstein saw Dear Frankie on 
the festival circuit last year and 
became a major champion of the 
bittersweet film, in which a Scottish 
single mother fakes the existence 
of a seagoing husband for the sake 
of her deaf, nine-year-old son. 
Miramax is slated to release Dear 
Frankie in the U.S. in early March. 
The movie premiered in European 
theaters last week.

The film’s pending 
American release and a recent 
commercialmaking endeavor make 
the time opportune for Auerbach to 
now make her first foray into the 
U.S. market via GARTNER. Not 
only does the theatrical rollout of 
Dear Frankie figure to generate 
further momentum for her career, 
but she also is coming off of a three-
spot, Bare-produced MasterCard 
campaign for McCann-Erickson, 
London. Word is that some of 
that people storytelling work for 
MasterCard could gain airtime in 
the U.S.

Auerbach said she was drawn 
to GARTNER’s company reel, 
which features people-based, 
performance-driven advertising. 
“It just felt like my work fit right in 
with what the company’s directors 
were doing,” she related.

WEEDON

While he too gains his first 
directorial representation in the 
U.S., Weedon is no stranger to the 
American market in that he has 
edited commercials for stateside 
and European clients. He continues 
to be repped as a spot editor through 
Final Cut, London and New York. 
Weedon started his career at The 
Whitehouse, London (which has 
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since added offices in New York, 
Chicago and Santa Monica), as an 
assistant editor and then was promoted 
to editor. In 2001, he joined Peepshow, 
London, and moved over to Final Cut 
in late ’03.

Much of his current editing 
work entails spots helmed by feature 
filmmakers. Weedon recently wrapped 
a NetZero assignment directed by Joe 
Carnahan (Narc) for Bernstein Rein, 
Kansas City. Among Weedon’s other 
credits are multiple collaborations with 
filmmaker Ridley Scott (Gladiator, 
Thelma and Louise) of RSA Films, 
London (including Barclays for BBH, 
London), as well as an Allstate job 
helmed by Sam Mendes (American 
Beauty) for Leo Burnett USA, 
Chicago.

Weedon credits directors Ridley 
and Jake Scott (for whom Weedon has 
also cut) with encouraging and being 
supportive of his diversification into 
directing. Weedon in fact began helming 
spots in-between editing gigs at RSA 
Films. He also gained early recognition 
for There Was A Man, a short film that 
won a BBC New Directors Award in 
’02. Weedon continues to be involved 
in shorts, including In the Corner, 
which is currently on his directorial 
reel. 

After a couple of years at RSA, 
Weedon moved over to Bliss in ’03, 
which became Bare. Among his 
directing credits are spots for X-Box 
game Splinter Cell 2 out of McCann-
Erickson, London, UNICEF for TBWA, 
London, Nike via Wieden+Kennedy, 
Amsterdam, and The Guardian for 
BMP/DDB, London.

GARTNER’s Block said he 
was drawn to “the visual energy” of 
Weedon’s shorts and commercials, 
including Nike’s “Heroes.”  

Weedon has cut virtually all of his 
directorial projects and hopes to do 
the same in the U.S. market whenever 
possible. Beyond the continuity such a 
dual role brings to the work, Weedon 
thinks that as both director and editor he 
can help make jobs more cost effective 
in these budget-challenged times.

Auerbach and Weedon join a 
GARTNER directorial roster that 
consists of James Gartner, Ray Dillman, 
Raymond Bark, Martin Cannelakis and 
the team of Chris Riess and Amy Hill. 
Block and Rich Carter are GARTNER’s 
executive producers. GARTNER also 
maintains a sister shop, Tight, headed 
by executive producer Jonathon Ker. 
Tight’s directors are Iain Mackenzie 
and The Brothers Strause.

association with Fishburne’s Cinema 
Gypsy Productions. Exec producers 
are 2929’s Cuban, Todd Wagner and 
Marc Butan.

Reactor spent the past four 
years trying to get the project up and 
running. Sid Ganis, a veteran producer 
(Mr. Deeds, Big Daddy, The Master 
of Disguise) and industry exec, was 
involved initially. He then moved onto 
other projects with Reactor picking up 
the option. A deal appeared pending 
with an independent financier who 
knew Ganis and brought him back 
into the picture. But then the financier 
fell out of the deal. Ganis remained 
committed to the movie, though, and he 
and Reactor teamed on trying to make it 
come to pass. Their efforts were finally 
rewarded when Lions Gate and 2929 
came on board. With production about 
to get underway, plans for the film once 

it’s finished are still being formulated. 
One option is to distribute it in the fall. 
Another is to go the festival route and 
drum up interest and momentum for a 
later release.

Atchison could have made a deal 
to get his script made into a film much 
sooner. But he declined those potentially 
lucrative offers because they called for 
bringing in an outside director. Some 
prospective suitors, said Llewelyn, did 
not want “to take a chance” with a first-
time director. But Reactor strongly 
believed that Atchison was the ideal 
helmer for the film.

Romersa believes Atchison also 
has the sensibilities to be a successful 
spot director. Whether or not Atchison 
pursues that path remains to be seen, 
but Reactor would be interested if he 
opts to do so. 

The coming to fruition of Bee, 

added Romersa, helps Reactor on 
several fronts. For one, having gone 
through the process and successfully 
negotiated a feature deal, the company 
is well positioned to push other 
projects through the industry pipeline. 
Additionally, the making of Bee sends 
a message to commercial directors that 
Reactor can deliver on a long-form 
promise.

Reactor has other entertainment 
irons on the fire. The company is 
currently in development on a suspense 
thriller with creative director/director 
Jonathan Yarbrough of RP alpha group, 
Santa Monica. And as reported in last 
week’s SHOOT e.dition, Reactor 
director Thor Freudenthal has a short 
film, Motel, being screened as part of 
the Shorts With Features program at the 
Sundance Festival, Park City, Utah.

NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWSNEWS  NEWS NEW 

TORRANCE, Calif.—Damian Stevens 
has returned to the agency side of the 
business, joining Saatchi & Saatchi 
Los Angeles in Torrance as its director 
of broadcast production. The move 
reunites him with Saatchi LA executive 
creative director Harvey Marco; the 
two had worked together at Fallon 
where Stevens was a West Coast-
based producer for the agency while 
Marco served as a creative director in 
Minneapolis.

Saatchi LA chief creative officer 
Steve Rabosky, Marco and Stevens will 
spearhead the agency initiative in long 
form, branded content and Internet-
based executions, at times integrating 
these forms into campaigns that include 

traditional TV spotmaking. Stevens 
noted that he and his colleagues are 
exploring TV show, documentary and 

reality series ideas. He believes this is 
the opportune time to be at an ad shop 
like Saatchi.

Stevens most recently served as an 
executive producer at JGF, Hollywood, 
which is now bicoastal Sandwick 
Films. Prior to that he served in an 
exec producer capacity for bicoastal 
Moxie Pictures.

Moxie was Steven’s first career 
production house roost. He came there 
after having established himself as an 
agency producer at Fallon’s Southern 
California office. Earlier, he was a 
producer at Hal Riney & Partners (now 
Publicis & Hal Riney), San Francisco.

During his Fallon tenure, Stevens 
produced PBS’ “Photo Booth,” which 

Bee Generates Film Buzz For Reactor

Auerbach, Weedon Signed By GARTNER

Stevens Named Head of Broadcast Production At Saatchi LA
won the primetime commercial 
Emmy Award in 2001. The spot from 
Fallon, Minneapolis, was directed 
by Errol Morris who at the time was 
with bicoastal/international @radical.
media. (Morris recently joined Moxie 
Pictures.)

At JGF, Stevens’ executive 
producer endeavors saw him 
collaborate on jobs with such agencies 
as Crispin Porter+Bogusky, Miami, 
Cliff Freeman and Partners, New York, 
The Martin Agency, Richmond, Va., 
and WongDoody, Seattle.

Damian Stevens
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By Emily Vines

To capture a feeling of antiquity 
in “Bucket Brigade,” a :90 for PBS, 
out of Fallon Minneapolis, director E. 
Elias Merhige of Independent Media, 
Santa Monica, created a charming, yet 
forward-thinking community in the 
remote hilltop village of Curtiduria, 
Chile.

The spot, although not meant to be 
anywhere in particular, has a European 
sensibility. Perhaps it’s the accordions 
in the arrangement of “La Noyee” 
by Yann Tiersen from the Amélie 
soundtrack. Composers Colin Smith 
and Simon Elms worked on the piece 
through Amber Music, New York.

This unique melody accompanies 
villagers as they work together to 
extinguish a fire burning in their library. 

TOP SPOT
O F  T H E  W E E KFallon Depicts Old World Problem Solving For PBS

Director Merhige Deploys “Bucket Brigade” To Bring Flames To Water 
Upon discovering that 
the town’s well is 
almost dry, residents 
transport the flames, 
in buckets, to the 
dripping water source. 
This ingenious human 
assembly line was 
born out of the fact 
that since the villagers 
couldn’t bring water 
to the inferno, they 
decided to bring the 
flames to the H2O. 
“Be more inventive” the end tag 
encourages.

This spot is part of the “Be More” 
campaign that has been running on 
PBS since 2002. Airing indefinitely 
on PBS, Fallon group creative 

director Mike Gibbs described the 
target audience as people who watch the 
network to become more well-rounded 
and aware of various perspectives on a 
range of subjects. Executive creative 

Client
PBS

Production Company
Independent Media

 Santa Monica.

E. Elias Merhige, director; Bruno DeBonnel, DP; 
Susanne Preissler, executive producer; L. Skutch, 
line producer; David Brisbin, production designer.
Benito Cine, Santiago.
Veronica Figueroa, producer.
Shot on location in Curtiduria, Chile.

Agency
Fallon Minneapolis.

Bruce Bildsten, executive creative director; Mike Gibbs, group 
creative director; Gerard Caputo, art director; Dean Buckhorn, 
copywriter; Brian DiLorenzo, director of broadcast production; 
Robert van de Weteringe Buys, executive producer; Nicholas 
Gaul, associate producer.

Editorial
The Whitehouse, New York.

Rick Lawley, editor; Dan Maloney, assistant editor; Corina 
Dennison, senior producer.

Post/Visual Effects
The Mill, New York and London.

Hitesh Patel, visual effects supervisor; Fergus McCall and Paul 
Harrison, Telecine artists; Phil Crowe, lead Flame artist; Ivor 
Griffin, CG animator; Tom Poole, Telecine assistant; Adam Grint 
and Richard Betts, Flame assistants; Helen Weil and Stephen 
Venning, producers.

Music
Amber Music, New York.

Colin Smith and Simon Elms, composers.

Audio Post
Wow & Flutter Minneapolis.

Dale Goulett, mixer.

Sound Design
Amber Music

Bill Chesley, sound designer.
Mitt Out Sound (M.O.S.), Sausalito, Calif.
Luke Dunn-Gielmuda and Ren Klyce, sound design-
ers; Misa Kageyama, producer.

Principal Actors
Herman Robles, Pedro Linares. 

director Bruce Bildsten referred to the 
members of this audience as social 
capitalists, “basically people who are 
very socially concerned and want to 
know about the world.”

Gibbs and Bildsten also said the 
spot is a metaphor for the state of PBS, 
which has had declining donations and 
memberships. In “Bucket Brigade,” a 
group of people tries to save something 
they feel strongly about, the library, 
Gibbs related. Bildsten added that the 
scenario speaks directly to what PBS 
is about and the predicament it is 
experiencing.

HEADING FOR THE HILLS

Regarding the tone of this cinematic 
spot, copywriter Dean Buckhorn said, 

CLICK POSTER TO VIEW 
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Just what TV needs: another car 
chase. However, the twist on this pursuit 
turns out to be not only funny but also an effective piece 
of advertising for a client outside the mainstream—yet well 
suited to streams and other bodies of water.

This :30 thrusts us right into a siren-blaring, high-speed 
chase on a back country road. We see a sporty black Camaro 
motoring like a bat out of hell, with three sheriff’s cars not 
too far behind.

Clearly the driver of the Camaro is a suspect in a crime, 
if not an outright criminal. The camera reveals, however, that 
this perpetrator is not of the two-legged variety. Instead, we 
see a fish at the wheel of the sports car, which careens off 
road and skids up to the water’s edge. The fish jumps out of 
the car into the water, seemingly making good its escape via 
river, lake or creek.

A deputy gets out of one of the law enforcement vehicles 
and begrudgingly admits, “He got away.”

“No, he didn’t,” confidently says a wiser veteran sheriff 
who arrives on the scene. The reason for his confidence then 

becomes evident—he’s holding a 
fishing pole rigged with a Rapala 

lure. The spot ends with the word “Rapala” supered across 
a dark background.

