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4 Stun Creative Warms Up
Comedy Fest Audience

4 Saville Lands Dir. Patricia
Murphy For U.S. Spots

4 FilmCore Completes N.Y.
Shop, Adds Stefansson

4 Nice Shoes Debuts Internet-
based Nice Spots
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With Water Balloons

11 Best Work: Peace Council
Opens Toolbox For Kids

11 Best Work: Director Jesper
Ericstam Goes Ape

12 iWork:JeffLabbéDisengages
Head From Body

Production
Companies

13 Executives and directors
discuss the appeal and
interest of emerging ad
forms—despite the low bud-
gets. Plus, company owners
and exec producers address
how shops can successfully
navigate the current land-
scape.

The State of HD

18 HD picks up momentum in
2005. The year’s develop-
ments set stage for moving
forward in HD spot produc-
tion and post.

Clients Channel Their Energies
Into Varied Creative Outlets

Audi Launches U.K. Channel Via BBH; Nordstrom Teams With Fallon To
Unveil Silverscreen; Other Advertisers Explore VOD Opportunities

NEW YORK-While
the launch of the Audi
Channel in the U.K. is a noteworthy development
in and of itself, the new venture carries greater
weight when looked at in terms of it signaling a
trend that’s gaining momentum. The notion of
maintaining a channel that features a mix of enter-
tainment and infotainment fare to help drive brand
and build business is starting to prove appealing to
a growing group of clients who are deploying dif-
ferent means to a similar end.

The Audi Channel, which debuted on Oct. 24, is
being broadcast to some 7.6 million British house-
holds over the Sky Digital satellite TV platform.
Additional U.K. homes figure to get picked up in
the months ahead when negotiations are completed
for Audi Channel carriage on terrestrial digital plat-
forms operated by Freeview and cable TV opera-

By Robert Goldrich

tors. The 24/7 channel is also being made available
to broadband Internet users via Audi U.K.’s Web
site.

Bartle Bogle Hegarty, London, has been work-
ing with Audi on the development of the channel
over the past two years. The agency views it as a
means to engage on a deeper level with prospec-
tive consumers, complementing traditional media
advertising. (See sidebar story for more on the Audi
Channel.)

SILVERSCREEN

Meanwhile on Nov. 7, Nordstrom introduced
a downloadable broadband channel: Nordstrom
Silverscreen. Created by Fallon, Minneapolis, the
branded channel offers video content that combines

fashion, music, technology and pop culture—as well
Continued on page 7

Top Gunns:

Phenomena, @radical

By Robert Goldrich

LONDON-Donald Gunn—for-
mer president of the Cannes
International Advertising Festival
(1998 and ‘99) and, prior to that,
the head of Leo Burnett’s Creative
Exchange Resource Department,
Chicago—has released the seventh
annual Gunn Report, a compila-
tion of award show results over
the past year. From this research,
which covers 34 TV/cinema
competitions, the Gunn Report
has named the top production

houses, directors, ad agencies
and commercials of 2005.

Topping the field of most-
awarded production companies
by a wide margin was Bangkok-
based Phenomena based on
work for such clients as the Thai
Health Promotion Board, Ford
Ranger Opencab, Unif Green
Tea, Thailand’s Energy Policy
and Planning Office, and the
Thailand Yellow Pages.

Ranked second was bicoast-
al/international @radical.media

(which finished third last year).
The @radical rundown of award-
winning work included ads for
FedEx, Pepsi, Toyota, Virgin,
Visa, Volkswagen, and INPES
Passive Smoking Awareness.
The latter—out of @radical’s
Paris office—garnered the most
recognition on the awards circuit
this past year.

By placing second, @radi-
cal is in select company-liter-
ally. Only seven houses have

Continued on page 8
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Hot SMPTE
Topic: Digital
Cinema Biz

By Carolyn Giardina

NEW YORK—A full day ses-
sion on advancements in Digital
Cinema, which kicked off last
week’s Society of Motion Picture
and Television Engineers’
(SMPTE) Fall conference at the
New York Hilton, prompted a
flurry of analysis about the effect
these developments may have on
postproduction, as well as busi-
ness models.

Digital Cinema has emerged
as an important topic this year.
Drivers include the work of the
seven-studio consortium Digital
Cinema Initiatives, which last
summer completed and released

Continued on page 20

“Priests” Is
BTAA’s Best
Crafted Spot

By Robert Goldrich

LONDON-In a rare departure
from this year’s norm, Honda
Diesel’s “Grrr” didn’t top an
industry awards show. Though
the much lauded spot took the
best animation and best origi-
nal music categories, the major
winner in the British Television
Advertising Awards (BTAA)
Craft competition was Stella
Artois’ “Ice Skating Priests,”
directed by Jonathan Glazer of

Continued on page 5
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Peace Offering

he lead entry in
this week’s “The
Best Work You

May Never See” gal-
lery is “Screwdriver,”
a spot promoting The
Center For Child

Austin.

The Center For
Child Protection’s
charter mission is to
reduce trauma for vic-
tims of child abuse
during the investiga-

Protection in Austin,
Texas. The public ser-
vice message comes from The
Peace Council, a nonprofit
foundation dedicated to creat-
ing advertising that helps to
raise awareness about issues
of social consequence.
Among the key movers
behind The Peace Council are
Daniel Russ, whose day job
is senior VP/group creative
director at GSD&M, Austin,
and board members Dennis
Fagan, who directed this and
another PSA in the pack-
age, and Myra Spector, who
produced the work for AMS
Production Group, Dallas and

tion and prosecution

of their cases. The
Center For Child Protection
provides a homelike, child-
centered environment where
kids who have reported abuse,
along with their protective
caregivers, can go for inter-
vention, evidence gathering
and counseling. Provided at no
charge, these services are cur-
rently offered out of four small
buildings in Austin. This Peace
Council campaign is designed
to raise funds for the construc-
tion of a main building on the
same property, making for a
complete facility complex to
service kids in need.

Shop Talk

The Center For Child
Protection is one of several
Peace Council clients. As
chronicled in SHOOT, The
Peace Council has since its
inception in 1997 addressed
assorted other issues—includ-
ing racism, the proliferation
of land mines worldwide,
AIDS, education, freedom
of information, and nuclear
waste—championed by worth-
while organizations.

It’s gratifying to now revis-
it The Peace Council in our
“Best Work” coverage. The
grass-roots group is a remind-
er of the good that advertising
can do-both creatively and
more importantly, for the ben-
efit of society at large. The last
time we covered The Peace
Council was also based on its
work on behalf of The Center
For Child Protection.

In that instance (SHOOT,

6/18/04, p. 11), the spot con-
sisted of actual home movie
footage taken at a zoo. We
see people visiting the various
animal attractions. A super
against a black background
reads, “In 1996, a three-year
old fell into a Chicago zoo’s
gorilla cage.” Suddenly, other
zoo-goers are looking down
at the gorilla habitat, where a
human toddler is laid out on
the ground. The next super
relates, “A gorilla carried him
to safety and waited until he
could be rescued.” The home
movie footage shows the
gorilla cradling—and seem-
ingly comforting—the fallen
child.

A parting super then rhe-
torically asks, “If a gorilla can
protect a child, why can’t we?”
The end tag contains a logo for
the spot’s sponsor, The Center
For Child Protection.

By Kristin Wilcha

Wave Recording Studios Surfs To Great Creative Heights

many recent creative gems

from a U.K. ad agency, chanc-
es are you're seeing—and hear-
ing—the work of Wave Recording
Studios, a London sound design
and audio post shop, headed up
by co-owners/creative direc-
tors Johnnie Burn and Warren

If you’re watching one of the

Hamilton. The shop’s work is
on display in the latest creative
breakthrough from Guinness
and AMV BBDO, London.
Daniel Kleinman of Kleinman
Productions, London, directed the
latest epic for the brew, called
“Noitulove”—evolution spelled
backwards. The spot features a

O NOVEMBER 17, 2000/After nearly eight years as a
mainstay in the Chicago community, NuWorld Editorial
has announced it will effectively close on Dec. 1....Lesley
Robson-Foster has sighed with Manhattan Transfer, New
York, as a designer/director. Robson-Foster was most recently
represented for spots through New York-based Zero 2 Sixty
Productions, which she joined in September 1998....Post
Logic Studios, the postproduction house with operations in
Hollywood and Santa Monica, has appointed Barry Snyder as
its president....Composer/executive producer Georg Bissen
and composer/business director Shahin Motia have opened
New York-based music house MetaTechnik. Victoria Gross
is the new venture’s composer/sales rep....Gerry Stoll, an
editor/graphic designer for 15 years, has joined Napoleon’s
in-house division Code FX, New York....

O NOVEMBER 17, 1995/Computer animation director/
designer Henry Anderson, formerly of nhow defunct interac-
tive house Fab Lab, Melo Park, Calif., is making his return
to commercialmaking and Rhythm & Hues, Los Angeles....
Director Hank Benson has joined bicoastal Atherton &
Associates for exclusive commercial representation....
Bicoastal Fahrenheit Films has signed new director Craig
Gillespie, who joins the production side after working the
past eight years as an agency art director and creative in New
York. His most recent agency position was a creative director/
VP slot at Ammirati & Puris/Lintas, New York....Steve Cox,
formerly an editor at Vuja De, Atlanta, has opened Outback
Editorial, Atlanta, a boutique dedicated to commercial pro-

duction....

group of men in a pub, sidling up
to the bar to enjoy their Guinness.
Suddenly the spot rewinds back
in time, to an era when the pub-
goers were a part of the primor-
dial ooze—a long, but worthwhile
wait, for a Guinness.