“We wanted to play off all the best car chase scenes,” 
related art director Brock Davis of Carmichael Lynch, 
Minneapolis. “There’s no hint of lighthearted or silly 
anywhere. And then you see the fish…and it’s driving a 
Camaro.”

“Getaway” was directed by Tom De Cerchio of 
Incubator Films, West Hollywood, for Carmichael Lynch. 
Alexandra Chamberlain executive produced for Incubator, 
with Kate Dale serving as line producer. Production services 
were provided by Radke Films, Toronto. The DP was Glen 
Keenan.

The agency team consisted of chief creative officer Peter 
McHugh, executive creative director Jim Nelson, creative 
director Steve Casey, writer Tom Camp, producer Sean 
Healey and art director Davis.

Editor was Charlie Gerszewski of Channel Z, 

By Kristin Wilcha 

When tragedies exist in far-off 
lands, it can at times be difficult in day-
to-day life to feel their full devastating 
impact. This spot brings the landmines 
issue much closer to home. As a result 
of constant conflict, there are an 
estimated 18 million landmines buried 
in countries through Africa, as well as 
Cambodia and Afghanistan, among 
others. The landmines cause thousands 
of injuries and deaths a year, and also 
have an economic impact, given that 
their presence makes it impossible to 
use land for farming. 

“Kick Off,” for the United 
Nations Landmine Action Committee, 
effectively and shockingly brings the 
issue to the forefront. The spot, directed 
by Kevin Thomas of Thomas Thomas, 
London, via agency The Brooklyn 
Brothers, New York, opens on two 
girls’ soccer teams. The players—
around 12 or 13 years old—are getting 
ready to play, and parents are gathering 

on the sidelines to cheer their daughters 
on. The game starts, and one fresh-
faced girl scores a goal. As she smiles 
towards her parents, the idyllic scene, 
common on playing fields all over 
the U.S. and Europe, is interrupted by 
horror. The girl who scored the goal 
suddenly flies through the air, landing 
on the ground, presumably dead. Some 
of her teammates are injured. As the 
dead girl’s father cradles her body, her 
mother is held back at the sidelines, as 
she screams and sobs. A super follows 
the jarring, shocking imagery: “If there 
were landmines here, would you stand 
for them anywhere? Help the U.N. 
eradicate landmines everywhere.” A 
Web site address, www.stoplandmines.
org, follows.

Guy Barnett, a partner in 
The Brooklyn Brothers, served as 
copywriter on the spot, as well as on two 
others, which use footage of farmers 
in Cambodia and Afghanistan talking 
about the inability to cultivate land 
studded with mines. Barnett’s partner 

in the agency, Callum MacGregor, 
served as art director. Barnett related 
that agency became involved in the 
project through Lisa Lesfebvre, who 
does freelance account work for The 
Brooklyn Brothers. She knew Richard 
College, a member of the mine action 
group at the U.N., which was searching 
for an agency to help publicize the 
issue. 

Barnett related that using a soccer 
match as a backdrop was meant to bring 
the issue of landmines home to people 
who might otherwise be unaware of 
the devastation and tragedy caused 
by the weapons. “So much of these 
kinds of problems are always focused 
on faraway places, with people you 
don’t know, and don’t have that much 
in common with,” he said. “And we 
really wanted to make the issue come 
alive in the minds of people who live in 
very sophisticated Western countries, 
specifically the United States—which 
has yet to sign the treaty banning 
landmines. … That was one of core 

audiences, the U.S., so we thought by 
imagining a scenario where landmines 
were affecting children’s everyday 
lives, as they are in other countries. It 
would bring the importance and horror 
of having landmines buried in the 
ground [into people’s minds.]” 

Oscar Thomas (no relation to the 
spot’s director, Kevin Thomas), a senior 
producer at freelance agency production 
shop Driver, New York, who initially met 
MacGregor and Barnett while producing 
a Xenadrine spot for The Brooklyn 
Brothers, produced “Kick Off,” and 
helped secure Kevin Thomas as director. 
“Kevin is very versatile,” noted Thomas. 
“I’ve worked with him before, … and 
he’s one of the most grounded and 
most intelligent visual storytellers, and I 
thought he could do the job.”

For his part, director Thomas is 
pleased with “Kick Off.” “I thought it 
was a great cause, and a great script,” 
related Thomas of why he chose to do 
the ad. Thomas said his biggest concern 
while shooting was making sure the 

'Kick-Off' Brings Home The Horror Of Landmines
Idyllic Soccer Scene Turns Tragic In Spot Directed By Kevin Thomas For The Brooklyn Brothers, New York

landmine explosion was as realistic as 
possible. 

Both a :60 and a :90 version of 
the spot were created, with the latter 
hopefully running in cinemas. Oscar 
Thomas noted that the team would 
like the work to air on a variety of U.S. 
outlets, including MSNBC, Lifetime 
and The History Channel. They also 
hope to gain airplay on the BBC and 
other international stations.

Additional credits for the project go 
to Thomas Thomas executive producer 
Philippa Thomas; DP Brendan Galvin; 
and producer Ira Brooks. The spots 
were cut at Crew Cuts, New York, by 
editor Sabrina Huffman; Kelly Erickner 
served as assistant editor, and Melanie 
Klein produced. Tom Poole of The Mill, 
New York, served as colorist; additional 
Mill credits go to executive producer 
Alistair Thompson and producers 
Wendy Garfinkle, Verity Grantham, and 
Elisha Levin.

The online edit was done at 
FrameStore CFC, New York, by Murray 
Butler and Maryanne Lauric, under the 
aegis of managing director Jon Collins. 
Bill Chesley of bicoastal/international 
Amber Music created the spot’s sound 
design; Michelle Curran executive 
produced, while Kate Gibson produced. 
Audio post was done at Nutmeg 
Recording, New York. Chris Fina served 
as mixer, with Jon Adelman producing. 
Graphics were created by Loyalkaspar, 
New York. Credit there goes to creative 
directors Beat Baudenbacher and David 
Herbruck. Principal actors were Blair 
Sams, C.J. Wilson, Zena Gray, Sarah 
Hyland and Jenna Rae Gaertner.

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

Minneapolis. Colorist was Dave 
Sweet of Pixel Farm, Minneapolis. 
Steve Medin of Pixel Farm was 
online editor/visual effects artist. 
Audio engineer was Ken Chastain 
of Pixel Farm Music, Minneapolis. 
Ron Stefaniuk of Stefaniuk Studios, 
Toronto, was creator/artist of the 
animatronic fish.

Sound designer was Jay 
Nierenbreg of Elias Arts, bicoastal. 

"Getaway" Click Poster To View

Click Poster To View
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“We didn’t want the spot to be scary and threatening. We wanted it 
to have a little bit of a magical, fable quality to it.”

To achieve this look, Merhige (who directed the feature Suspect 
Zero, released last year) said he styled his storyboard in order to 
give a sense of community and connection between the people and 
the land. Casting, which was done in Santiago and a nearby town 
of Talca, was also a key element.

“In this particular piece, I felt it was important to photograph 
it in such a way where you get a feeling that all of these people 
are strong, they’re caring, they’re loving,” the director said. “They 

are a cohesive and living community that is very much in touch 
and in synch with the landscape.” Bruno DeBonnel (A Very Long 
Engagement) was DP. 

At an isolated location in the foothills of the Andes Mountains, 
which required oxen to ascend, the production crew erected a 
library and controlled the fire within. Some of the buckets, those 
nearest the well, had fire in them, but visual effects house The Mill, 
New York and London, created the rest of the flames in post. Hitesh 
Patel was the visual effects supervisor.

“There was a whole kind of old world feeling to this way of 
working and the hiring of local actors, many of which had never 

worked before,” Merhige shared. “I love the opportunity of finding 
these great and unforgettable faces and I think it really strengthens 
the piece and makes it feel even more timeless.”

Rick Lawley edited the spot out of The Whitehouse, New 
York. Dan Maloney was assistant editor, Corina Dennison, senior 
producer.

Additional agency credit goes to art director Gerard Caputo, 
who is now an associate creative director at BBDO New York. 
Robert van de Weteringe Buys was executive producer.

Susanne Preissler executive produced for Independent Media.

Fallon Depicts Old World Problem Solving For PBS

By Emily Vines

LONDON—To launch Skittles Gum 
in the United Kingdom, creatives at 
TBWA London, created three spots for 
client MasterFoods that are running 
on the Web site meandmyfruitymouth.
com. Director Tim Godsall helmed 
“Sing Song,” “Shelter” and “Cherubs,” 
with respective running times of :36, 
:46 and :60, through Independent Films, 
London. (He has since moved over to 
Stink Ltd., London, for U.K. work but 
continues to be repped in the U.S. by 
Biscuit Filmworks, Los Angeles.)

Upon initial viewing, the spots 
look like common television shows: 
a religious program featuring hymns, 
an outdoor survival guide, and an art 
review program. However, mid-way 
through each, the hosts unexpectedly 
say something quite inappropriate. 

For example, while discussing 
a painting, the stuffy art critic in 
“Cherubs” comments that two of the 
celestial beings “appear to be bumming 

each other.” After pausing 
briefly he says, “I’m 
sorry, I shouldn’t have 
said that.” (The painting 
is a prop created for the 
spot and the noted artist is 
fictional.)

In “Shelter,” a 
wilderness guide explains 
how he is building a small 
below ground refuge in 
the forest. Then it occurs 
to him that with so much 
privacy one could satisfy 
one’s self in a sexual way 
without anyone knowing. 
He soon realizes he has 
shared too much information.

And, in “Sing Song,” a man stands 
outdoors singing a hymn about Jehovah, 
with the rolling countryside behind 
him and a serene black dog at his feet. 
Suddenly, he points beyond camera 
view, commenting on the size of a nearby 
horse’s sexual organ. Obviously he 
shouldn’t have said that, as he admits.

COMEDY & STRATEGY

“It’s a shame that just because you 
are talking to teenagers, people tend 
to treat them as children,” TBWA art 
director Frazer Jelleyman explained 
of the use of bawdy humor. “It was 
decided amongst everyone that the way 
forward was actually to treat teenagers 
as if they were adults, so what you’re 

doing is using adult humor.” Alasdair 
Graham was the copywriter; Kate 
Hitchings, producer; and Richard 
Powell the account director.

Continuing the irreverent theme, 
each spot ends with someone depositing 
their chewed gum on top of a box of 
Skittles Gum. In addition to finding the 
unusual product shot to be funny, the 
idea, Jelleyman explained, “was that 
the fruitiness of the thing has made the 
guy say something he wouldn’t have 
normally said … so what you do is take 
it out so that you wouldn’t say anything 
else.”

“I thought it was very clever 
writing, all of them, but particularly the 
cherubs bumming one another, the turns 
of phrase that the art critic had,” Godsall 
related. “Sometimes we get that kind of 
stuff wrong in our business. It was fun, 
smart writing.” Richard Packer was 
executive producer for Independent, 
Fergus Brown was producer, and 
Sebastian Pfeffenbichler was DP.

Regarding the decision to run these 

spots online, an agency spokesperson 
related that television is no longer the 
only medium that big brands have to 
use, adding that the Web keeps costs 
down and allows the work to spread 
virally from one friend to another, which 
adds a personal element. Although this 
is primarily an Internet campaign, 
the spots have been cut for limited 
television broadcast in the U.K.

Tim Thornton-Allan edited the 
spots out of Marshall Street Editors, 
London. Charlie Roberts was assistant 
editor, Kathy Sawszak, producer.

Adrian Seery was colorist through 
Rushes Postproduction, London. David 
Smith and Phil Oldham were Flame 
artists through Absolute Post, London, 
with Sally Heath executive producing.

Ben Leeves and Adam West mixed 
the spots through Grand Central Sound 
Studios, London.

The principal actors were Joe 
Hobbs in “Sing Song,” Murray 
McArthur in “Shelter,” and Charles 
Bruce in “Cherubs.”

TBWA London Gets Irreverent For Fruity Flavor Of Skittles Gum
G o d s a l l - D i r e c t e d  S p o t s  P o k e  F u n  A t  Te l e v i s i o n  G e n r e s  F o r  I n t e r n e t  C a m p a i g n

Click Poster To View
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Composer/producer Jeremy Adelman, formerly with 
Music for Picture, New York, has partnered with inde-
pendent rep Samanta Balassa to form Motive, a New 
York-based music/sound design house. (Balassa con-
tinues to rep via R2, New York.) During his tenure at 
Music for Picture, Adelman’s work as a composer 
headed SHOOT’s quarterly Top 10 Tracks chart—in Aug. 
’03 for Volkswagen’s “Trailer” and in Jan. ’04 for VW’s 
“Rewire.” Both spots were for Arnold Worldwide, Boston. 
Adelman’s two former partners—producer Ben Davis and 
composer Peter DuCharme—continue to maintain Music 
for Picture…… Composer/producer Jamie Lamm has 
wrapped a major restructuring of his Fearless Music, 
New York. A driving force behind the changed scope of 
Fearless Music is a TV show of the same name, Fearless 
Music, which Lamm has spent the past year creating and 
honing. The weekly series on Time Warner Cable’s chan-
nel 35 in New York showcases performances by up-and-
coming indie rock groups. Now the show’s talent base has 
been integrated into the company Fearless Music, which 
makes this diverse pool of fresh musical talent, including 
composers, available to the advertising community. Also 
for the series, Lamm turned his Hells Kitchen space into 
a broader based hybrid commercial music house/produc-
tion company/recording studio with a full complement of 
broadcast-quality video, editing and audio equipment. 
The first band to make the leap into spotwork via Fearless 
Music was Getaway Car, whose musical prowess was 
brought to bear on a Pontiac Vibe campaign for Vigilante 
Advertising, New York…..Icarus Music, a Lakewood, Calif.-
based boutique music production company best known 
for scoring TV series (for The Discovery Channel, 
Learning Channel National Geographic, PBS, Turner 
Broadcasting, Animal Planet) is looking to diversify 
into the spot arena. Icarus composer/principals Marta 
Victoria and Eddie Freeman are in the process of secur-
ing sales representation for commercials.  The company 
is no stranger to shorter form fare, having already scored 
two promos for the Discovery Channel series Engineering 
Marvels. And earlier in her career as a freelancer, Victoria 
worked with several West Coast agencies, including  
Hal  Riney & Partners (now Publicis & Hal Riney), San 
Francisco….

Musical ChairsNEWS NEWS NEWS NEWS NEWS  NEWS  NEWS NEWS NEWS NEWS NEWS NEWS NEWS NEWS NEWS NEW

L.A. Spot Shoots Up 17.5%; EIDC 
Warns Against Complacency
in Los Angeles this past year signals a 
substantive turnaround, spurred in part by 
such ad-boosting dynamics in ’04 as the 
Summer Olympics and the presidential 
election. Additionally a weaker dollar 
helped to offset financial incentives of 
shooting in foreign countries.

Los Angeles also experienced 
growth in other production categories, 
with shooting of feature films and TV 
shows on the rise. The latter went up 
nearly 27 percent. Across the board, 
location shoot days in Los Angeles 
totaled 52,707 in ’04, a 19-plus percent 
increase over filming activity in ’03.

However, EIDC president Steve 
MacDonald warned against the 
complacency that such robust numbers 
could foster. He noted that Los Angeles 
is facing competitive threats from cities 
and states throughout the U.S., as well as 
from foreign countries that are offering 
aggressive financial incentive programs 
to lure production away from Southern 
California. 

ANTI-RUNAWAY PUSH
So while on the surface it might 

seem incongruous for California to feel 
the need to enact an incentives program 
in light of the growth reported in Los 
Angeles this past year, there’s strong 
belief within Gov. Schwarzenegger’s 
administration that such a measure is 
essential. The justification, according 
to anti-runaway legislation proponents, 
is that filming constitutes a major 
component of the state’s economic 
engine.

Yet whatever the outcome of 
lobbying efforts for a California anti-
runaway package, Los Angeles has a 
filming incentive of its own in the offing 
with business tax reform slated to take 
effect in July ’05 (SHOOT, 11/26/04, 

p. 1). The restructuring of how the city 
business tax applies to the production 
community will benefit small and 
medium-sized production houses that 
lens in Los Angeles. Many of these shops 
are primarily involved in spotmaking.

The city’s business tax code is 
currently tied to a yearly per company 
cap of $4.2 million on gross production 
costs incurred when lensing in Los 
Angeles. A production house that meets 
or exceeds that cap has to pay an annual 
city business tax of $12,700. Thus, 
boutique houses often find themselves 
paying the same amount in business 
taxes as major motion picture and TV 
studios.

Starting in July, the reform initiative 
will attach that maximum tax to a 
higher cap: $12 million in annual gross 
production costs on Los Angeles shoots 
per individual company.  This means that 
many commercial production houses 
will end up paying a considerably lower 
amount in business tax. The measure 
also should prove particularly beneficial 
for those entities that maintain more than 
one commercial production company.  
The collective business tax savings for 
two or more sister/satellite spot shops 
would translate to a fairly significant 
sum.

Furthermore, the reform will also 
raise the $50,000 gross production 
cost floor—under which production 
companies currently pay a minimum tax 
($147)—to a much higher level, $2.5 
million. 

Cities generally impose business 
taxes on companies—local or from 
other towns and states—that conduct 
business within city limits. This applies 
to different business sectors, not just 
entertainment and media production. 

Production houses based in other cities 
and states are all subject to the business 
tax if they annually lens a certain 
minimum dollar amount of production 
in Los Angeles. Thus the business tax 
reform  will favorably impact most spot 
production companies that shoot in Los 
Angeles.

At the time that this measure 
passed in November ’04, Steve Caplan, 
executive VP of the Association 
of Independent Producers (AICP), 
assessed, “This reform benefits anyone 
who shoots in Los Angeles—not just 
Los Angeles-based companies. It 
provides and restores some equity to the 
city business tax.”

Caplan noted that the AICP board 
was committed to the reform measure 
from the very beginning because it 
“targeted our industry, providing tangible 
relief to the small and medium-sized 
production companies.” Collectively 
these small and medium-sized shops 
represent a major business sector. The 
AICP released a study earlier this year 
showing that its members account for 
nearly $5.5 billion in production-related 
expenditures annually. The study also 
found that 46 percent of all domestic 
commercial production took place in 
Southern California (SHOOT, 2/13/04, 
p. 1). Caplan said that amounts to about 
$2 billion in direct yearly impact on the 
Los Angeles economy. 

EIDC Statistics

The location shoot day figures 
are compiled by the EIDC based 
on the number of filming permits 
it issues. EIDC statistics reflect on-
location filming within the City of Los 
Angeles, the unincorporated areas of 
Los Angeles County, and the cities 
of West Hollywood, Diamond Bar 
and Southgate. These numbers do not 
include production that occurs in any of 
the 95 other Southland jurisdictions, nor 
do they take into account filming that 
happens only on soundstages.
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Top Tunes
The Winter Top 10 

Encompasses Wide Variety.
By Kristin Wilcha

he winter top 10 chart encompasses a wide array of 
musical stylings—from lush orchestral pieces 
to thoroughly effective licensed tracks to truly 
inspired sound design. In this edition of SHOOT’s 
music series, we look at the tracks and what 
makes them work so well with the creative.

NUMBER ONE

Landing atop the chart is “Digital Joy,” for the Intel 
Corporation and the Microsoft 
Corporation, out of Deutsch, New York. 
The ad, directed by Samuel Bayer of 
bicoastal RSA USA, uses iconic film 
characters—ranging from Little Orphan 
Annie to the alien in the Alien movies 
to Dr. Zaius from Planet of the Apes—
to illustrate how people can use high-
powered PCs based on the Intel Pentium 
4 technology and Microsoft Windows 
XP Media Center Edition 2005 to view, 
manage and work with digital content. 
“Digital Joy” shows a parade of the icons, 
as well as more generic representations of 
entertainment, making their way through 
the city streets to a typical home where 
they join a family in its living room. A 
score that seamlessly shifts as much as the genres presented 
on screen—from suspense, to action, to musical, and back to 
action again—backs up the stunning visuals.

Peter Nashel and Andy Farber of Dutone Audio Group, 
New York, composed the score, which was performed by a 50-

person orchestra. The pair started working with Deutsch early 
on, during the storyboard phase. Nashel notes that the agency 
creatives knew going into the project that the music “needed 
to reflect all the various personalities and cultural references, 
but still hold together as a single piece of music.” As for the 
orchestral direction, Nashel says it was an idea that “came about 
naturally—it just seemed to fit the scope of the spot, and gave 
it the depth it needed.” Nashel reports that the track—from 
composition to the final recording—took about a week.

NUMBER TWO

Nextel’s “The Build,” out of 
TBWA/Chiat/Day, New York, uses the 
imagery of ants to illustrate how the 
telecommunications provider aids in the 
construction of a building. “The Build,” 
directed by StyleWar of bicoastal 
Smuggler with extensive effects by The 
Mill, London and New York, shows 
construction workers assembling a large 
building. The workers pass off supplies 
in formation—much like a colony of 
ants constructing a hill. Underscoring 
the action are the sounds of construction, 
as well as the familiar beeping of Nextel 
phones. As the action unfolds, the music 

slowly builds—almost underneath the other noises—with a 
steady drumbeat. As the action builds in the spot—supplies 
are off-loaded and workers bring them to the necessary part of 
the building—the music increases in tempo, using drums and 

T
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other instruments. 
David Shapiro, partner/executive 

producer at Fluid, New York—the 
company’s Judson Crane composed the 
score—related that the agency initially 
wanted to go with sound design only, 
“but as [the agency] began to edit and 
animate, they saw that it really needed 
something to drive the images. We had 
about two to three weeks at that point to 
develop a sound.” 

Shapiro noted that the agency 
wanted the tune to have a repetitive 
nature, in keeping with the tone of the 
spot. After creating about 15 demos, 
“we zeroed in on a sound that worked 
for everyone.” 

NUMER THREE

At times, licensed music can 
detract from a spot’s creative. That’s 
certainly not the case with Cingular’s 
“Road Trip” via BBDO New York. 
The ad, directed by Lance Acord of 

Park Pictures, New York, highlights 
the enhanced coverage by the recently 
merged Cingular and AT&T Wireless. 
The spot, set to the classic tune “The 
Weight” from The Band, shows a 
young guy traveling from Boston to San 
Francisco in a 1956 Chevrolet Malibu 
convertible. Throughout his travels 
he gets remarkable reception—five 
bars, in fact—on his cell phone. His 
surroundings mimic the five bars—as he 
passes a farm, rows of tractors plowing 
through the field are cutting swaths that 
increase in length like the five bars on 
his phone. Ditto for buildings, trees, 
boats, coffee cups at the convenience 
store where he stops to refuel, and a 
flock of migrating birds. The changing 
landscapes are punctuated by “The 
Weight,” which was licensed via EMI 
Publishing, New York.

BBDO senior VP/executive Bob 
Emerson relates that the selection of 
the song was somewhat accidental. The 

spot’s editor, JJ Lask of PS 260, New 
York, used the song while cutting the 
spot. Emerson noted that the agency 
team had been prepared to create a score 
for the spot, but in the end decided that 
“The Weight” worked, and licensed the 
track. 

NUMBER FOUR 

In a holiday-themed spot for the 
OfficeMax chain of stores, DDB Chicago 
took the now-iconic Rubberband Man 
supply guy and immortalized him as an 
animated clay figure. The spot, “Santa’s 
Helper,” directed by Chel White of 
Bent Image Lab, Portland, Ore., finds 
the helpful supply man tooling around 
town with his ubiquitous cart filled with 
goodies from the office supply store. He 
brings cheer to the town’s denizens in 
the form of PDAs, computer printers, 
and assorted other office fixtures. At first 
glance, “Santa’s Helper” calls to mind 
classic holiday specials like Rudolph the 
Red-Nosed Reindeer—until the viewer 

sees the modern gadgets being given 
out. 

As with previous spots featuring 
the Rubberband Man—who is normally 
live-action—the action unfolds to the 
tune of The Spinners’ hit “Rubberband 
Man.” Although in this case, it’s a 
holiday themed version, featuring a 
children’s choir and sleigh bells. Mat 
Morse of Spank! Music and Sound 
Design, Chicago, composed and 
arranged the new version, which is even 
catchier than the original.

NUMBER FIVE 

Tracy McGrady, a guard for the 
Houston Rockets, and one of the 
league’s leading scorers, plays the 
role of Gulliver against a band of 
Lilliputian soldiers in order to make a 
basket in the extraordinary adidas spot 
“Unstoppable.” The ad, via TBWA/
Chiat/Day, San Francisco, and directed 
by Brian Beletic of bicoastal Smuggler, 
opens on McGrady going in for the dunk. 

As he moves up the court, the action 
slows, and an army of tiny men in white 
and gold appears, attempting to take 
the player down with ropes that tangle 
around his neck, arms, waist, legs and 
feet. Assaulted on all sides, McGrady 
is also stalked by helicopters, as well 
as soldiers in jeeps and paratroopers 
raining down from the sky. Though it 
all McGrady stays on course, and makes 
the shot, defeating the miniature army. 
The spot’s score is comprised of thrilling 
sound design—the roar of helicopters 
and assault vehicles, the bouncing of 
the ball and the squeak of sneakers on 
the hardwood. 