Burn, who served as audio
mixer on the spot, noted that
Wave has done every Guinness
spot for AMV BBDO since col-
laborating with creatives Walter
Campbell and Tom Carty on
the iconic “Surfer” spot back in
1998—before Wave even offi-
cially had its own place of busi-
ness. (Carty is now a director with
Gorgeous Enterprises, London,
while Campbell is a principal in
London agency Campbell Doyle
Dye.) Burnrecalled thathe worked
on the Jonathan Glazer-directed
“Surfer” in a borrowed space at
London post house Glassworks.

Indeed Wave has come a long
way since officially opening in
1999 with seven employees.
Today, the shop has 23 staffers,
including a core of engineers/
sound designers comprising
Shippy Boora, Alex Hubbard,
Tony Rapaccioli, Aaron Reynolds,
Jack Sedgwik and Parv Thind.
Last month, the shop formally
launched what it calls Bite rooms,
areas where clients can access
Wave’s talent without incurring
studio expense. “It’ll give clients
what they’ve been wanting for
ages—the freedom to experiment
with ideas without clock-watch-
ing,” related Hamilton, who adds
that use of a Bite room, which
serves as a “sound lab,” is consid-
erably less expensive than book-
ing studio time. He reported that
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even before officially launching,
the rooms, which were ready over
the summer, have proved popular
with agencies.

THE WORK

Wave has worked on several
award-winning spots, includ-
ing the last two Grand Prix win-
ners at the Cannes International
Advertising Festival: Honda’s
“Grrr” out of Wieden + Kennedy,
London, and directed by Smith &
Foulkes of Nexus Productions,
London; and Sony PlayStation’s
“Mountain” via TBWA/London,
and directed by Frank Budgen of
Gorgeous Enterprises, London.

Wave has also done some
U.S. fare, starting with Levi’s
“Stampede,” out of Bartle Bogle
Hegarty, New York. “Stampede”
was directed by Jorn Haagen and
produced by Academy Films,
London. Hamilton related that
Wave initially began working
with U.S. agencies on jobs that
were directed by European helm-
ers, and posted in London. He and
Burn enjoy working with U.S.
shops—they are about to embark
on a Cadillac job out of Leo
Burnett USA, Detroit—which
begs the question, does Wave plan
to open in the U.S.? “Not yet,”
said Hamilton. “That’s to be con-
tinued,” adding on a more serious
note that he and Burn are mulling
the possibility of expansion.

And, while the shop continues
to focus on advertising work, it
does branch out at times. “Our
mainstay of work is advertising,”
affirmed Hamilton. “But, now
as Wave is expanding, [we’re]

Continued on page 21

By Robert Goldrich

I recall interviewing Russ
several years back about The
Peace Council and his rea-
sons for founding it. His mes-
sage was simple and direct to
the point—and rings especially
true in light of recent indi-
vidual and group efforts to
help those in need in the after-
math of Hurricanes Katrina
and Rita.

“If you look around the
world, whenever there’s a
problem, people do what they
can to help,” observed Russ.
“We’re advertising people—
and there’s a role for us to
play too.”
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“Cheerful Diversion”

Stun Creative Produces All-Star
Cinema Promo Project For TBS

Jay Roach directs, Jack Black stars in comedic
short about serious subject of global warming.

By Emily Vines

LOSANGELES-OnNov. 17, during The Comedy Festival
in Las Vegas (Nov. 17-19), celebrities like Larry David,

Leonardo DiCaprio and Ben Stiller appeared at the Earth to America! show to share
some laughs and shine a light on the environmental issue of global warming. To pro-
mote the television premier of the show on TBS Nov. 20, the cable network turned
to Stun Creative, Los Angeles, to produce a two-minute-and-45-second short film
starring Jack Black (The School of Rock, Shallow Hal), directed by Jay Roach (Meet
the Parents, Meet the Fockers, Austin
Powers: International Man of Mystery)
and written by Mike White (The School
of Rock, The Good Girl). The short is run-
ning in Regal Cinemas nationwide.

Stun Creative is a hybrid advertising
agency and production company with a
client base primarily made up of cable
networks like TBS as well as studios. In
addition to having a running time longer
than a spot, this project was unusual in

“‘Sugar High”

Continued on page 6

Nice Shoes Launches Intemet-based Nice Spots

Service Offers Review-And-Approval Capabilities, Tools For Archiving, Retrieval

By Carolyn Giardina
NEW YORK-—Post house Nice
Shoes, New York, has introduced
Nice Spots, a pay-as-you-go
hosted Web-based application
that allows ad agencies, post-
production facilities, broadcast-
ers, corporations and others to
exchange media and to quickly
review and collaborate on rough
cuts and final edits. Nearly two
years in development, and based
on Nice Shoes’ spot production
experience and customer needs,
the service includes review and
approval capabilities, as well as
tools for archiving and retrieval
designed to eliminate the need
for costly storage and couriers.
Under the direction of Nice

Shoes director of new media
services John DiMaggio, lead
programmer Scott Treude and
designer Rowland Holmes,
Nice Spots could also be used
for applications such as view-
ing and commenting on casting
tapes, location scouting and dai-
lies. Additionally users can store
metadata (information about a
clip), and this information is
searchable.

Meanwhile, Nice Spots could
archive finished masters; essen-
tially a high-quality file is cre-
ated and stored that is suitable
for dubbing or broadcast, while
Quicktime and Windows Media
files are provided for fast view-
ing and download.

New York-based editori-
al shop Go Robot and agency
Berlin Cameron & Partners, New
York, served as beta sites for the
application. Nice Shoes partner
Dominic Pandolfino explained
that users of this service do not
have to be Nice Shoes clients,
and in fact the company is target-
ing a broad range of users from
agencies to advertisers, produc-
tion companies and editorial
house.

“There are many sets of eyes
that need to view, comment and
approve at all stages of produc-
tion and post,” he said. “Nice
Spots allows that to happen in
a streamlined, efficient manner,

Continued on page 20
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Saville Signs Patricia Murphy
For Stateside Representation

By Robert Goldrich
BEVERLY HILLS-Director
Patricia Murphy, who contin-
ues to maintain her London-
based Patricia Murphy Films
for European representation,
has joined Saville Productions,
Beverly Hills, for ad work in the
U.S. Murphy was last repped
stateside by Bravo Zulu, Santa
Monica.

Among Murphy’s credits are
spots for McDonald’s, Swatch
and Whirlpool. The latter,
done via Publicis, London, and
Publicis & Hal Riney, Chicago,
brought a visually driven fantasy
feel to the normally mundane
product category of household
appliances.

Another atypical spot helmed
by Murphy was “Fat,” which
plays at first like a fashion/beau-
ty portrait of an attractive woman
who’s wearing nothing but a stra-
tegically placed towel. The cam-

era moves around the female,
almost romancing her from
different angles. A voiceover
relates, “More and more people
like Julia are having cosmetic
surgery to overcome the effects
of excess fat.”

But the commercial takes a
sudden turn when a spark ignites.
Flames burst out, seemingly
engulfing the woman’s face. In
another quick shot, skin appears
to wither under intense heat.
These abstract glimpses heighten
the horror unfolding before our
eyes and underscore the devas-
tating damage—both physical and
psychological-wrought by fire.
A voiceover interjects, “Don’t
fill pans more than a third. Don’t
allow grease and fat to build
up. Don’t leave unattended and
never throw water on burning
oil.” Then in stark white letters
against a black backdrop, a mes-

Continued on page 21

FilmCore Adss Stefansson,
Completes N.Y. Facility

By Carolyn Giardina

NEW YORK—FilmCore, the
editorial house with offices in
Santa Monica and San Francisco,
has become a bicoastal opera-
tion with the completion of a
new base in New York’s Flatiron
District.

“New York is really very much
the hub of so many things, and
the center of gravity for adver-
tising,” said FilmCore president
Steve McCoy. “We see it as a
necessary step to be bicoastal.
[It also] expands the reach of the
company and gives more options
to our editors.”

The newest to join the edito-
rial roster in New York is Jon
Stefansson, formerly of Cosmo
Street, New York, whose cred-
its include Virgin Mobile, Nike,

ESPN, and Coca-Cola, as well as
the American Legacy Council’s
“Truth” campaign from Arnold
Worldwide, Boston, and Crispin
Porter + Bogusky, Miami.

“I have been a fan of Jén’s
work ... and he was on the top
of my list to bring to FilmCore,”
said Andrew Linsk, who is exec-
utive producer of the New York
office. “He is a gifted and versa-
tile editor, and the caliber of his
work is totally in sync with the
level of talent we want to offer to
the advertising community.”

Stefansson joins a New York
team that includes editors Doug
Walker and Keith Olwell. Walker
divides his time between New
York and San Francisco, while

FilmCore’s other Santa Monica
Continued on page 9

Rhinoedit Dips Into Talent
Pool From South America

New York Shop Secures Cutters Herrmann,
Rezende For Exclusive U.S. Representation

By Robert Goldrich

NEW YORK-Two noted free-
lance editors well established
in the South American mar-
ket—Sven Herrmann and Daniel
Rezende—have secured exclusive
U.S. representation via rhinoedit/
NY.