Ren Klyce of M.I.T. Out Sound/
M.O.S., Sausalito, created the sound 
design, which helps to make the action—
a teeny army taking on a basketball 
great—seem more real.

NUMBER SIX

“Belief” for eBay presents a simple 
idea: people are inherently good. In 
the ad, out of Goodby, Silverstein & 
Partners (GS&P), San Francisco, and 
directed by Noam Murro of Biscuit 
Filmworks, Los Angeles, people are 
shown performing simple good acts, 
accompanied by an uplifting but sparse 
piano score. A man holds an elevator 
door open, passers-by help a man pick 
up some dropped papers, riders on a bus 
leave the handicapped seat empty, two 
guys help push a stalled car. The idea: 
eBay, the online auction site, started 
with the idea that people are good and 
trustworthy, and people proved the site 
correct.

Jonathan Elias, creative director/
composer at bicoastal Elias Arts, 
composed the track for “Belief.” A 
frequent collaborator with GS&P, Elias 
says the creative process was a seamless 
one, and though a few versions of the 
track were created, the agency opted to 

Top Ten Tracks Represent Diverse Mix
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TITLE MUSIC/SOUND AUDIO POST AGENCY PRODUCTION

1 Microsoft/Intel 
“Digital Joy”

Duotone Audio Group, New York Peter Nashel and 
Andy Farber, composers; Amy Sheldon, executive pro-
ducer 
Amber Music, bicoastal/international. Bill Chesley, 
sound designer

Lime Studios, Santa Monica 
Loren Silber, mixer

Deutsch, New York RSA USA, bicoastal 
Samuel Bayer, direc-
tor

2 Nextel 
“Ants”

Fluid, New York  
Judson Crane, composer;  
Brad Stratton, producer;  
David Shapiro, executive producer

Sound Lounge, New York Tom 
Jucarone, Peter Holcomb and 
Rob Sayers, mixers

TBWA/Chiat/Day, 
New York

Smuggler, bicoastal 
StyleWar, director 

3 Cingular  
“Road Trip” 

“The Weight,” by The Band 
EMI Publishing, New York

Sound Lounge, New York  
Philip Loeb, mixer

BBDO New York and 
Atlanta  
Loren Parkins, execu-
tive music producer

Park Pictures, New 
York  Lance Acord, 
director

4 Office Max 
“Santa’s Helper”

Spank! Music & Sound Design, Chicago  
Mat Morse, composer/arranger;  
Gary Guzman, instrumental arranger; Ken Kolasny, 
executive producer

Spank! Music & Sound 
Design  
Rick Fritz, mixer/engineer; 
Brian Calhoon, assistant 
engineer

DDB Chicago Bent Image Lab, 
Portland, Ore. Chel 
White, director

5 adidas 
“Unstoppable”

Mit Out Sound/M.O.S., Sausalito, Calif.  
Ren Klyce, sound designer, Misa Kageyama, producer

Lime Studios, Santa Monica  
Loren Silber, mixer

TBWA/Chiat/Day, 
San Francisco

Smuggler, bicoastal 
Brian Beletic, direc-
tor

6 eBay  
“Belief”

Elias Arts, bicoastal 
Jonathan Elias, creative director/composer; David 
Gold, creative director, Ann Haugen, producer 
Resonate, San Francisco  
Dave Baker, sound designer

Crescendo! Studios, San 
Francisco 
Dave Baker, mixer

Goodby, Silverstein 
& Partners, San 
Francisco

Biscuit Filmworks, 
Los Angeles  
Noam Murro, direc-
tor

7 adidas  
“Improvisation”

Marshall Grupp Sound Design & Music, New York 
Marshall Grupp, sound designer; April Jaffe, producer 
C5 Foley Studio, Northvale, N.J.  
George Lara, Foley engineer; Marko Constanzo, Foley 
artist; David Warzynski, Foley assistant 
Blast Music, Los Angeles               Garth May, com-
poser; Aaron Jacoves, producer

Skywalker Sound, San Rafael, 
Calif.  
David Hughes, mixer

TBWA/Chiat/Day, 
San Francisco

RSA USA, bicoastal 
Jake Scott, director

8 BMW  
“Lawn Ornaments”

Amber Music, bicoastal/int'l 
Mike Hewer, composer; Ebony Maitland, producer; 
Patrick Oliver, music supervisor.

audioEngine, New York 
Joe Vagnoni, mixer

Publicis, NY Food Chain Films, 
Portland, Ore., and 
Go Film, bicoastal  
Andrews Jenkins, 
director

9 Stolichnaya  
“Frozen Neighbors”

Human, New York 
Gareth Williams, Andy Bloch, Morgan Visconti, 
Lindsay Jehan, Sloan Alexander, composers/sound 
designers; John Connolly, sound designer.

Final Cut, New York 
Teressa Tate, mixer

Publicis, NY Partizan, bicoastal/
international 
Josh & Xander, 
directors 

10 All  
“Floor”

Tonefarmer, New York 
Raymond M. Loewy, composer; Tiffany Warin, execu-
tive producer

Sound Lounge, New York 
Tom Jucarone and Rob 
Difondi, mixers

Bartle Bogle Hegarty, 
New York

Oil Factory Films, 
London 
Airside, director; 
Giles Lovell Wilson, 
executive producer; 
Melody Sylvestor, 
producer 

TOP 10  SPOT TRACKS
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stick pretty close to the original.
NUMBER SEVEN

“Improvisation” is the second spot 
on the chart for adidas that presents 
basketball players with on-court 
challenges normally not seen in a typical 
NBA match-up. The ad, out of TBWA/
Chiat/Day, San Francisco, and directed 
by Jake Scott of bicoastal RSA USA, 
features Detroit Pistons point guard 
Chauncey Billups literally taking on the 
court. As he attempts to make a basket, 
the hardwood comes to life, pulling itself 
into life-size formation, and attempts to 
block Billups from taking the shot. When 
that doesn’t work, the court pushes him 
back, creating a wave as he runs towards 
the hoop. The floor’s action is for 
naught, though, as he makes the basket. 

The CG action—Digital Domain, 
Venice, Calif., created effects for the 
spot—is accompanied by frenzied 
sound design that makes it seem as 
a basketball court could morph into 
different shapes. In the background, 
an ominous tune plays—sounding like 
something out of a horror movie. 

Composer Garth May of Blast 
Music, Los Angeles, created the 
music for the spot. Marshall Grupp 
of Marshall Grupp Sound Design & 
Music, New York, created the sound 
design. Because “Improvisation” 
involved such intense CG, Grupp was 
brought into the process early on, and 
spent about six weeks creating the 
sound design. “The agency was very 
clear in their creative brief that the 
sound design needed to very realistic,” 
he says. “It had to sound like the 

basketball court was erupting, but they 
didn’t want any ‘weird’ sound elements. 
The court, in a sense, comes to life, but 
it’s not anthropomorphic—it doesn’t 
breathe or make vocal sounds.”

Grupp noted that as a sound 
designer, “this was a wonderful project 
as the sound elements were an integral 
part of the storytelling.” 

NUMBER EIGHT

BMW’s “Lawn Ornaments,” out of 
Publicis NY, and directed by Andrews 
Jenkins of Foodchain Films, Portland, 
Ore., and bicoastal Go Film, shows 
that even inanimate objects love the 
look of a Beemer. The spot features 
the car moving through a suburban 
street at holiday time. The various lawn 
decorations—plastic Santas, elves with 
candy canes, angels and children’s choir 

members—eye the car as it drives by. 
Once the BMW has reached its 
home, the various decorations have 
clustered around the car to admire 
it. The spot’s score, comprised 

of piano and strings, has an ethereal, 
otherworldly feel to it, in keeping with 
the magical events taking place. 

Mike Hewer of bicoastal/
international Amber Music composed 
the piece. The team at Amber—
including producer Ebony Maitland 
and music supervisor Patrick Oliver—
notes that the agency was looking for 
“something Christmas-y and magical 
to help highlight the action in the film.” 
A search of Amber’s catalog by Oliver 
and his assistant, Matt Friedman, turned 
up a piece by Hewer. And, with some 
tweaking in instrumentation, it became 
the final version. The Amber team is 
please with how “Lawn Ornaments” 
turned out, noting “the music captures 
perfectly the movement and mystery of 
the spot.” 

NUMBER NINE

A new spot for Stolichnaya vodka, 
out of Publicis NY, and directed by Josh 
& Xander of bicoastal/international 
Partizan, opens on a guy watching TV. 
As he takes his feet off the coffee table, 
he realizes his floor is frozen. Another 
neighbor looks bewilderingly at a vase, 
which has frozen and cracked. A woman 
in another apartment, who just came 
out of the shower, opens her medicine 
cabinet, and finds its contents frozen. 
The source of this odd indoor-ice storm: 
a group of friends has completely frozen 
their apartment to best enjoy their Stoli, 
a vodka best served chilled. The music 
builds slowly in the spot, culminating in 
a track that sounds as though it would be 
perfectly at home in an austere lounge 
or nightclub.

Gareth Williams of Human, New 
York, was the primary composer on 
the spot. (Human works collectively 
on all projects.) “[‘Frozen Neighbors] 
had a really strong concept and music 
was a critical element to achieving the 
coldness of the spot. Everyone was 
on the same page creatively from the 
beginning,” says Williams, who noted 
that it took just two days to create the 
music and sound design. “Within the 
confines of creating ‘cold’ tracks, we 
were able to still come up with several 
different interpretations of what cold 
music sounds and feels like against the 
picture.” 

NUMBER TEN

Ads for laundry detergent usually 
call to mind product demos that keep 
your whites white and colors bright—
rarely do they conjure animated tales 
about the various mysteries of laundry 
as is the case with All’s “Floor.” 
The ad, out of Bartle Bogle Hegarty 
(BBH), New York, with animation by 
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material, archiving and outputting tape. It also provides a window to what 
could be the future of postproduction.

“The idea [with Control Dailies] was to lay a foundation for transitioning 
a videocentric facility to being a datacentric facility, and in doing so create 
efficiencies in the process,” explained MTI board member Larry Chernoff, 
who has been working closely with the development team. (Chernoff continues 
to hold the title of chairman of Ascent Media Creatives Services, the Santa 
Monica-headquartered parent of Encore; and also operates his Beverly Hills-
based consulting firm Chernoff Touber Associates.)

“[The aim] is to create a work process that is harmonized where every 
application is metadata aware, and Control Dailies lays the foundation for the 
collection of all the metadata,” said Chernoff. “Subsequent applications [i.e. 
editing and compositing] would borrow the metadata from Control Dailies.”

Beta site Encore started using Control Dailies in October, and is now using 
the system to produce dailies five days a week, for the episodic series Without 
A Trace. SHOOT recently sat in on a dailies session at the facility.

Encore telecine assistant Jordan Fox began the evening by creating a list 
of the day’s work and importing audio. This is the beginning of the process of 
collecting metadata. The material is stored on drives (in this instance provided 
by Bright Systems), and the metadata sits on the MTI database server. The server 
also becomes an archival tool in that it contains all the organized metadata after 
the project is completed. (MTI recommends backing up the data weekly.) The 
masters are then stored in a vault.

Control Dailies operates on a high performance storage area network 
(SAN), in this case from Bright Systems, which operates at 450 MB/second 
(which can accommodate four streams of standard definition video and two 
streams of high definition, or could be used for higher resolution 2k data, if 
needed) and is used for tasks including ingest, quality assurance and output to 
tape.

The next step is color correction, which is accomplished at Encore in this 
case with a da Vinci DUI and Control Dailies interface. Chernoff estimated 
that the industry average for dailies is that for every four hours of work in a 
telecine session, one hour gets recorded. He asserted that Control Dailies can 
get a facility down to a 2:1 ratio. “It’s doubling their capacity,” he contended.

Chernoff added that this could make the dailies process faster and more 
efficient—in other words, more profitable, as a facility that charges by the foot 
can accommodate a heavier volume of work in the same period of time. “You 
should be able to get two shows through per night,” he estimated. “There’s a 
great economic incentive for a facility to go with Control Dailies.”

Encore colorist Erin Dodgen confirmed that it helps her to get the job done 
faster. “And it’s less stressful…I’m not worried about sync issues or lists. I can 

concentrate on color, so it gives me a better product in faster time.”
As Dodgen color corrected, assistant Fox worked simultaneously on tasks 

such as quality assurance and finally recording to tape; this helped to speed up 
the process while also providing experience for this next generation of talent.

For recording dailies to tape, the formatting step includes automated 
laydown of bars and tone, black and the slate. With Control Dailies, MTI noted 
that a facility can bypass other machines, such as character generators and 
audio mixers in the dailies workflow.