Herrmann, who is preparing
to move to the U.S., brings nearly
eight years of experience editing
spots for top drawer agencies and
directors in Mexico and South
America. His first assignments
for rhinoedit include Hispanic
market jobs for Wendy’s via The

Vidal Partnership, New York,
Verizon for Global Hue, New
York, and Kraft and Miller Lite,
both out of The Bravo Group,
New York.

Meanwhile Rezende, who
recently wrapped a Burger King
project via Crispin Porter +
Bogusky, Miami, continues to
reside in Brazil. He received an
Academy Award nomination in
2004, a BAFTA Award and the
Cinema Brazil Grand Prize for
his first feature as an editor, City
of God, directed by Fernando

Continued on page 23
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Glazer-Directed “Ice Skating Priests’” Tops BTAA Craft Awards

Continued from page |

Academy, London, for Lowe,
London.

The wryly comedic “Priests”
was named best crafted com-
mercial by BTAA Craft Awards
judges. In addition to this best-of-
show distinction, the black-and-
white ad for the brewer earned
honors for best direction, casting
and use of recorded music.

The aforementioned “Grrr”
was directed by Smith &
Foulkes of Nexus, London, for
Wieden+Kennedy, London.
Meanwhile the best live-action/
special effects honor went to
Boots No. 7’s “Stay Perfect”
helmed by Dougal Wilson via
Blink Productions, London, for
Mother, London. (Wilson is
repped in the U.S. by Furlined,
Los Angeles.)

Taking the Craft Award
for computer animation was
Citroen C4’s “Carbot” (a.k.a.
“Transformer”) directed by
Neill Blomkamp via Spy Films,
Toronto, for Euro RSCG,
London. (Blomkamp recently
joined bicoastal RSA USA for
stateside representation.) The
computer animation ensemble
included Blomkamp, Simon van
de Lagemaat, Winston Helgson
and Trevor Canwood of The
Embassy VFX, Vancouver, B.C.

The BTAA Craft Award for
model making went to Kate
McConnell for the National
Society for the Prevention
of Cruelty to Children’s
“Ventriloquist,” produced by
now defunct Large for Saatchi
& Saatchi, London. Daniel
Kleinman, who is now with
Kleinman Productions, London,
directed the spot.

Named best new direc-
tor by BTAA Craft judges was
Huse Monfaradi of RSA Films,
London, for Samsung MP3’s
“Rappers” out of Saatchi &
Saatchi, London.

Sebastian Milaszewski won
the cinematography honor for
Audi’s “Test,” produced by
Gorgeous Enterprises, for
Bartle Bogle Hegarty, London.
Meanwhile Jess Hall and Andy
Margetson won the camera
operators category for Canon
EOS’s “Playtime” from 2 am
Films, London, for Cayenne
Communications, Amsterdam.

Richard Orrick of The

For The Record

In the fall top 10 chart
(SHOOT, 11/4, p. 14), Jeff
Payne of Eleven, Santa Monica,
should have been credited as the
audio mixer on Hummer H3’s
“Monsters.” In “Hot Tracks”
(SHOOT, 11/4, p. 15), Alex Flint
of Modernista! should have been
credited with helping to develop
the voice of Jennifer the lizard in
the “Monsters” spot.

Whitehouse, London, topped
the editing category for adidas’
“Road To Lisbon” produced by
Small Family Business, London,
for 180 Amsterdam. Paul
Harrison of The Mill, London,
was recognized in the color-
ist category for Hutchison 36
Mobile’s “Cherry Tart” produced
by bicoastal/international MJZ
for WCRS, London. Topping the
video post category was Chris
Knight of The Mill for DFT’s

“Lucky” produced by Academy
for AMV BBDO, London. And
earning the sound design honor
were London-based Vernie Young
and DJ Tommy for Netvigator’s
“Netvigator” produced by RSA
Films.

The production design award
went to Robin Brown for Rexona
For Men’s “Stunt City,” produced
by Stink, London, for Lowe,
London. This spot also won the
stunts category for stunt special-

ist Guy Norris. Miuccia Prada
topped the costume/wardrobe
category for Prada’s “Thunder
Perfect Mind” from RSA Films.
And Allison Sherwood earned
the makeup and prosthetics
honor for Skoda Octavia Estate
4x4’s “Gymnast” co-produced
by Independent, London, and
Biscuit Filmworks, Los Angeles,
for Fallon, London.

Best actor performance
went to Antonio Rampino for

Baci’s “Everyday” produced by
Gorgeous for Lowe, London.
The best actress performance
honor was bestowed upon Emma
Kennedy for UKTV Style’s “Five
Steps To A New You,” made by
and for BBC Broadcast.

The BTAA Craft Awards cere-
mony was held earlier this month
in London. The competition was
inaugurated in 1996 in order to
provide special recognition to
spot crafts talent.

PANASONIC VARICAM AJ-HDC27F

exquisitely maintained
cuistom camera packages

Arriflex/Aaton/Panasonic
Photo-Sonics 4ER+
35mm/16mm/DV/HD
accessories/support

lenses/speciality items

filtlers/expendables.
call for details.

schuimacher

CANLELA

3122433400 Chicege
veww.schumedhercemera.com
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Stun Creative Deploys Comedy To Tackle Global Warming

Continued from page 4

that the director and talent
were signed on before Stun
Creative came on board. Ron
Korb, VP/creative director at
TBS, suggested Stun Creative
produce it and sent the shop’s
reel to Roach who met with
them and awarded them the
job. “Needless to say, when
we heard Jay Roach wanted to
work with us, we were thrilled,”
said Stun partner/executive
producer Brad Roth.

MAKING LIGHT OF A
SERIOUS SITUATION

The short film opens in a
corporate board room with
members of corporate America
on one end and children of the
world on the other. Jack Black’s
character is a lawyer represent-
ing the children.

The lawyer for the business-
men addresses Black summa-
rizing the children’s request—
they want his clients to stop

burning fossil fuels in the hope
of preventing a global catastro-
phe. A little girl nudges the less
than focused Black, who says
that is correct. Since the busi-
nessmen have invested a lot of
money in the Earth, the lawyer
explains that his clients claim it
as their own.

But, taking a position that
they are child-friendly, the
scheming lawyer for big busi-
ness says that if the children
will drop the lawsuit, his cli-
ents will give them a year’s
supply of sweets.

Black’s character is delight-
ed and immediately dives
into a chocolate bar that has
been placed in front of him.
Conferring with the children,
he says he thinks it’s a good
idea, but they won’t waiver. A
young boy points out that the
opposition is plundering the
Earth and heating up the ocean.
Another says, “The Arctic’s
melting, man.” Their lawyer

Agency Update

By Kristin Wilcha

New Faces

Gary Goldsmith, former chairman/chief creative offi-
cer at Lowe, New York, is joining Young & Rubicam,
New York, as chief creative officer..... Michael Aimette
has joined Atmosphere BBDO New York, as executive
creative director, a new position at the shop.... Greg Lane
has come aboard GSD&M, Austin, Texas, as director of
media production. He was previously a group executive

producer at DDB Chicago..

...Rick Silvestrini is joining

Grey Worldwide, New York, an associate producer. He
was previously with McCann Erickson, New York...

Account Movement

Visa USA has moved its ad account to TBWA/Chiat/
Day, Los Angeles, from BBDO New York.. BMW has
selected GSD&M, Austin, Texas, to handle its advertis-
ing account... DDB Chicago, has won ad duties on the
LensCrafters account....Discover Financial Services
and Goodby, Silverstein & Partners, San Francisco,
have split....Agency Gabriel deGrood Bendt will handle
a creative assignment for a national brand campaign for
Andersen Windows....Helio, a wireless carrier entering
the U.S. market in 2006, will use Deutsch LA, Marina del

Rey, Calif., for its ad work....

appears to grasp the gravity
of the situation and holds his
ground.

“Gentlemen, we will not be
bought off by your delicious
chocolate candies,” Black
declares as he takes another
bite of the bar and then throws
it at the other lawyer.

The corporate giants’ lawyer
then offers entertainment by
the Konkleheads.

People dressed in bright
clothing along with some in
animal costumes run into the
room and dance around sing-
ing a children’s song about
nature’s strength. “I love the
Konkleheads,” Black’s charac-
ter rejoices as he jumps up to
dance. Once he realizes that his
clients are looking at him like
he is crazy, he stops. “No, this
offer’s insulting, no, no.”

The next offer rolls in, a free
cell-phone in the shape of a
bumble bee. Again, the chil-
dren’s lawyer is enticed, but
regains his focus and declines
the offer.

His clients stand to loose the
earth, he points out. “You want
to ruin a planet? Go to Jupiter
or Uranus! Global warming is

"Fighting For The Kids"

people. It’s people! It’s their
future in the balance. The earth
is not something we will nego-
tiate.” Raising his voice, he
states that they will not settle
and his clients cheer.

COMEDIC
SENSIBILITIES

This project, which was shot
during one day at Hollywood
Center Studios, Hollywood,
was a good fit for Stun Creative
because Roth and partner/exec-
utive producer Mark Feldstein
are used to working on tight
budgets and tight schedules.
For this film, there were only
three weeks between prepro-
duction and shooting.