MTI expects to have the product further developed by NAB, with new 
features including 2k data support. As development continues, the company is 
focused on building a work process where every post application is metadata 
aware.

“Every application would borrow from Control Dailies its knowledge base 
of metadata,” said Chernoff. “That can really help in commercials because 
you could transfer everything in 2k, work in proxies in the editorial room, but 
then when EDL comes back from the editorial room you can literally online it 
instantaneously and present it to the color corrector in story sequence.

“I think this system, particularly with it going to 2k, dovetails very well 
for commercials,” he added. “They won’t tax storage as much as features, for 
example.”

At NAB, MTI also aims to introduce a new product called Convey, which 
is an application that would work in tandem with Control Dailies, as it will 
handle file-based deliverables. Chernoff explained that Convey would grab 
frame and transcode them into various file formats for delivery, including Avid 
files, Window Media 9, MPEG2 for DVD, and MXF for Apple’s Final Cut 
Pro.

“In the case of Avid files, generally speaking, you record your video out to 
videotape; the videotape goes to the cutting room and they digitize it in cutting 
room,” Chernoff explained. “We’re hoping to bypass that by encoding Avid 
files in Control Dailies through Convey, and Convey would produce those files 
and deliver those files on a storage device such as a Firewire drive.”

MTI director of sales Pat Howley reported that further down the road, the 
company plans to tweak the software to further accommodate commercials 
with a version that allows for fast ingest of all footage rather than recording 
selected takes. That release would be timed to meet customer demand.

SHOOT’s Annual Road to NAB Series begins March 18 and will appear each 
week until NAB. The series will continue its tradition of breaking news about 
product introductions, evaluating industry trends, and helping readers plan their 
NAB schedules. For editorial consideration, contact SHOOT’s senior editor 
of technology and postproduction Carolyn Giardina at 310-581-5750 or email 
cgiardina@shootonline.com.

Control Dalies: A Glimpse Of The Post Future?Top Ten Tracks

NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWSNEWS  NEWS NEW 

Airside of Oil Factory Films, London, 
opens on an animated woman taking 
clean laundry out of the dryer; in the 
process a sock fall to the ground. A 
voice-over wonders why the clean 
sock on the floor attracts all the dirt 
in the laundry room, at which point 
animated globs of dirt, dust and other 
laundry room detritus comes out of 
the woodwork, and has an impromptu 
dance party on the clean sock. Not too 
worry though, continues the VO—All 
with stain lifters will return the sock 
to cleanliness. The music reflects the 
tone of the spot. A jaunty drum/cow 
bell beat that morphs into a disco tune 
when the animated dirt—complete 
with mirrored disco ball—boogies 
down on the poor sock. 

Raymond Loewy of tonefarmer, 
New York, composed the spot’s catchy 
track. He notes that BBH involved 
him early on in the process, which 
proved beneficial. “This was one job 
where the storyboards really helped us 
get a bead on what the flavor should 
be early,” he says. “[The boards] 
demonstrated both the bright primary 
color patterns and quaint crudeness of 
how the final animation would indeed 
eventually turn out.” Loewy says the 
agency had only one mandate—that 
the dirt and germs dancing have their 
own music to dance to. He’s pleased 
with how the final spot turned out: “It’s 
always great to be part of a campaign 
that presents fresh and unexpected 
work in a somewhat tired category 
like laundry detergent,” he relates, 
“and hopefully the track holds up its 
end of the creative bargain.” 
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Sonnenfeld is not alone in this 
belief. “If you look at the way HDTVs 
are selling and their [more affordable] 
price points, it seems like advertisers 
will start finishing in HD,” said Josh 
Denberg, “Elope” creative director/
copywriter from Leo Burnett. “I would 
hope the Super Bowl this year would 
be a great arena for people to see HD.”

Indeed, HD has been growing 
in consumer popularity as well as in 
available content. This year, Fox—
which had lagged behind the other 
three major networks in HD content—
is scheduled to broadcast Super Bowl 
XXXIX on Feb. 6 in 720p, the network’s 
format of choice. It has actually been 
airing a significant amount of HD NFL 
football all season, along with other 
major events and much primetime 
programming.

Now, viewers of the HD Super 
Bowl broadcast may finally get to enjoy 
some HD-produced advertising during 
the commercial breaks. “It makes 
sense,” said Denberg of creating HD 
advertising. “It’s been a tragic waste to 
see these beautiful sporting events, and 
when you cut to commercial it looks 
regular again.”

The aforementioned “Elope” 
features a young couple sneaking off 
in one of their parents’ Cadillac to get 
married. Roberto Schaefer, who was 
the DP on Finding Neverland, shot the 
commercial on location in Los Angeles 
using Sony’s 24p HD camera, as well as 
a HDV camera.

“It was Antony’s idea to shoot in 
HD because we were shooting day for 
night, and Antony brought in Roberto,” 
Denberg reported, adding that Schaefer 

had already been working with digital 
cameras.

Sonnenfeld, who was the digital 
intermediate colorist on Collateral, as 
well as several other recent features 
including After The Sunset, was sought 
after to color correct the spot.

Using a da Vinci, Sonnenfeld color 
corrected the day-for-night footage and 
brought out the backgrounds in the 
shots.

The footage was delivered in 
HDCAM to The Filmworkers Club, 
Chicago. Producer Dan Walsh of 
The Filmworkers Club reported 
that compositing and finishing were 
completed in HD by Rob Churchill, 
who worked on Discreet’s Fire in HD, 
and Heidi Anderson, who worked on 
Discreet’s Inferno in HD. The work 
was posted and delivered in HD D5. 
Matthew Wood of The Whitehouse’s 
Chicago office edited the spot.

“We hope it stands out,” said Paul 
Hirsch, Leo Burnett’s creative director/
art director for Cadillac “People will be 
watching the game and the quality of 
the commercials will match the quality 
of the [program]… It’s to our benefit.

“I think there will be a rise in HD 
spots,” he added. “That’s where the 
medium is going. The message is fitting 
the medium. The industry is starting to 
get familiar with HD.”

Sonnenfeld reported that among 
his other HD-posted and -distributed 
spots planned for the Super Bowl are 
work for Olympus via Richmond, 
Va.’s The Martin Agency, directed by 
Dave Meyers of @radical.media and 
edited by Chris Davis of bicoastal/
international Outpost Digital; Emerald 

Nuts, edited by Haines Hall of Spot 
Welders, Venice, Calif., for Goodby, 
Silverstein & Partners, San Francisco; 
and Ameriquest from DDB Los Angeles. 
Ameriquest is sponsoring the halftime 
show while Olympus is launching its 
m:robe 500, a digital music player 
with a built-in digital camera. This is 
Olympus’ first Super Bowl appearance 
since ’81.

Creative prospects

While the developments on the 
HD front break new ground, there’s 
some skepticism as to whether this 
year’s batch of Super Bowl spots 
will be breakthrough from a creative 
standpoint. A prime school of thought 
is that with the ’04 Super Bowl’s 
Janet Jackson halftime show debacle 
still fresh in the country’s memory, 
advertisers may go out of their way 
to take a safety-first, conservative 
approach. 

On the flip side, though, industry 
folk harbor hope that last year’s 
Super Bowl experience will cause 
agencies and clients to move away 
from sophomoric, at times borderline 
bathroom humor and instead adopt 
more thoughtful, clever, conceptual, 
story-driven means to convey their 
messages.

Indeed it behooves advertisers to 
take their best creative shot given the 
average price for a 30-second time slot 
during the Big Game. FOX is fetching 
an average of $2.4 million for each :30 
buy, which is $100,000 more than the 
average paid for last year’s Super Bowl 
telecast on CBS. 

The ever-escalating Super Sunday 

price tag is fueled by 
several key dynamics, 
including the premium 
placed on a mega-
TV event in today’s 
era of audience 
fragmentation. The 
Super Bowl bucks 
what has otherwise 
been the network 
trend—steady erosion 
of viewership virtually 
across the board in 
programming.

Further spurring on media buyers 
is the much-publicized TV falloff in 
male viewers in the coveted 18-to-34-
year-old range. This has advertisers 
seeking surefire means to reach this 
prized demographic, the surest fire of 
all being the Super Bowl.

At the same time, the Super Bowl 
is becoming increasingly attractive to 
those seeking a female audience. For 
example, CIBA Vision, the eye care 
unit of pharmaceuticals/consumer 
health company Novartis, is running 
a commercial during the Big Game to 
promote its O2OPTIX contact lenses, 
with women being the prime target.

“We know that female professional 
football fans are on the rise, and almost 
as many women as men will be tuning 
in on Super Bowl Sunday,” related 
Karen Gough, CIBA Vision’s president 
of the Americas.

According to figures cited by 
CIBA Vision, nearly half of the 89 
million viewers who tuned into last 
year’s Super Bowl were women. That 
represents 44 percent more than the 
number of women who watched the 

’04 Academy Awards telecast, long 
coveted as the most powerful magnet 
for female eyeballs.

Of course, for all Big Game 
advertisers, there’s that other 
extraordinary dynamic: a genuine 
audience appetite for the commercials. 
While more than half of all Americans 
watch the Super Bowl telecast, 
several studies have found that a high 
percentage of those viewers tune in for 
the TV spots rather than the football. 
And even the football aficionados pay 
special attention to the ads.

Lineup card

Per usual, during this pre-pre-game 
juncture, many advertisers, agencies, 
production houses, post shops and other 
support services are reticent about their 
Super Bowl projects. In some cases, 
secrecy has been heightened, as clients 
don’t want to tip their ad hands and their 
strategies. Nonetheless, through the 
industry grapevine and other circuitous 
routes, SHOOT garnered details and 
a number of credits for some of what 
might emerge during the Super Bowl 

HD Spots To Gain Historic 
Yardage Super Bowl Sunday  

Cadillac’s “Elope”
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telecast.
Anheuser-Busch continues its 

tradition as a marquee Super Bowl 
participant, holding five minutes of 
commercial time. Budweiser, Bud 
Light and perhaps Michelob will be 
promoted. Anheuser-Busch is sticking 
to its modus operandi of recent years, 
producing a number of prospective ads 
and waiting in some cases just prior to 
Super Sunday to choose which will air 
and from what agencies, including DDB 
Chicago, DDB New York, Goodby, 
Silverstein & Partners, San Francisco, 
Hill Holliday Connors Cosmopulos, 
Boston, and TBWA/Chiat/Day, Los 
Angeles.

For example, SHOOT heard that 
Joe Pytka of Venice, Calif.-based 
PYTKA is directing a Budweiser 
spot for DDB Chicago. Also, director 
Brett Morgen of bicoastal Anonymous 
Content may have a Bud ad for DDB 
Chicago surface during the Big Game. 
Ditto for director Albert Kodagolian 
of Tate USA, Santa Monica.  Word is 
that Kathryn Bigelow of Independent 
Media, Santa Monica, could have a 
Bud Light ad in the offing via TBWA/
Chiat/Day, Los Angeles. Bryan 
Buckley of bicoastal/international 
Hungry Man might also figure in the 
Anheuser-Busch equation with work 
for Hill Holliday Connors Cosmopulos, 
Boston. Director John Immesoete of 
Backyard Productions, Venice, Calif., 
and Chicago, has a couple of Bud 
Light spots in Super Bowl contention, 
out of DDB Chicago. Immesoete, a 
former group creative director at DDB 
Chicago, contributed to the writing 
of the commercials via Backyard 
sister shop Seed. And Tim Godsall of 
Biscuit Filmworks is rumored to have 
a Budweiser spot in the running for the 
Super Bowl via DDB New York.

BBDO New York remains a 
perennial Super Sunday player. This year, 
the ad shop is turning out commercials 
for Federal Express, PepsiCo and Visa. 
The FedEx spot features actor Burt 
Reynolds.

Pytka has directed a Pepsi job 
for BBDO, which could air on Super 
Sunday. A Big Game mainstay over the 
years, Pytka has also helmed a couple 
of Super Bowl ads for Diet Pepsi—but 
not via BBDO. The Diet Pepsi agency 
this time around is DDB New York. 

Also figuring in the Pepsi mix is 
TBWA/Chiat/Day, Los Angeles, with 
a commercial for a Pepsi/Apple iTunes 
promotion. Meanwhile Frito-Lay has a 
humorous spot on tap featuring M.C. 
Hammer. Slated to run during the 
second quarter of the game, the Frito-
Lay ad was directed by Spike Lee of 
40 Acres And A Mule Filmworks, 
Brooklyn, for Spike DDB, New York. 
Stitch, New York, led by senior digital 
effects artist Fred Ruckel, is handling 
visual effects and finishing; Rob 
Watzke of Red Car—with bases in 
Santa  Monica, New York, Chicago, 
San Francisco, Dallas and Buenos 
Aires—is the editor.

Truck rollouts will also leave 
tracks on the Super Bowl ad landscape. 
American Honda Motors has two spots 
running during the game to promote 
its first pickup truck, the Ridgeline. 
Erich Joiner of bicoastal Tool of North 
America is believed to be the director 
on the Ridgeline fare for Rubin Postaer 
and Associates, Santa Monica.

Lincoln Mercury also has a truck 
to promote—the luxury Mark LT. A 
:30 for the LT is slated to run during 
the game’s first half. Word is that 
Tarsem of @radical.media directed 
the commercial for Young & Rubicam 
Detroit in Dearborn, Mich.

Though it’s a far cry from ’00 

New Faces
Jeff Goodby, co-chairman of Goodby, Silverstein & 

Partners, San Francisco, will the first-ever jury president 
for the Titanium Lions for Integrated Campaigns at the 
Cannes Lions International Advertising Festival….Jeff Kling has 
been promoted to executive creative director at Euro RSCG 
Worldwide, New York…Leo Burnett USA, Chicago, has begun 
the search for the successor to Cheryl Berman, chairman/chief 
creative officer for the U.S. Berman will remain chairman of 
Leo Burnett North America; the search for a new chief creative 
is expected to take six-12 months. Meanwhile, Mark Tutssel, 
vice chairman/regional creative director of North America, has 
been upped to deputy chief creative officer for Leo Burnett 
Worldwide….P.J. Pereira is joining interactive ad shop AKQA, 
San Francisco, as executive creative director. Pereira, who was 
most recently co-founder/VP/creative director at AgenciaClick, 
Sao Paulo, Brazil, was just named jury president of Cyber Lions 
a the Cannes Lions International Advertising Festival. 

Jonathan Epstein is joining United Talent Agency (UTA), 
headquartered in Beverly Hills, Calif. The former head of IGN 
Entertainment will explore branded content opportunities—par-
ticularly in the video game arena—for UTA’s corporate clients, 
which include Amazon.com.

Account Management
Kia Motors of America has selected al Punto, Tustin, Calif., 

to handle its Hispanic account….Deutsch, New York, will handle 
creative and media duties for Mitchum antiperspirant.

Super Bowl Lineup: A Mix Of Mainstay And New Advertisers  
when dot-com advertisers took up 20 
percent of the ad slots on Super Bowl 
XXXIV, this year’s Big Game will 
have some new dot-com participants. 
CareerBuilder.com will run two :30s , 
out of Cramer-Krasselt, Chicago. And 
Godaddy.com is scheduled for a :30 
during the first quarter of the game, via 
The Ad Store, New York. Hungry Man’s 
Buckley directed the CareerBuilder 
and Godaddy ads. 

The choice of Buckley has a dash 
of irony when historical perspective 
is taken into account. In ’01, Buckley 
directed the memorable E*Trade spot, 
which played off of the dot-com bust, 
with a monkey traversing what had 
become a vast Internet wasteland. That 
tongue-in-cheek commercial, out of 
Goodby, Silverstein & Partners, San 
Francisco, in a sense earmarked the 
transition from the dot-com Super 
Bowl of ’00 to the “not-com” bowl 
of ’01. Now four years later, Buckley 
has helmed spots for two dot-com 
newcomers to the Big Game.

The aforementioned spot from 
CIBA Vision, another Super Bowl 
newcomer, was directed by Jim Sonzero 
via bicoastal/international Believe 
Media for Grey Worldwide, New York. 
Charlie Johnston of bicoastal Lost 
Planet edited the spot, which features 
visual effects by Method, Santa 
Monica.

Also making their Big Game 
debuts are: Volvo Cars of North 
America via Euro RSCG MVBMS, 
New York; Cosentino USA’s Silestone 
natural quartz surfacing out of Freed 
Advertising, Sugar Land, Texas; and 
credit card issuer MBNA for agency 
The Helm, New York. Volvo has 
launched a Web site, Boldlygo.com, 
to support its first Super Sunday ad 
initiative, which promotes the XC90 
V8 SUV. The Cosentino spot features 

ex-pro athletes Dennis Rodman, Jim 
McMahon and William “Refrigerator” 
Perry, as well as football Hall of Fame 
player and former coach Mike Ditka. 
And singer Gladys Knight is in the 
MBNA commercial.

Among the other Super Sunday 
advertisers are McIlhenny Company’s 
Tabasco sauce with a commercial 
entitled “Tan Lines” directed by Keith 
Rose of bicoastal Velocity @Crossroads 
for DDB Dallas; McDonald’s via 
DDB Chicago; Subway from Goodby, 
Silverstein & Partners, San Francisco; 
and Universal Pictures, Warner Bros. 
and Buena Vista Pictures with spots 

promoting theatrical releases.
Unilever is slated to run a :30 

during the Big Game for Degree 
antiperspirant. Joe Public of bicoastal 
HSI directed the spot for Lowe, New 
York.

Some additional possibilities that 
could emerge on Super Sunday include 
adidas directed by Spike Jonze of 
bicoastal/international MJZ for TBWA/
Chiat/Day, San Francisco; NFL/United 
Way work directed by Neil Tardio, 
Jr., of bicoastal Go Film for Young 
& Rubicam, New York; Nationwide 
Insurance helmed by Frank Todaro of 
bicoastal Moxie Pictures for Temerlin 

Agency Update
By Kristin Wilcha
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Electronics Show (CES) in Las Vegas where, for example, 
mobile devices seemed poised to become a significant player in 
the delivery of content—and advertising.

At CES, Norcross, Ga.-based SmartVideo Technologies 
announced agreements that will allow SmartVideo to deliver 
television broadcasts from NBC Universal and The Weather Channel 
to cellular-Internet enabled mobile devices (Smartphones) using 
Microsoft’s Windows Media Mobile technology. Additionally, 
SmartVideo and ABC News entered into a deal whereby the latter 
will provide live news coverage and video on demand via cellular 
Smartphones to SmartVideo subcribers.

SmartVideo is betting that the cellular phone business is 
on the verge of explosive growth; the company reported that 
22 million television-enabled Smartphones are currently in use 
around the world. The London-headquartered market research 

firm ARC Group projects that this number will grow to 250 
million by 2008.

Per the ABC News deal, mobile phone subscribers would 
have access to ABC News Now, a 24/7 streaming news channel, 
and daily on-demand video from ABC News—including reports 
from World News Tonight with Peter Jennings and Good Morning 
America. As part of that plan, ABC News offers ad space for 
commercials to sponsor its news content. Logistically the process 
is easy; advertisers need only to provide a copy of the spot as they 
would for TV advertising, and ABC will take care of the rest.

Plans call for SmartVideo to announce additional content 
distribution relationships in early ’05 that would bring sports, 
entertainment, cartoons and music videos to subscribers, along with 
content specifically designed to target the financial community, 
families, children, the Hispanic market, and teenagers.

CONTENT/CONTEXT

But beyond new outlets, a new paradigm has 
begun to surface, as the ad biz is seeing several 
media companies and the media buys themselves 
assume a greater role in helping to shape the creative 
nature of messages being imparted to prospective 
consumers.

That’s because content and context are becoming 
increasingly intertwined as marketers grapple with 
ways to cut through the clutter and the zapping of 
conventional commercials. Underscoring this is 
the emergence of situational commercials in which 
spots parallel the programs they sponsor. 

This was perhaps most dramatically showcased 
via the Gary Johns-directed short, The Donation, 
for Ford via J. Walter Thompson, Detroit. (Johns is 
now with A Film By, a satellite of Fabrication Films, 
Hollywood.) Half of The Donation ran just prior to 
last year’s season debut episode of 24 on the FOX 
Network. This served to whet audience appetites 
for the second half airing right after the conclusion 
of that primetime episode. In the middle of those 
branded content bookends was a 24 episode sans 
commercial interruptions.

The Donation is a fast-paced action adventure 
piece, reminiscent of 24 in several respects, right 
down to the name of its central character, Jeff 
Bauer, which conjures up thoughts of Jack Bauer, 
the hero protagonist portrayed by Kiefer Sutherland 
in 24. It’s this case of mistaken identity—with the 
bad guys mistaking Jeff for Jack—that provides 

the plot twist in The Donation, which also employs the split-
screen action so closely associated with 24. Playing a key role in 
extricating Jeff Bauer from danger is a Ford F-150 truck with its 
off-road capabilities and hauling prowess.

The Donation exemplifies the mini-trend whereby creative 
content is married to the media environment in which it appears. 
This is even cropping up in traditional format :30s. For example, 
as Law & Order: SVU takes a commercial cable break, the 
Geico ad that immediately comes up shows a convict meeting 
his attorney in a prison cell. The lawyer says he has good news, 
which leads the prisoner to believe that he’s been sprung from the 
pokey. But instead, the attorney’s happiness is due to his getting 
a major discount on his automobile insurance.

Clearly, in order to engage viewers and potential consumers 
in the years ahead, it behooves agency creatives and clients to 
seriously explore and experiment in both old and new outlets, the 
latter entailing the likes of mobile devices, the Internet, VOD, 
interactive TV and gaming. While creativity has arguably lagged 
behind technical new-media innovations—in large part because 
they haven’t delivered the number of eyeballs for some to take 
seriously—there’s no doubt that the creative community will 
narrow the gap. The major question, though, is whether most of 
that gap narrowing will be done by the traditional agency creative 
sector, particularly when a significant number of ad shops still 
client to the conventional advertising model.

Part of that longstanding model has separated agency media 
departments from their creative brethren. But media outfits—like 
Carat and Starcom MediaVest—have a growing sense of new 
media’s relevance to consumers and branding. Forward thinking 
agency creatives are developing or tapping into this expertise—
otherwise they may find it difficult to create the proper content 
with the proper context for viewers.

Some contend that this could open the door for media-
savvy firms to take a lead role—or at least a far greater one than 
before—in creative. Conjecture is that more major media shops 
will look to bring on established creative directors to better take 
advantage of new-media opportunities, a development that is 
just starting to take hold.

—Additional reporting by Carolyn Giardina.

Editor’s note: SHOOT encourages its readers to send in not 
only great spots they’re involved in but also to share examples of 
great use of new and old media to help creative content successfully 
brand and promote product. Send your work and case studies to 
Robert Goldrich (rgoldrich@shootonline.com) or Emily Vines 
(evines@shootonline.com). For traditionalists, our mailing address 
is 6520 Platt Ave., #575, West Hills, CA 91307.

CES Underscores That Medium Is The Message
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Post-Its
Editor Luis Moreno and executive producer Dee Tagert have 
been named partners in Jump, the New York-based editorial house 
founded seven years ago by editors Michael Saia, Barry Stilwell 
and Frank Cioffredi. Stilwell said the move “made official what 
we all feel.” He went on to explain that Moreno has been with 
Jump since its inception (and worked with the three original part-
ners, prior to Jump, at now closed Dennis Hayes & Associates). 
Stilwell noted that Tagert joined Jump about six years ago, hav-
ing been director of broadcast business at J. Walter Thompson, 
N.Y.. He credited her with bringing “consistency and maturity” to 
Jump….Spot editor Kevin McGurn has joined Foundation Post, 
which maintains offices in Chicago and Los Angeles. McGurn 
will be based in Chicago. He comes over from Avenue, Chicago. 
At Foundation, McGurn will work closely with managing direc-
tor Vivian Craig.  Prior to his 15-year run at Avenue, McGurn was 
at Post Effects, Chicago, and previously Postique, Southfield, 
Mich. He now rounds out a Foundation roster of editorial talent  
that includes company founder James Lipetzky, Steve Morrison 
and Devin Bousquet…..Tim Spitzer, former VP of operations 
at PostWorks, New York, has become managing director of 
Goldcrest Post Production, New York, which has just completed 
a large screen dark chip digital projection HD editorial and color 
correction theater—available for commercials and long-form work. 
The theater is built around Quantel’s HD, SD and 2K eQ edito-
rial and compositing system outfitted with Qcolor. The theater is 
also equipped with 35mm projectors for comparative evaluation 
of product; additionally the facility sports 5.1 surround sound and 
seating for 50…..Editor Lisa Cheek has joined Crush Editorial, 
Santa Monica. She had most recently been freelancing after having 
been at Mad River Post, Santa Monica….
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Do you have proof for your 
claims? And do you floss?