In addition, they consider
comedy to be their specialty.
“Our work is very much steeped
in comedy and pop culture. We
consider ourselves pop culture
junkies,” Roth related.

Beyond the genre, he also
noted that having Black, White
and Roach attached to the proj-
ect was a major draw. “You’re
dealing with the top talent in
entertainment, film, these are
the most successful guys in
comedy and as we said, Mark

and I have always fancied
ourselves as guys who under-
stood comedy and hopefully
our work has reflected that. So
when we just heard there was
even the remote chance that
[we could work with them,] we
were going to make it work no
matter what.”

Stun Creative also produced
four :30 spots that Rob Meltzer
directed to promote awareness
of the festival. The spots star
George Lopez, Dane Cook,
Susie Essman and Triumph the
Insult Dog. A two-minute ver-
sion of the short is also running
on TBS.

Susanna Hoffs (formerly
with The Bangles and now mar-
ried to Roach) and Matthew
Sweet composed the music for
the Konkleheads piece, and
Roach contributed lyrics.

Laurie David, the founder of
StopGlobalWarming.org (and
wife of Larry David), is the
creator and executive producer
for the comedy special Earth to
America!

Brad Rushing was DP. Greg
Hayden (Zoolander, Bridget
Jones: The Edge of Reason)
edited the short.
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Looking to Shoot Overseas?

There’s no need to look the world over....

2 Amazing and varied locations

Australia has it all!

22 World class technicians and equipment

2 Diverse and cost effective talent pool
2 Award winning post production facilities

With almost 10 years experience facilitating high end offshore commercials in Australia,
Walkabout Films can make your production an enjoyable and stress free experience.

Walkabout Films, 623 Bourke Street, Surry Hills, NSW 2010  ph: +61 2 8396 5999

Wa“&abou,lt

films

www.walkaboutfilms.com.au
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Advertiser Channels Emerge On Broadcast, Web, VOD Platforms

Continued from page |

as click through capability to the
retailer’s Web site that enables
viewers to buy Nordstrom appar-
el.

Nordstrom sent out an email
invite to 2.5 million shoppers to
download Silverscreen, which
is powered by technology from
Maven Networks, Cambridge,
Mass. Premiering on the channel
is a video re-mix of The Go-Gos’
“Our Lips Are Sealed,” directed
by Olivier Gondry of bicoastal/
international Partizan. (Director
Michel Gondry, also of Partizan,
executive produced the music
clip.) Fatboy Slim created the
music remix for “Our Lips Are
Sealed.” The video features new
footage blended into the original
1981 clip; the new elements show
women in merchandise available
at Nordstrom.

In December, another video,
“I’ll Tumble For You,” from
Culture Club—with a music remix
by Junkie XL—is slated to pre-
miere on Silverscreen. Olivier
Gondry also directed this clip.

Additionally Silverscreen
offers a mixing room where
shoppers can create new person-
alized versions of the video being
shown. In the same mixing room,
viewers can make their own fash-
ion statements, creating outfits by
mixing and matching articles of
featured Nordstrom clothing on a
mannequin.

The interactive media technol-
ogy behind the Silverscreen chan-
nel allows it to live on a computer
desktop, automatically provid-
ing new content and informing
users when it becomes available.
Plans call for the entertainment
programming to be updated on a
monthly basis. After the Culture
Club video, an animated piece is
set to debut in January. The ani-
mation is being created by Ruben
Toledo, an illustrator who does
couture and designer print ads.

The hope is that word of
mouth will add to Silverscreen’s
audience. For instance, viewers
can forward to friends the newly
remixed music clip fare as well as
the new Nordstrom fashions.

“There’s a dual purpose to
this,” explained Susan Treacy,
group creative director at Fallon.
“One is a branding effort.
Overall, we’re trying to elevate
[Nordstrom’s] fashion authority...
The second is to make [shoppers]
more aware of the selection of
what’s available at Nordstrom
and to make them aware of how
great it is. They can actually buy
those pieces from the video and
then in the mixing room com-
ponent.

Fallon is promoting the
Silverscreen launch as an enter-
tainment event, with an insert
in Entertainment Weekly, news-
paper ads and online banners.
Silverscreen posters have also
been hung up in trendy Los

Angeles and Manhattan neigh-
borhoods.

Nordstrom becomes the latest
client to launch a Maven-powered
broadband entertainment chan-
nel, following such advertising
mainstays as Pepsi and General
Motors.

FREEZONE

Video On Demand (VOD) was
first most widely thought of in
terms of TV homes being able to
immediately access and view fea-
ture films, bypassing neighbor-
hood video rental stores. Then
VOD for premium entertainment
channels (i.e.—episodes of The
Sopranos from HBO) came, and
most recently a buzz has been gen-
erated by what some have dubbed
as “primetime anytime”—namely
CBS’ announcement last week that
it would make some of its prime-
time shows available through
Comcast’s VOD system. Comcast
cable subscribers can watch new
series episodes for about $1 each.
This news came right after NBC
announced a similar arrangement
with DirecTV’s VOD service.

Yet overlooked amidst the
flow of content into VOD are the
applications and implications that
the medium carries for the adver-
tising community and content
providers. Cox Media is looking
to mine some of that potential
with its digital cable VOD ser-
vice FreeZone, which offers not
only free content from various
channels (i.e., Discovery, A&E)
but also advertiser fare. Earlier
this year, FreeZone was launched
in Cox’s VOD markets across
the country—including San Diego
(after a trial run there), Oklahoma
City, Hampton Roads, Va., Las
Vegas, New Orleans, Omabha,
Orange County, Calif., and
Connecticut and Rhode Island.
Now about 50 percent of Cox’s
customers receive FreeZone.

During the pilot FreeZone
program in San Diego—which
began in 2002—Volvo maintained
an adventure channel with enter-
tainment and informational prod-
uct content (including a piece
which unveiled its then new XC
90 sports utility vehicle).

FreeZone graduated from
San Diego to multiple mar-
kets in January 2005, after Cox
spent much of ‘04 building its
VOD infrastructure. According
to David Porter, director of new
media business development for
Cox Media, the platform can sup-
port advertiser channels. Thus far,
no such channel has emerged on
the expanded FreeZone primarily
because, said Porter, clients don’t
have enough content as of yet to
fuel a ‘round the clock channel.

Nonetheless, Porterrelated that
General Motors, for example, has
expressed interest in establishing
a channel. Discussions between
Cox and GM were described by
Porter as being in the “concep-

tual stage,” with the moniker GM
Showroom being bandied about.

Porter said that Cox’s vision is
that advertisers, “especially auto-
motive companies,” will launch
channels.

Meanwhile, the expanded
FreeZone has been utilized by
clients for other initiatives. BMW
made its series of “The Hire”
short films—which first broke on
the Web-available to FreeZone
households. Cadillac launched
a new car model with infotain-

ment on FreeZone. And Pontiac
opted for program sponsorship
on Cox’s VOD service.

Outside the automotive arena,
the Tourism Board of Australia
ran a Down Under short on the
FreeZone platform in San Diego,
with a toll-free phone number
that enabled the client to track the
leads generated specifically from
the VOD exposure.

Cox can also supply FreeZone
clients with a VOD usage report,
with such info as how many

times a household viewed a piece
of content, the number of homes
that the programming reached,
the zip codes of those house-
holds, and during what day parts
content was watched. Data can
additionally be correlated to a
demographics engine through
Cox’s arrangement with Claritas,
yielding more detailed info about
prospective consumers who
tuned into FreeZone content.

—additional reporting by
Kristin Wilcha

Audi Channel Sets Broadcast Precedent In Europe

By Robert Goldrich

LONDON-As reported in this week’s lead story
on advertisers “channeling” their energies into new
branded outlets, Audi and Bartle Bogle Hegarty,
London, have been working for the past two years
on the development of the recently launched Audi
Channel, which potentially reaches some 7.6 mil-
lion households, amounting to an estimated 21 mil-
lion people, in the U.K.

Accordingto published reports, the Audi Channel
cost some $3.5 million to set up. Furthermore Audi
has committed some $1.75 million to $3.5 million
annually to cover running costs for the channel
which is being broadcast over the Sky Digital satel-
lite TV platform.

Under a new type of broadcast license available
from British media regulator Ofcom, advertisers like
Audi can become broadcasters and use their own
channels to promote their products and build brand.
Audi is the first to be granted the license, leading to
its new venture being billed as the first 24/7 brand-
specific entertainment channel in Europe.

Audi Channel content is a mix of infotainment
during the day and more entertainment-driven fare
during primetime and on weekends. Entertainment

programming includes: Le Mans motor racing; the
U.K.’s largest amateur golf tournament; horse rac-
ing; polo; and red carpet arrivals at some big-ticket
gala events. The channel will also feature interviews
with celebrities, as well as documentaries. The latter
includes a look at the history of Audi’s four-wheel-
drive quattro, the production of the noted Audio “Ski
Jump” spot, and the making of a watch inspired by
Audi with well known jeweler Stephen Webster.

Audi plans down the road to facilitate interac-
tivity with the channel, providing viewers with
requested info such as the location of the nearest
local dealership and vehicle brochures. Test drives
could also be scheduled.

“Digital TV is a powerful communication plat-
form with broad appeal, and will become even
more so as the entire country switches from analog
to digital between 2008 and 2012,” stated Gary
Savage, Audi U.K.’s head of marketing.

“Audi Channel will allow us to extend our
relationship with current Audi owners—and reach
out to a vast and ever increasing pool of potential
new customers,” continued Savage. “In the multi-
channel age, viewers have the power to follow their
own special interests...”

w
LOVGis when Mommy sees Daddy
smelly & sweaty and still says

he is handsomer than Brad Pitt."”
Katy, age 7
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Top Gunn Tally Spans Prodn. Cos., Directors, Agencies, Spots

Continued from page |

been among the world’s top
25 production houses for all
seven years of the Gunn Report:
(@radical; Gorgeous Enterprises,
London; bicoastal/international
Hungry Man; Matching Studio,
Bangkok; and bicoastal/interna-
tional Partizan.

In the ‘05 Gunn tally, two
shops tied for third: Biscuit
Filmworks, Los Angeles, and
Nexus Productions, London.
The Nexus showing was pri-
marily on the strength of its
lauded Honda “Grrr” spot out
of Wieden+Kennedy, London.
Meanwhile Biscuit earned inclu-
sion thanks to work for a mix
of clients, including Bud Light,
adidas, Axe Deodorant, eBay
and the California Milk Advisory
Board.

Taking fifth place in the Gunn
derby was London-based Large,
a company which shut its doors
last year after partners, direc-
tors Daniel Kleinman and Jeff
Stark, decided to go their sep-
arate ways. Prominent among
Large’s award-winning endeav-
ors was the Kleinman-directed
“Ventriloquist” for the National

Society for the Prevention of
Cruelty to Children. (Kleinman is
now with Kleinman Productions,
London.)

DIRECTORIAL DERBY

Heading the ‘05 Gunn
Report’s directorial rankings
was Thanonchai Sornsrivichai
of Phenomena. This marked the
second time that the Bangkok-
based helmer finished first. He
initially attained that lofty status
in ‘03, tying with the aforemen-
tioned Kleinman.

Two directors tied for second
in the Gunn rundown: Biscuit’s
Noam Murro and the duo of
Adam Foulkes and Alan Smith
from Nexus. Foulkes and Smith
helmed “Grrr” which was the
most awarded commercial of the
year, per the ‘05 Gunn Report.

Meanwhile there was also a
tie for fourth in the Gunn direc-
torial derby between Suthon
Petchsuwan of Matching Studio,
Bangkok, and Kleinman.
Petchsuwan, who is repped state-
side by TWC, Santa Monica, fin-
ished first in the ‘04 Gunn Report
rankings. His notable work in
the ‘05 Gunn tally included
spots for Soken DVD via Euro

RSCG Flagship, Bangkok, and
Unif Green Tea out of BBDO
Bangkok.

Petchsuwan is a perennial
top Gunn director. He and Frank
Budgen of Gorgeous Enterprises
are the only two helmers to make
it into the top 25 in directorial
rankings for all seven years of
the Gunn Report. (Budgen is
repped in the U.S. via bicoastal
Anonymous Content.)

COMMERCIALS

As alluded to earlier, Honda’s
“Grrr” topped the list of most
awarded spots per the Gunn tally.
This corroborated the strong
showings by production compa-
ny Nexus and the directing team
of Foulkes and Smith in Gunn’s
production house and directorial
breakouts for ‘05,

Coming in second among
commercials was adidas’ “Laila”
directed by Lance Acord of Park
Pictures, New York, for 180
Amsterdam. The Gunn ‘05 direc-
torial rundown had Acord ranked
sixth.

Third place went to a
Canadian Short Film Festival
campaign—“Good Cop/Bad
Cop,” “Special FX” and “Love

Story”—directed by Tim Godsall
of untitled, Toronto, for Taxi,
Toronto. (Godsall, who finished
seventh in the ‘05 Gunn director
rankings, is repped in the U.S. by
Biscuit Filmworks.)

And two spots tied for fourth:
Lynx 24-7’s “Getting Dressed”
and Peugeot 407’s “Toys.” The
former was directed by Ringan
Ledwidge of Small Family
Business, London, for Bartle
Bogle Hegarty, London. (Park
Pictures reps Ledwidge in the
U.S. Ledwidge finished in a tie
for 13th place in the Gunn direc-
torrankings. ) “Toys” was helmed
by Philippe Andre of Wanda
Productions, Paris, for BETC
Euro RSCG, Paris. (Bicoastal
Villains handles Andre stateside.
Andre was in a tie for 17th place
in the Gunn helmer rankings.)

AD AGENCIES

Gunn’s rundown of individual
ad agencies based on TV and
print work found Almap BBDO,
Sao Paulo, Brazil, finishing first,
followed by TBWA, Paris, then
Dentsu, Tokyo and Osaka, DDB
London, and Crispin Porter +
Bogusky, Miami. However,
when judging just in terms of

television points earned, Dentsu
took first place, followed by
Wieden+Kennedy, London,
180 Amsterdam, TBWA/Chiat/
Day’s offices in New York, San
Francisco and Los Angeles, and
Saatchi & Saatchi, Bangkok.

According to the TV tally, the
top five global agency networks
are ranked as follows: TBWA
Worldwide; BBDO Worldwide;
Saatchi & Saatchi; DDB
Worldwide; and Euro RSCG.

The TV numbers tab adidas as
the most awarded advertiser this
year, followed by Volkswagen,
Honda, Sony and Axe deodor-
ant.

Also per TV points, the U.S.
is the most awarded country
this year. Next is the U.K., fol-
lowed by Thailand, Argentina
and France.

Gunn remains secretive
regarding the identities of most
of the 34 TV/cinema awards
shows analyzed for the final
report. Among those competi-
tions that are referenced in the
Gunn Report are the Cannes
International Advertising
Festival, the One Show, The
Clios, and the British Design and
Art Direction (AD&D) Awards.

Sound designer/composer Jeff Kinder has been named director of the
newly formed audio department at production/editorial/design/CG studio
services house Magick Lantern, Atlanta. He comes over from his own
studio, KinderWorks, Atlanta, where he scored projects for Larry King
Live, performed sound design for TNT, mixed documentaries and TV
shows for Turner Classic Movies and NFL Films, and worked weekly on
a NASCAR reality TV series. His endeavors also encompassed such ad
clients as L'’eggs Sheer Energy. Most recently, he completed audio work
for Coca-Cola’s Project Greenlight: Refreshing Filmmakers Award,
creating a 5.1 surround mix for theatrical release to more than 23,000
U.S. cinemas.....Crescendo! Studios, San Francisco, has been active
on the spot front. The shop’s senior engineer Dave Baker wrapped TV
mixes for the Saturn ION, VUE and Relay vehicles. Michael Damiani
produced the commercials for Goodby, Silverstein & Partners, San
Francisco...Baker also worked with GSD&M, Austin, and producer Steve
Shaw to mix TV commercials for SBC... Ogilvy & Mather, New York,
selected Crescendo! senior mixer/technical director Craig Heimholz to
record and mix TV spots for Hershey’s Peanut Butter Kisses. Alicia
Zuluaga produced for Ogilvy with Carl’s Fine Films, San Francisco, pro-
ducing the animation....Young & Rubicam, Chicago, enlisted bicoastal
Elias Arts to help choose and license music for Sears’ fall campaign.
The assignment also entailed some original sound design by Elias’ Jay

Nierenberg.

Among the tracks selected were Stephen Malkmus

4

“"Phantasies,” Pernice Brothers’ "There Goes The Sun,” The Spinto
Band’s "Oh Mandy,” Mosquitoes’ "Boombox,” and Komeda’s “"Check
It Out.” The TV spots were directed by Matthew Badger of bicoastal
Epoch Films. Audio post mixer was Shawn Ballman of Sound Slave,
Chicago....Minneapolis music/sound design house BWN has wrapped a
four-spot package for Citibank via Fallon, Minneapolis. The campaign
features a singing hand that croons about the advantages of the Citi
mtvU credit card designed specifically for college students. Composer/
performer was BWN’s Ken Brahmstedt. Carl White served as audio post
mixer for BWN. The commercials are running on mtvU, a network that airs
at U.S. colleges and universities.....
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RI!OT Adds Creative Dir. Blyth,
Effects Supervisor Brockhurst

SANTA MONICA-R!OT has
brought on board a pair of visu-
al effects supervisors who have
extensive TV spot experience.
Cris Blyth, a former effects
supervisor at Digital Domain,
Venice, Calif., assumes the role
of creative director at R!OT,
working out of the company’s
Santa Monica facility. He will be
available for work as an effects
supervisor.

Meanwhile, Toby Brockhurst,
who has held senior effects posts
with Moving Picture Company
in London, A52 in West
Hollywood and Sight Effects in
Venice, becomes visual effects
supervisor/senior artist at R!IOT
Manhattan. He had most recently
been working as a freelancer for
effects houses in the U.S. and in
Europe.

The hires are in line with
R!OT’s initiative to diversify
beyond its core traditional post
business and serve as a more
active player in the conceptual-
ization, design and production
of effects-driven media, partic-
ularly commercials. R!OT has
also been looking to encourage
increased collaboration between
and among its studios in Santa
Monica, New York and Atlanta
in order to better leverage its
combined talent and resources.

On the latter score, R!OT’s
Manhattan and Santa Monica
shops recently teamed on a three-

spot package for Cotton out of
DDB New York (via bicoastal
editorial house Cosmo Street).