Like many Americans, I have had some 
awkward conversations with my dental hy-
gienist trying to explain why I hadn’t flossed.  
So when I saw Listerine’s recent advertising 
campaign promoting mouthwash that is “as 
effective as floss,” I put aside the jaded skep-
ticism of an advertising lawyer and rushed 
out to buy a bottle of Cool Mint Listerine.  
As I left for the office the next morning, I 
thought, not only will I have fresh breath, 
but never again will I have to feel guilty 
about not flossing.  

Listerine launched its “as effective as floss” 
consumer advertising campaign in June 2004.  
One television commercial claimed that 
“Listerine’s as effective as floss at fighting 
plaque and gingivitis.  Clinical studies prove 
it.”  Almost like liquid floss, the commercial 
also showed a stream of blue liquid swirling 
around and between teeth.  The spot does 
warn, however, that “there’s no replacement 
for flossing.”  

Last fall, McNeil-PPC, Inc., the market lead-
er in dental floss sales, sued Pfizer Inc., the 
maker of Listerine, alleging that Pfizer’s ad-
vertising was false and misleading.  McNeil 
argued that Pfizer was falsely claiming that 
clinical studies showed that Listerine is as ef-
fective as floss against plaque and gingivitis 
and that Listerine can serve as a replace-
ment for floss.  Earlier this month, a fed-
eral court in New York found that McNeil was 
likely to win the lawsuit and granted McNeil 
a preliminary injunction barring Pfizer from 
making these claims, at least until the law-
suit is concluded.

Lessons from Listerine?

The effect of the preliminary injunction will be 
dramatic.  While the lawsuit is pending, McNeil 

will have to pull advertising, which will include putting 
a sticker over affected Listerine labels.  If you want to 
avoid being forced to scrap your advertising campaign, 
there are some important lessons to be learned.    

Even though Listerine’s advertising did not mention 
any of McNeil’s products by name, McNeil still sued.  
Competitors can sue you for false advertising, even if 
you don’t mention them or their products. 

If you claim in a commercial that “studies prove” 
something, you must actually have the studies 
that you say you have.  In the Listerine case, 
the court found that Pfizer’s claim that “Listerine 
is as effective as floss against plaque and gin-
givitis” was overly broad, since the studies only 
tested people with mild to moderate gingivitis 
– not people with severe gingivitis or periodon-
titis.  When citing a clinical study in your adver-
tising, you also have to ensure that the study is 
sufficiently reliable.  Here, the court found that 
the studies didn’t prove that Listerine is “as ef-
fective as floss,” but only proved that Listerine 
is as effective as floss when flossing is not done 
properly.

When illustrating the performance of a prod-
uct – even in a fanciful way – you may be held 
responsible for any unintended claims that are 
communicated.  For example, the court found 
that, by showing a stream of a blue liquid track-
ing floss as it is removed from the floss container 
and then showing the mouthwash swirling be-
tween and around teeth, Pfizer had implied that 
Listerine is a replacement for floss.

If you’re worried that someone may be con-
fused by your ad, disclaimers may not solve your 
problem.  Although Pfizer included disclaimers 
such as “floss daily” and “there’s no replacement 
for flossing,” the court found that the disclaim-
ers didn’t adequately correct any misimpression 
when the ads were considered as a whole. 

If you want to avoid trouble with your advertis-
ing, make sure you have proper substantiation 
for your claims.  And if you want to avoid trouble 
with your teeth (at least until we see more re-
search), it seems like you’d better floss. 

Jeffrey A. Greenbaum ESQ. is a partner at Frankfurt 
Kurnit Klein & Selz, New York. If you have a sugges-
tion for a topic to be covered in a future column, send 
an e-mail to jagreenbaum@fkks.com
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By Kristin Wilcha
In recent months, new tax credits meant to attract more 

production to New York State and New York City were introduced. 
In the case of the state initiative, Gov. George E. Pataki signed off 
on a budget that includes millions of dollars in wage tax credits for 

film and television productions shot in the state. 
Dubbed the Empire State Film Production Tax 
Credit, the incentive calls for the State of New 
York to contribute a total of $100 million over 
the next four years—$25 million annually—
in order to offer a 10 percent tax credit on below-the-line 
production costs. 

Late last year, New York City introduced a credit to 
function in tandem with the state initiative. The city production 
tax incentive, which is tied to the state legislation, offers a 
five percent refundable tax credit to those filming in New 
York City, which will be funded by an annual $12.5 million 

allocation. 
Projects shooting under the new state and city incentives could receive a 15 

percent tax break for shooting here. Already, one project, the film version of The 
Producers, being directed by Mel Brooks, will take advantage of the credits. The 
film, from Universal Pictures, will be lensed at Steiner Studios in Brooklyn. 

While the tax credits are most definitely a good thing for both the state 
and city, and will likely attract productions—and keep those already here—
neither incentive applies to commercials. “Both the State and City film offices 
represented the interests of all entertainment sectors in the drafting of the bill 
for the film production tax credit. In at least one 
of the early drafts, commercials were included,” 
explains Katherine Oliver, commissioner of the 
New York City Mayor’s Office of Film, Theatre 
& Broadcasting. “It is important for legislators 
to hear from their constituents on such important 
matters, and the final legislation is a result of the 
strong lobbying efforts from various sectors of 
the entertainment community. Going forward, we 
will work to expand the program and explore new 

incentives for this key entertainment sector.”
Matt Miller, president/CEO of the Association 

of Independent Commercial Producers (AICP), 
notes that the exclusion of commercial production 
from the state legislation “was purely an economic 
factor. They weren’t sure how this thing was 
going to fly, and once legislation is written, and 
they’re trying to get it passed, it becomes a budget 
issue,” he said. “It becomes a negotiation between 
the people who are sponsoring, and the finance 
people. And it’s just becomes a matter of numbers. 
They weren’t exactly convinced of the importance of commercials, and they also 
weren’t really sure of what the cost of the overall bill would be.”

The AICP is working with a lobbying firm—Wilson, Elser, Moskowitz, Elder 
& Dicker (WEMED), and at press time, Miller and AICP executive VP Steve 
Caplan were scheduled to travel to Albany to meet with senators and assemblyman 
to lobby for inclusion of commercials in future tax credit legislation.

Stuart Match Suna, president of Silvercup Studios and Silvercup East, both 
in Long Island City, N.Y., who also serves as co-chair of the Runaway Production 
Task Forces of the Creative Coalition and the New York Production Alliance, 
relates that a research paper on the importance of commercials is in the works. 
The paper, done under the auspices of Cornell University’s Fiscal Policy Institute, 
located in Ithaca, N.Y., will be completed this year. “[The paper] is documenting 
the importance of this industry and the growth potentials and job growth and tax 
revenue,” notes Suna. “We are also continuing to lobby our elected officials, and 
show them how successful this program can be—it is going to create jobs—and 

What About Commercials?

Spots Conspicuous 
By Their Absence
In N.Y. Filming 
Incentive Packages

Katherine Oliver

Stuart Match Suna

also why by including commercials 
you’ll be able to increase job growth 
and tax revenue in the future.

TAX ISSUE

As earlier reported in SHOOT (9/17, 
p. 1), the state tax incentive package 
sprung from the aforementioned 
Steiner Studios, the recently opened 
studio complex located on the site of 
the Brooklyn Navy Yard. The facility 
is located in an Empire Zone: during 
the ‘80s, 72 sites in New York State 
were deemed to have distressed 
employment based on census date. 
Declared Empire Zones, those areas 
were eligible for state tax credits 
and benefits, which hopefully spur 
development, and create new jobs. 

With those tax credits set to expire 
last year, Steiner Studios reportedly 
lobbied state lawmakers to not only 
ensure the renewal of benefits available 
to Empire Zones, but also modify the 
rules to allow a 10 percent investment 
tax credit for films and television 
shows shot in those zones. 

Other area studios, such as 
Silvercup Studios and Silvercup 
Studios East, as well as Kaufman-
Astoria Studios, Astoria, N.Y., got 
wind of the idea, and along with 
other members of the production 
community, pushed to expand the tax 
breaks statewide. At the time the initial 
credits were introduced, Suna, as 
well as officials at Kaufman-Astoria, 
called for commercials to be part of 
the incentive legislation. An original 
version of the bill included spots, but 
that was ultimately dropped, due to 
cost considerations.

While Miller notes that there 
were a number of factors involved in 
why spots were not included in the 
legislation, he says legislators are 
aware of spotmakers concerns, and 
the hope is that the situation will be 
rectified.

BORDER WATCH NEW YORK BORDER WATCH NEW YORK BORDER WATCH NEW YORK BORDER WATCH NEW YORK BORDER WAATCH NEW YORK BORDER WAATCH NEW YORK 
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Director Minghella Reflects On Recent Spotmaking Experience
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Anthony Minghella

supporting actress Oscar for Renee Zellweger in ’04.
However, lesser-known shorter format endeavors for Minghella include a 16-

minute piece based on the work of playwright Samuel Beckett.  In his interview 
with SHOOT, the director offered both historical and contemporary perspectives 
for the importance of short films. The former stems from Minghella’s role as 
chairman of the British Film Institute, which helped to restore the Mitchell & 
Kenyon Collection consisting of some 500 one-minute films shot around the turn 
of the 20th century. The films had been stored in barrels and were discovered 
in the early 1990s in Blackburn. Mitchell & Kenyon was a late Victorian and 
Edwardian film company based in Blackburn. The company made a series of films 
commissioned by traveling fairground operators for showing at local fairgrounds 
across the U.K.

The films were used to entice people to come to the local fairs. Crews would 
lens people in everyday life and then tell them that they could see the films at an 
upcoming fair. Indeed people would turn out for the fair just to see themselves.

Now the films will be shown on the BBC in the form of a series co-produced 
by the BBC and the British Film Institute. Minghella noted that the Mitchell & 
Kenyon collection is fascinating not only in terms of documenting life in the 
early 1900s, but also for serving as “a breeding ground” for filmmakers, affording 
them the opportunity to learn and hone their skills.

Fast forward to today and that short film dynamic is just as vital and relevant, 
observed Minghella, citing the new forms emerging in the advertising arena. “You can 
have a ‘Diesel dreams’ DVD with 25 to 30 shorts about people in their [Diesel] jeans,” 
he related. “It’s a way for young filmmakers to have their say, to create glamorous 
calling cards that at the same time can be exploited commercially. I like that alchemy, 
where talent can go out and play while contributing to the marketplace.”

SPOT EXPERIENCE

Prior to establishing himself as a feature filmmaker, Minghella had occasion 
to direct some commercials via The Paul Weiland Film Company, a London 

shop with which he continues 
to maintain a relationship.  
However, once his theatrical 
motion picture career took hold, 
Minghella stopped helming 
spots.

Minghella believes that 
crossing over into commercials 
for the first time is generally 
not an easy transition for most 
feature filmmakers. “Directors 
are used to being the author of 
the film rather than the servant 

of the commercial,” he observed. “There’s a big change 
of power and shift of responsibilities when moving into 
commercials.”

Even though he has a fair measure of spot directing 
experience, Minghella viewed getting back into the ad 
discipline as a challenge in that the feature film norm has 
been for him to serve in the dual role of writer and director. 
In sharp contrast, he observed, the writing of commercials is 
“a specialist activity as an idea passes through the gauntlet of 
that special relationship between agency and client, testing 
and scrutiny all along the way. That’s far different from the 
individual voice of a feature film.”

Still, he was lured back into the ad fold by the 
aforementioned Guinness project, which entailed filming 
stateside and production via Independent Media. Minghella 
said that Susanne Preissler, Independent Media’s executive producer, played a key 
role in his decision to take on the assignment. He noted that several colleagues, 
including director Sydney Pollack (Out of Africa, Tootsie), told him of their 
favorable experiences working with Preissler on select spots. “I enjoy Susanne’s 
energy, exuberance and support,” said Minghella. “She is single-minded in her 
belief in promoting filmmakers for the right commercials.”

The nature of the Guinness assignment also appealed to Minghella. The spot 
tells the story of a man sent to a prison camp with no fences, but with a major 
requirement—the taming of a wild mustang. “It was a visual landscaped piece 
with no dialogue. It’s storytelling that required a slightly epic look to it which 
speaks to my feature work,” assessed Minghella, adding that Guinness has a 
track record of advertising with “an element of wit” and is “not obsessed with the 
banal relationship between the drink and the film.”

SEDUCTION

Spots also afford a feature filmmaker the chance to work with different people. 
““In my movie life, I have my own crew, a great team that I always work with. 
That’s part of the seduction of the commercial for the film director—new crew 
people, working with new equipment, under new circumstances,” said Minghella.

Two such new elements provided by the Guinness job were of particular 
note, he continued, citing the opportunity to work with noted cinematographer 
Janusz Kaminski (Saving Private Ryan, Schindler’s List) and being able to shoot 
for the first time in Los Angeles. 