Blyth joined Digital Domain
in ‘99 as a digital artist and later
moved up to CG supervisor and
then to visual effects supervisor.
His credits include campaigns
for American Express, Gatorade,
Autotrader and Disney. He also
worked on several feature films
suchas Daredevil, Adaptation, We
Were Soldiers and Stormrider.

Brockhurst has been free-
lancing for the past four years,
drawing ad assignments from
visual effects studios stateside
and abroad, including The Mill,
Play and Glassworks in London,
Digital Domain and Asylum in
Southern California, and Das
Werk in Germany. Among his
credits is Land Rover’s “Gourd,”
a Bronze Lion winner at Cannes.

Brockhurst began his career
with VTR, London. He then
relocated to the U.S. in ‘96,
joining Sight Effects, and then
CFC, Culver City. Brockhurst
returned to London in ‘98, join-
ing Moving Picture Company as
senior Inferno artist. Beyond the
spot arena, he worked on direc-
tor Nick Park’s animated short
Wallace and Gromit: A Close
Shave, which went on to win an
Oscar in 96.



Efx/Design Shop Wildstyle Opens In N.Y.

Elissa Muddell Named Exec Producer Of New Venture

By Kristin Wilcha

NEW YORK—Wildstyle, a
visual effects and design shop,
has opened in New York in
the same space occupied by
wild(child) Post, an editing
house with graphics, Inferno/
Flame, and audio services.
Yvette Pineyro, president/editor
of wild(child), is also president
of wildstyle.

Although the compa-
nies share space and owner-
ship, they are separate enti-
ties. While clients cutting with
wild(child) editors can utilize
the services of wildstyle, the
new shop will also work with
outside clients. “Wildstyle is
a stand-alone company offer-
ing services to a wide range of
clients in addition to the edito-

rial clients that come to work at
wild(child) Post,” says Elissa
Muddell, executive producer
of wildstyle. “It has become
increasingly important to be
able to offer a full range of ser-
vices under one roof. This gives
our editorial clients the oppor-
tunity to work and collaborate
with our team of designers and
it allows a seamless workflow

between editorial, visual effects
and audio in one facility.”
Gene Nazorov, who for-
merly spearheaded the 3-D
department at the New York
office of Brand New School,
serves as creative director of
wildsyle. Jim Foster is director
of design and visual effects.
Rounding out wildstyle are: art
director Gregory de Maria, ani-

mator Orges Kokoshari, and
Flame artist Martin Lazaro.
“The philosophy is to combine
the European creative touch
with the American fast-track
working dynamic,” explains
Nazarov. “We are taking our
passion for art and applying
it to thought-provoking adver-
tising, where complex visual
effects and live action can com-
bine seamlessly.”

Daria Zeliger serves as direc-
tor of sales for both wild(child)
and wildstyle, as well as their
sister audio division Mac
Sound.

You ve got :30

{less if they fast forward.}

Invest it In something useful.

Play our game.

FilmCore Goes Bicoastal With Completion Of N.Y. Shop

Continued from page 4

and San Francisco-based edi-
tors are also available to cut in
New York, and similarly, the
New York staff is available for
projects posting on the West
Coast.

That national edito-
rial roster includes: Tiffany
Burchard, Kevin Anderson,
Paul Norling, Gordon Carey,
Tracy Hof, Christa Lamperti,
Brian Lagerhausen, Connor
T. McDonald, Tim Fender

and Tim Brooks. Therese
Hunsberger is FilmCore’s
executive producer in Santa
Monica; Jon Ettinger is
Filmcore’s executive producer
in San Francisco.

“Opening a new office is
always exciting but in this case
we’re building on the strength
of a company that has been
in business for a long time,”
Stefansson said. “That will give
me an opportunity to tackle any
task and serve my clients bet-
ter.”

FilmCore opened in Santa
Monica in ’74, and the San
Francisco office was launched
in ’94. “San Francisco rede-
fined us as a broader and more
dynamic company, and we feel
New York will do the same,”
Mc Coy said.

After operating out of tem-
porary quarters for roughly
a year, FilmCore New York
now offers newly renovated
space that includes three edito-
rial suites, with a fourth suite
planned to open in the near
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future. Each suite is equipped
with an Avid Adrenaline edit-
ing system and connected to
an Avid Unity system. McCoy
explained that the facility also
has an “open floor plan” with
network access, which affords
more efficient use of space.
“We can wheel an Avid into
any corner, plug it into the net-
work and be editing in min-
utes,” Linsk said.

FilmCore is represented in
New York by Jared Shapiro of
Moustache.

Jon Stefansson



SCREENWORK

TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK L 3 g N au 1, 19133

Dir. Budgen Orchestrates A Massive Water Balloon Fight

New Xbox 360 Spot A Collaboration Between McCann Erickson, 72 And Sunny

By Christine Champagne

undreds of people take
part in a water bal-
loon fight in an engag-

ing new Xbox 360 spot that
premiered during a recent
episode of ABC’s Lost. Aptly
titled “Water Balloons,” the
:60 commercial was created
by McCann Erickson, San
Francisco, in collaboration
with 72 and Sunny, El Segundo,
Calif.

“Water Balloons” is one of
two new spots—the other one
is titled “Jump Rope”—that
promote the mid-November
release of Xbox 360, the latest
version of Microsoft’s gaming
console.

Among other things, the
Xbox 360 has been optimized
to allow players to interact
even more closely with other
players who also own the game
console and subscribe to the
Xbox Live online gaming ser-
vice, according to John Boiler,
72 and Sunny creative direc-
tor.

With that new level of
interactivity in mind, “Water
Balloons” as well as “Jump
Rope” serve as an invitation
to everyone to join in the fun,
McCann-Erickson creative
director Geoff Edwards said,
noting that the joyful, fun spots
were designed to appeal not
only to hard-core gamers but
a wider audience of potential
players.

Frank Budgen, who runs
Gorgeous Enterprises in
Londonandisrepresentedinthe
U.S. by bicoastal Anonymous
Content, directed both “Water
Balloons” and “Jump Rope.”
Budgen only does a few—if
even that many—commercials
for the U.S. market each year.
So how did McCann-Erickson
and 72 and Sunny convince
him to take on this job? In
addition to sending treatments
and scripts to Budgen, “We
wrote him a personal letter and
told him how we thought this
involvement would be crucial
in bringing this idea to life,”
Edwards shared. “I think it was
that personal touch that really
inspired him to take on this
project and own it.”

Budgen, who couldn’t be
reached at press time, and DP
Simon Richards shot “Water
Balloons” over the course
of seven days on location at
a housing development in
Buenos Aires. The location
was the perfect venue in which
to stage the epic water balloon

fight, Edwards noted, because
it had lots of levels, windows
everywhere and passageways.

Nearly 700 locals were
hired to take part in the battle,
which was shot by multiple
cameramen on multiple for-
mats—35mm, 16mm, 16mm
reversal, video and Super 8.
“[Budgen’s] approach with all
the different cameras lent a lot
to the feeling of spontaneity
and immediacy,” Boiler com-
mented. “The fight felt like it
was something that just broke
out spontaneously and was
covered by a lot of different
people who just happened to
wander in and watch the thing
happen.”

Out of curiosity, did anyone
keep track of how many water
balloons were used in the mak-
ing of this commercial? “We
went through over 70,000
water balloons,” reported free-
lance agency producer David
Verhoef. “There were eight
people making water balloons
twelve hours a day [throughout
the shoot]. It was like a little
factory near the location.” The
water balloons were trans-
ported from the “factory” to
the location by tractor, safely
tucked away in fifty-five gal-
lon drums.

All those water balloons
meant a lot of wet perform-
ers and soaked streets. “After
every shot we had to dry every-
body and everything off. It was
a little painstaking,” Verhoef
said.

Drying stations equipped
with industrial-strength fans
were set up just off camera
for the performers. There were

also heaters for the talent to
warm up by. “We shot this in
September, which is late fall
[in South America], and we
wanted to make sure every-
body was as comfortable as
they could be when they were
getting pelted with water
twelve hours a day,” Verhoef
said laughing.

Operating out of much
drier accommodations at Rock
Paper Scissors, Los Angeles,
editors Angus Wall and Kirk

“I think it was that
personal touch that
really inspired him
[Budgen] to take

on this project and
own it.”

—Geoff Edwards

Baxter cut “Water Balloons,”
and on Wall’s recommenda-
tion, according to Verhoef,
the crew at 740 Sound Design
in Santa Monica was hired to
complement the action with
sound design.

“From a practical sense,
the toughest thing we faced
was that there was no produc-
tion sound at all—the reason
being that they shot this with
many cameras and hundreds
of extras, so they weren’t able
to do sync sound,” according
to 740 Sound Design produc-
er Scott Ganary. “So we were
looking at five thousand sound
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events that had to be covered
that weren’t covered.”

At the outset of the project,
the crew at 740 Sound Design
combed through wild sound
recordings made during the
shoot, found the usable por-
tions, then reconstructed them
in the best sync they could
come up with.

Sound designer Eddie Kim
worked on the production dia-
logue and sound effects, uti-
lizing the water splashes you
would expect to hear as well as
more war-like sounds, includ-
ing bullets whizzing by and
explosions to amp up the feel-
ing of this being a real battle.

In addition to sound design,
the soundtrack for “Water
Balloons” features music, more
specifically the lullaby “Teddy
Bears’ Picnic.” Edwards cred-
ited Budgen with suggesting
the tune, which helps under-
score the childlike play aspect
of the spot yet has a bit of an
edge.

Edwards, who took in the
“Water Balloons” shoot from
the sidelines, admitted that
it was hard to watch and not
take part in the fun. He finally
got his chance to though after
the shoot wrapped. “After we
called wrap on the seventh day,
there was a huge water balloon
fight that broke out with cast,
crew, agency, client, Frank
himself and people around
the community that lasted at
least two hours past the shoot
and into the night. It was fun,”
Edwards said, adding, “But it
was a little strange walking
through the lobby of the Sofitel
completely soaking wet.”

OP SPOT OF THE WEEK TOP SPOT OF THE WEEK

TOP SPOT

OF THE WEEK

Client
Microsoft/Xbox
Agency

McCann-Erickson, San
Francisco, and 72 and
Sunny, El Segundo, Calif.
John Boiler, Glenn Cole, Scott
Duchon and Geoff Edwards,
creative directors; Mat Bunnell,
copywriter, Nate Able, art direc-

tor; David Verhoef, producer.
Production Company

Gorgeous Enferprises,
London, and bicoastal
Anonymous Content.
Frank Budgen, director; Simon
Richards, DP; Helen Kenny
and Lisa Margulis, executive
producers; Alicia Bernard,
producer. Shot on location in

Buenos Aires.
Editorial

Rock Paper Scissors, Los
Angeles.
Angus Wall and Kirk Baxter,
editors; Scott Friske, producer.

Post

Company 3, Santa Monica.
Stefan Sonnenfeld, colorist;
Missy Papageorge, producer.

Sound Design

740 Sound Design, Santa
Monica.
Eddie Kim, sound designer;

Scott Ganary, producer.
Audio

Lime Studios, Santa Monica.
Loren Silber, mixer.
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The Peace Council Puts Tools To Work For Kids

PSA Looks To Drum Up Support For Building of Center For Child Protection In Austin

By Robert Goldrich

menacing tone is set for this spot from the

Azutset as we see a hand reach into a satch-

1 and pull out a screwdriver. The hand

holds the tool like it’s a weapon—as if wielding a
knife that is about to be plunged into a victim.

As the hand looks as if it’s about to thrust
the screwdriver towards an unseen someone,
a super appears which adds to the feeling of
impending peril. It simply reads, “How to stop a
pedophile.”

Adding to the spot’s intensity is the fact that we never see the face of the man whose hand
dominates the action. The hand then begins the screwdriver’s descent toward its target-which
thankfully only turns out to be a screw that’s perched on a piece of wood, part of the frame-
work of a building under construction. The hand turns the screw, securing it into the wood as
a response to the previous super appears: “Build the Center.”

A logo for The Center For Child Protection then comes up on screen, tagged with a phone
number (512) 472-1164. An accompanying voiceover relates, “Your talent, your skills and
your contribution will help Austin protect our children. Let’s build The Center For Child
Protection.”

Titled “Screwdriver,” this is part of a package—including a similarly themed spot deploying
a hammer—created on a pro-bono basis by ad agency The Peace Council for client The Center
For Child Protection. The Peace Council is a nonprofit foundation dedicated to creating adver-
tising that helps to raise awareness about issues of social consequence. Among the key movers
behind The Peace Council is Daniel Russ whose day job is senior VP/group creative director at
GSD&M, Austin. Russ’ Peace Council endeavors are separate from his duties at GSD&M.

Russ was creative director/copywriter/editor on the package, with Tonda Mueller and Tim
Sabo serving as art directors. Both public service spots were directed by Dennis Fagan of

.

-Stﬂl & Moving Pictures, Austin, and AMS Production Group, Dallas and Austin.

Fagan is on the Peace Council board as is Myra Spector, who produced The Center For
Child Protection spots for AMS. The DP was Joshua James Moore of AMS.

The Center For Child Protection’s charter mission is to reduce trauma for victims of child
abuse during the investigation and prosecution of their cases. The Center For Child Protection
provides a homelike, child-centered environment where kids who have reported abuse, along
with their protective caregivers, can go for intervention, evidence gathering and counseling.
Provided at no charge, these services are currently offered out of four small buildings in Austin.
This Peace Council campaign is designed to raise funds for the construction of a main building
on the same property, making for a complete facility complex to service kids in need.

The Center For Child Protection is one of several Peace Council clients. Since 1997, The
Peace Council has addressed assorted other issues—including racism, the proliferation of land
mines worldwide, AIDS, education, freedom of information and nuclear waste—championed
by worthwhile organizations.

Colorist was Kelly Riemenshneider of Video Post, Dallas. Final conform was done by
Brian McFarlin, with Keith O’ Neal serving as Smoke artist, both via AMS. Sound designer/
audio mixer was Chris Erlon of Digital Domain, Austin. Music was composed by Robert
Ashker Kraft of Voicekraft, Austin. Kraft also served as vocalist.

Z ““The Planet” :

By Robert Goldrich

young man opens a door
and enters an apartment
uilding. A super sets the

stage for us. It simply poses the
question, “What if you could visit
yourself in the future?”

The guy walks up a winding
staircase and reaches his destina-
tion, an apartment—understand-
ably with some trepidation. He
takes a deep breath and knocks
on the door, bracing himself for
a glimpse of himself years from
now.

The door swings open to
reveal an ape man. Next come a
series of quick cuts which reflect
our young guy’s mind running

wild, envisioning a planet-
of-the-apes society. We see
an ape at a news anchor
desk, a gorilla president,
and a military consisting of
armies of monkeys. These
are just some of the counter-
evolutionary sights.
However this worst case
scenario comes to an end
when the ape at the door
takes off his mask, reveal-
ing an older man. “Wow,
it’s me,” he says upon see-
ing the young guy. “Hungry?
Thirsty? Meet my friends.”
A series of supers put this
slice of life into context, the first
identifying the sponsor, “AMF

Pension,” accompanied by the
slogan, “More to live for.” The
rest of the supers are more of a
hard sales pitch, asking, “Have

you picked the best pen-
sion fund?”; “We have the
best results of all pension
funds.”; “And we also have
the lowest fees.” An end tag
provides a Web site address
for more info.

“The Planet” was
directed by Jesper
Ericstam through Social
Club, a production house
in Stockholm, Sweden,
for agency Foresman &
Bodenfors, Stockholm.
(Ericstam is repped in the
U.S. by Venice-based Backyard
Prodcutions).

Producing for Social Club
was Magnus Theorin. Production

manager was Henrik Ludqvist.
The DP was Carl Sundberg.

The agency team included
copywriter Jacob Nelson, art
driector Lotta Agerup, producer
Magnus Kennhead, production
manager Anna Chantre and proj-
ect manager Leif Sorte.

Editor was freelancer Niclas
von der Burg. Online editor was
JohanBoije of STOPP, Stockholm.
Colorist was Edward Negussie of
Fireplace, Stockholm. Audio post
mixer/sound designer was Martin
Dahl of Housework, Stockholm.
Music composer was Stockholm-
based Tom Levin. Principal actors
were Borje Ahlstedt and Claes
Ahlstedt.
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Dir. Jeff Labbeée Goes Cellular For MTV/Motorola

By Emily Vines

s video content leaps into
cell phones, bicoastal/
international @radical.

media and director Jeff Labbé
are among those on the cutting
edge of the medium with Head
and Body, an original series for
mobile phones. The eight shorts
range from about two-and-a-half
minutes to three-and-a-half min-
utes for client MTV Networks
with sponsor Motorola. Labbé
created and wrote the series with
freelancer Mike Folino.

The shorts—“Morning,”
“Bus,” “Clinic,” “You’re Up,”
“Jogging,” “Club,” “Taxi 17
and “Taxi 2”—are playing on
phones in Asia, Europe and Latin
America (and are available on
VCAST phones through Comedy
Central in the U.S.). They all fea-
ture a man whose head is discon-
nected from his body resulting
in two main characters: Head
and Body. Labbé explained that
launching the content abroad was
primarily due to the advanced
mobile phone capabilities in
those markets.

It was a natural inclination for
Labbé to include Folino on this
project since the two had worked
together years ago as creatives
at Wieden + Kennedy, Portland.
Labbé explained that he came up
with many treatment options, but
it was Folino’s idea to feature a
man going about his daily rou-
tines without a head.

The duo works well together
and had partnered on interna-
tional campaigns before that had
presented specific challenges,
Labbé noted. This latest work
had to cross cultures and tell
a story through visuals since
the episodes are dialogue-free.
Overall, the goal was to focus on
a universal truth, he related.

“It was about the human

truths,” said Labbé. “When you
look in the mirror, you think
you’re really fat-and you’re
really skinny. Kids struggle with
that, [but at the same time] you
can have a lot of fun with it.

“You can just imagine going
through life if your head was
detached,” he continued. “It’s
almost like this massive handi-
cap, but it’s a funny handicap.”

In “Morning” we see that
even the smallest things, like
going to the bathroom, are dif-
ficult for the character known as
Body. Without a head, his aim is
off and he creates quite a mess
around his toilet. Body then takes
Head off of the sink where it was
resting, and puts it in his lap to
shave the face. Since Body can’t
see, it’s quite a messy opera-
tion. Later, Body puts his pants
on backwards and heads out for
the day with Head in his hand.
But, once his apartment door is
shut, his phone begins to ring and
Body accidentally drops Head
down the stairs.