“It’s like a date,” said Minghella of the chance to work with artists outside 
his longstanding circle, in this case Kaminski. “You get to know someone and 
how they work. I would love to work with Janusz again.”

Minghella added, “It was thrilling and instructive to shoot in Los Angeles, 
to see how film friendly California is, with tremendous access to facilities and 
resources. I’ve been making period movies for a decade. To be able to shoot people 

[in the Guinness] ad wearing jeans was 
refreshing—to be able to shoot what’s 
available instead of having to create 
something to be shot.”

The commercial also served as 
a bridge to Minghella’s next feature, 
Breaking and Entering, which is 
a contemporary film set to begin 
production in the spring. He observed 
that the Guinness project helped in 
his transition from period films to the 
modern day Breaking and Entering. 
At press time, Minghella was in the 
midst of casting the movie, which he 
described as being about “theft, both 
criminal and emotional…It’s a story in 
which the person stolen from is more 
guilty than the one who is stealing.”

Minghella noted that since his recent 
foray into spots, he’s received other 
intriguing ad offers “that I would have 
considered if I were unencumbered.” 
But with his current feature, he related, 
“I’m quite encumbered.” Yet he’s 
gratified by the opportunity to again 
get involved in commercialmaking, 
and to have established a stateside link 
with Preissler.

Click poster to see Guinness "Mustang"
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TM Motion Picture Equipment 
Rentals Grip Lighting Facility
at Los Angeles Center Studios

TM Motion Picture Equipment Rentals has opened up another
facility at the Los Angeles Center Studios.  TM will be the 
exclusive supplier of Grip, Lighting and Generators for the stages
at Los Angeles Center Studios.  Tom D. May, President/Owner,
and Jeff Arnone, Executive Vice President, commented that 
TM along with Los Angeles Center Studios have major plans in
the works to provide a more personalized operational service 
to producers and crews.
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❑ Curious Pictures, New York, has secured Marci Miles of Chicago-based 
Reelize for representation in the Midwest. Additionally, John Robertson has 
joined Curious and is representing the shop on both coasts for music videos and 
promos….New York-headquartered music/sound design house Human has signed 
Delores Hively and Dawn Schiffman of Buzz Management, New York, to 
handle representation on the East Coast. Pia Alexander continues as head of 
sales for Human and has also been named head of production….Dana Dubay has 
come aboard Compulsive Pictures, New York, as sales rep…. MOO Studios, 
Burbank, Calif., has secured Hillary Herbst, Laurel Dobose and Ravelle 
Tomczak of Chicago-based Hilly Reps for representation in the Midwest….
Global Production Services (GPN), a Los Angeles shop handling production 
service companies worldwide, has added to that roster by signing Blue Sky 
Productions Croatia for exclusive North American representation….Dattner 
Dispoto and Associates, Los Angeles, has added DPs Eric Treml and Wyatt 
Troll to its roster….Orlando Management, Sherman Oaks, Calif., has signed DP 
Michael Pinkey for exclusive representation. His credits include spots for such 
clients as Infiniti, 7-Up, Toyota, Nissan, Honda, AOL and Reebok….Bicoastal New 
York Office has signed DPs Luis “Panch” Perez and Michel Taburauix for 
representation….DP Ramsey Nickell has wrapped principal photography on 
The Oh in Ohio, directed by Billy Kent, and is again available for spots and music 
videos via Raidant Artists, Los Angeles.…

rep report

❑ Are anti-runaway incentives in the offing for California? Industry buzz is that Gov. 
Arnold Schwarzenegger (R-CA) may soon push legislation—which could include a 
wage-based tax credit—designed to help the state keep and attract more production. 
Word is that the incentive package would also apply to commercials. However, any 
measure would figure to face resistance, if not outright opposition, from a number of 
lawmakers in light of California’s budget crisis. A year and a half ago, the state’s massive 
budget deficit led to the disbanding of the well regarded Film California First (FCF) 
anti-runaway program. Administered and overseen by the California Film Commission, 
FCF provided reimbursements of certain film-related costs incurred by qualified produc-
tion companies when shooting on local, state or federal public property in California. 
Eligible projects included commercials, TV programs and theatrical features…..Lewis 
Kofsky has been named head of computer graphics and visual effects at Curious 
Pictures, New York. He comes over from PDI/DreamWorks where he worked on the 
visual effects for Shrek 2 and the soon-to-be released Madasgascar.  Kofsky will be 
at the helm of Curious’ expanded effects department, which entails a 75-member team, 
110 digital workstations, 50 traditional workstations, and a soundstage equipped with 
motion control. The move to Curious is a bit of a homecoming; earlier in his career, he 
worked as a technical director at the company….Visual effects supervisor, Inferno 
artist and designer Aron Baxter has departed Nice Shoes, New York, to join its sister 
facility, visual effects boutique Guava, also in New York. The move represents the first 
step toward a major expansion at Guava, both in terms of creative staff and technical 
resources. Baxter had been at Nice Shoes since ’03, having come over from Condor 
Post Production, London. At Nice Shoes, he focused on design, shot supervision and 
effects production for commercials. Meanwhile, with Baxter coming aboard Guava, Nice 
Shoes has promoted Inferno artist John Shea from a nighttime position to days. 
….Seattle-headquartered Corbis has opened an office in Montreal. Tina Poitras, 
founder of Magma Photo, will head the new operation as sales director for Canada. 
Corbis has also acquired Zefa Visual Media Group, Dusseldorf, Germany, which is 
globally billed as being the third largest image licensing company. Additionally, Corbis 
has entered into an agreement to represent the content, as well as to handle rights man-
agement, for Marvel Enterprises. Under the pact, Corbis will rep the rights to such 
characters as Spider-Man, the Incredible Hulk, Elektra and The X-Men…..Amy Kindred, 
formerly of Sideshow, New York, has been named executive producer of New York 
visual communications studio Pure….

2005 already, I have 
no idea how 

the last 30 years slipped by 
so fast.  A new era is upon 
us and it remains to be seen 
who adapts best in a new 
business climate.

First, I am thrilled to be writ-
ing an article for SHOOT with 
it’s expanded creative and 
production coverage and new 
digital e.dition dedicated to the 
production of____. You can fill 
in the blanks because this pub-

lication is about all things production. And that is (to 
borrow a term from an inmate) “a very good thing.” 
Today I want to talk about a weight problem… 
No not mine, but all of ours in the commer-
cial production business.  The news is in, com-
mercial production has become fat. Really fat.  
Before you shake your head and assure your-
self that the markdowns are as low as they 
can go, we have become experts at shoot-
ing in Canada and cost consultants are ne-
gotiating bids down to the nub…  what fat???   
Yes, I have moved to the “ dark side” …just humor 
me and read on a bit and see if in fact I may be on 
to something.

No one or no one thing is to blame. Commercial 
production has gotten fat the way most of us do. 
Each year we add a couple of pounds and we kind 
of accept it. Wear a little larger pant or bigger neck 
collar or, god forbid, wear our pants lower, under 
the belly. Well no need to tell a lot of us that over 
30 years or so of the good life, we find that we are 
10-15-30 pounds overweight? It just adds up…

Let’s apply that concept to commercial production.  
I remember the quiet uproar with the business 
managers when a particular “world-class direc-
tor “ declared that his crews must have tents to 
have their lunch under to escape the sun.  The 
next thing we knew, gourmet caterers preparing 
and accommodating various diet preferences for 

breakfast, lunch, afternoon snacks (shrimp?) and 
dinner were a fixture.  

No, that director is not responsible for our collec-
tive obesity, but it was the beginning of a trend, 
the trend of needing to address all our needs and 
wants. The old adage that “what once were vices 
now become habits” goes a long ways towards ex-
plaining how we got here. Vans became lux buses, 
video replay became video village, the craft ser-
vice table became chef’s groaning board, coffee 
became four lattes, one extra foamy… And so on 
and so on… 

The production and post production companies 
are all just trying to keep their heads above wa-
ter.  This trend has been more akin to the cold war 
buildup of the nukes… If one company snags ‘em 
with the old “I can get you box seats for the Mets,” 
or even a welcome basket loaded to the gills…you 
can bet that the production company across the 
street will be topping it tomorrow to exceed the 
expectation.

The agency and clients have come to expect all 
of the extras that really add little to the production 
other than a degree of comfort. I certainly am not 
saying that production needs to be harsh and un-
comfortable, but let’s face it; it has to fall somehow 
under the term “ work“. 

There is a reality lurking around the corner that 
necessitates this fat trimming—MEDIA DIVERSIFI-
CATION. We need to reduce the cost of commercial 
production to afford the ability to produce multiple 
formats of content for the same price. We need to 
start to work on a budget style modeled after mu-
sic videos or even programming. How can we take 
advantage of new technologies, global alliances 
and re-purposing footage?

We need to re-engineer production. We must re- think 
and define what is most important and then leave the 
rest behind. Should production be regarded as a perk? 
A training ground for the inexperienced?  Do we need 
to have so many choices for everything?  Do we need a 
three-person production team to be on location for so 
much of the prep, rationalizing its existence by all hav-

BY C. TEXAS EAST

street talkAdvice From Industry Consultants and Attorneys

PRODUCTION… WORK? OR PERK?

C. Texas East, most recently co-head of broadcast production at Ogilvy & Mather, has partnered with 
industry veteran, Shelley Landgraf, to form production industry consultancy, The East and Landgraf 
Group.LLC. contact: texas@eandlgroup.net
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ing opinions on what color the pencil 
should be—and for other such deci-
sions that most likely will not materi-
ally make a difference on how many 
pizzas the client will sell?   How many 
people need to be involved in the ma-
jor and minor choices? 

I think there are two kinds of fat in 
production… One is “perks”; the oth-
er is “redundancy.” Let’s discuss them 
in order. First, we have come to view 
much of our production as a couple of 
weeks of first class living. The hotels 
we choose, the meals we expect and, 
of course, the fact that on most prep 
days, the agency is hardly worn to a 
nub. The more agency people, the 
more clients, the more peoples’ opin-
ions to take into account, the more 
money is spent in time and materi-
als.

The production and postproduction 
companies have come to learn that 
these extra “contingencies” need to 
be worked into the budgets.  How 
long will it take and how many peo-
ple need to approve the wardrobe?  
How much budgeted for meals at a 
fab new restaurant, lots of great wine 
and sushi lunches?  Often ballgame 
tickets just show up and are used to 
help deal with the boredom of nights 
without prep work for the agency to 
do. “Who is taking us out tonight” 
is frequently heard. All of this re-
ally has to be added somewhere in 
the production bill. As happy as they 
want to make you, vendors exist to 
make money – and get the next job. 
We need to start the diet somewhere 
and the South Beach diet aside; cut-
ting down on this kind of fat is a great 
place to start.

Redundancy is the next area we 
need to address. The unique verti-
cal structure of decision-making in 
commercial production is taking a 
huge toll on production costs. All 
parties who have an interest in a 
project are allowed to make a de-
cision and see its results, before 
the next person in the line above 
gets to make his or her point 
heard and seen. This is a fine way 

for young people to learn, but it 
is a very wasteful and expensive 
way to produce. In spite of egos 
and schedules, let’s not take any 
actions that cost money until the 
top people have signed off.  Can 
the decision-makers please be 
available? This applies to cast-
ing, locations, wardrobe etc. All 
the way through post produc-
tion… And that includes clients 
as well. When we can provide a 
final answer before all of the work 
must be done and then re-done, 
we will have earned the right to 
demand lower production prices. 
In speaking with production com-
pany execs and heads of editorial 
houses, we understand there is 
already a multi-tier pricing struc-
ture—one for big agencies (lots 
of people, lots of points of view), 
small agencies (a lot less people 
and work directly with the deci-
sion-makers) and the least expen-
sive (direct with the client).  We 
need to understand that the ad-
vertiser should not be paying extra 
for the sales needs of the vendors, 
nor should the agency expect that 
there is so much money being made 
that they can continue to expect the 
current perks of production.  If the 
agencies cannot deliver the kinds of 
budgets the advertiser needs, adver-
tisers will go directly to the produc-
tion companies. 

It is not just the agency and cli-
ents creating all the redundancies; 
we have directors and DPs who make 
equipment and camera decisions 
earlier and take less back-up and al-
ternate choices.   It wasn’t that long 
ago that it was the norm to budget 
a pre-light day and a 10 hour shoot 
day for most :30 spots.  It got done, 
and it got done well. Now the point 
of entry is two 12-14 hour days.  We 
must shoot film at a more efficient 
ratio than 100 to 1. Maybe even not 
shoot film at all… Hmmm, I am really 
getting in deep here, but it is time we 
change what has become wasteful 
and reduce it to what is only useful.

PRODUCTION… WORK? OR PERK?
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