In “Bus,” Head and Body
venture out into the streets of
what looks like a Third World
country. Head smiles and says,
“Hello,” to a woman he passes.
She’s not fazed by the sight, but
a bus driver looks confused when
the pair boards the vehicle. Body
sets Head on the seat next to him
and proceeds to feed him a sand-
wich. Suddenly, as the bus stops
abruptly, Head flies off of the seat
and rolls down the aisle, eventu-
ally getting kicked back the other
way. Body fumbles around look-
ing for him. Grabbing a large
citrus fruit, he quickly realiz-
es that’s not what he’s feeling
around for. Finally, he puts his
hands on Head, returns to their
seat and buckles him in.

“The universal truth I think
Jeff’s talking about is that it’s
the whole idea of your needs and

desires of your body sometimes
get your head in trouble. And
then sometimes what your head
wants to do gets your body in
trouble,” editor Steve Prestemon
of bicoastal Cosmo Street
related.

NEW MEDIUM/NEW
CHALLENGES

Creating content for a very
small screen presented unique
parameters for the work. “It was
challenging really to come up
with the idea but once we locked
onto it, we were off to the races,”
Labbé said. “The biggest chal-
lenge after that was figuring out
the technology—how to shoot
these things, how to edit these
things, the film resolution, darks,
lights, panning shots, all of that
kind of stuff was the really chal-
lenging part about this project.”

Labbé related that the pro-
cess of figuring out the best
method for production started
with assembling a good team,
which included Prestemon and
Ting Poo. The latter is an editor
at bicoastal visual effects shop
Outpost Digital. From there, they
loaded the director’s reel onto a
phone to see how it would play in
the medium. They noticed things
like right to left pans and track-
ing shots that used dollies break-
ing down. However, if done with
a hand-held camera instead, the
shot held up better. They decided
to shoot PAL for better resolution
but Labbé didn’t want to lose the
qualities that film provides, so
they shot with Panasonic digital
cameras with 35mm adapters to
give the look of 35mm film.

“I think Jeff actually directed
a little differently than he would
normally because of these restric-
tions,” Prestemon said. “All of
the wide shots had to be very
simple and graphic because if
you’re looking at an image that is

Out of Body Experience

maybe two inches by two inches
that’s very small, the information
in that frame has to be very sim-
ple without a lot of movement.
I think he probably used more
close-ups and graphic shots than
he would normally. It’s a little
limiting but once you learn that
language, you get into it.”

Labbé said that he did indeed
primarily use medium and tight
shots because being too far away
from Head would minimize its
details. This criterion played into
casting for Head as well. The
director said that he was looking
for someone who had a long face

framed with dark eyebrows and
dark hair. The actor also had to
be able to create great expres-
sions like Jim Carrey.

For Prestemon, the chal-
lenge of the effects cannot be
underestimated. The tight budget
influenced the way they shot the
effects—Head wore a green body
suit and Body wore a green hood,
both garments were removed in
post. But, he noted, the limita-
tions add charm to the final prod-
uct.

He also noted that he want-
ed to create the atmosphere of

Continued on page 23
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New
Opportunities

Thoughts from directors and production company
execs about broadening creative options.

By Kristin Wilcha

reating campaigns beyond the

30 and 60-second formats is fast

becoming standard operating pro-

cedure. Integrated campaigns—

with viral ads, Webisodes, DVDs

and other elements—represent an
emerging creative outlet for directors and the
production companies that represent them. So
despite their relatively minuscule budgets, these
projects have become attractive to production
houses.

“Integrated campaigns are providing an enor-
mous sense of freedom for both emerging and
established directors,” says Bonnie Goldfarb, part-
ner/executive producer at harvest, Santa Monica.
“These projects are helping to either invigorate
or reinvigorate [directors and production com-
panies]...because the restrictions we find in net-

work television don’t apply. Often, the length of
spots can vary and they needn’t be packaged up
into extremely confining parameters. We’re used
to telling twenty-six second stories with a four
second tag; that same spot can now be forty-one
seconds or sixty-two seconds. Mostly agency con-
cepts benefit from allowing ideas to breathe and
these new formats speak to that quite nicely.”
“I’m absolutely in love with the new way that
brands can communicate through the whole inte-
grated campaign,” states James Rouse, a director
with Outsider, London and Santa Monica. “It
enables a brand to speak on a much more one-to-
one level with a consumer and actually engage
them, and talk to them on a one-to-one basis”
Rouse, who works extensively with The Viral
Factory, a London shop that specializes in creating

Continued on page 16
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Comfort Zone

Production executives discuss what makes a good business model, as well as what the future holds.

hen is a shop too big?
When is a shop too
small? How do you

find the right balance? For this
week’s series on production com-
panies, SHOOT asked a selection
of execs and company owners
about what the future holds, and
how a company can remain com-
petitive in the current environ-
ment. The questions posed were:
What does it take for a com-
mercial production company to
remain successful in the current
market—staying boutique-sized,
getting bigger or something in
between? Focusing on traditional
spot work or branching out into
emerging ad platforms? What
will production companies look
like in five years?

Allison Amon
Partner
Chelsea Pictures, bicoastal/
international

I think diversity and flexibility
will be the key to the future.
It seems like the production
company model of manageable
overhead with freelance expertise
will continue to be desirable
for directors and clients. Large

or small is not important. As
advertising changes so will what
traditional production companies
are asked to do. At Chelsea we
have recently formed a new
company, Campfire, to expand
on the success we had with
nontraditional media campaigns
of Levi’s, Audi A3, Sharp, and
ESPN/Sega—"“Beta 7.” Our role
as creative partners will become
increasingly valuable. Five
years from now agencies and
production companies will align
themselves early in the game and
work together to satisfy client
needs. Staying true the goal of
producing great creative will
always result in success.

Carol Case
Partner/managing director
Playroom, bicoastal

Good question...not an easy
one to answer. Basically, I think
all of this begs additional ques-
tions: “What is the advertising
industry going to look like in
five years?” “Will there be :30
spots?” “What will the focus be
for the industry at large?” We,
as company owners, have been
looking at a significant revenue
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Andrew Denyer

loss over the past seven years and
a total revamping of an industry
over the past 10. The production
companies will be production/
content/viral-guerilla market-
ing/editorial/ and—of course—
global companies. TV shows
will revert to the ’50s in terms
of sponsorship, and movies will
be financed by clients—it’s hap-
pening already, so it’s not really
a prediction but rather a growing
trend. Like the agencies of yes-
teryear, production companies
will be emerging forces. Let’s
hope China doesn’t call in their
debt and that the U.S. is still a
powerful force in the world.

Andrew Denyer
Executive producer
Big Lawn Films, Los Angeles
There’s no magic formula for
the perfect size of a production
company. I like the fact that the
spot industry is made up of small
shops like ours, as well as effi-
cient mid-size companies, and
the big heavyweights—some-
body has to pay for the spec
spots. As for what a production
company will look like in five
years, [ would guess not too dif-
ferent, although all the directors
we represent will have various
creative venues they are playing
in. Whatever directors do—short
or long format films, Web only,
documentary, iPod-type films or
TV shows—the job of produc-
tion company executives is to
grow with and ahead of them.
If not, the directors will seek
out “non-advertising produc-
ers.” I like to think that we’ll
see increased collaboration on
this type of work among agency
creatives, directors and produc-
tion companies. There’s a great
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deal of talent at all levels of our
commercial community, and I
see no reason why we couldn’t
specialize in commercials, while
contributing our relative exper-
tise to other film-related projects.
This collective talent needs to be
let loose, and the opportunities to
do so are increasing.

Tod Feaster

Executive producer

Japanese Monster, Los Angeles
Hands down, Japanese

Monster’s success in today’s
market has occurred primarily by
maintaining relationships with a
“core” group of agencies. These
relationships allow us to grow,
while being able to pursue new
business to add to that “core.” To
maintain these relationships, our
philosophy of catering directly to
the agency and delivering work
that meets or exceeds expecta-
tions, is our recipe to keeping the
doors open.

As for the size of the company
and the philosophy we imple-
ment, finding the right person(s)
that fit the chemistry of our com-
pany is pivotal. The more direc-
tors and board flow, the more
exciting and challenging the job.
Growth will also allow us to
expand past the traditional spot
work and into whatever media
platform agencies/clients want to
throw at us.

Looking into my crystal ball,
in five years, as long as agencies
still deliver entertaining content,
and directors with creative vision
still execute that content, there
will always be a place for strong
production companies. The bot-
tom line, if the work delivered is
the best work possible, then the
company will thrive no matter
what the platform.

Bob Giraldi
Director
Giraldi, bicoastal

Obviously, what works for a
35-year-old, one-director shop
like mine will not work for con-
glomerates offering hundreds
of directors internationally in a
variety of platforms, but you’d
be surprised how many common
elements there really are at keep-

Continued on next page
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Production Company Execs Assess Future Prospects

Continued from previous page

ing successful: lessons learned,
awards constantly within reach,
resources available, relation-
ships formed, respected pro-
duction and support staff avail-
able, fewer bridges burned as
the years increase, a commu-
nity well-served. It is, after
all, a service business albeit a
creative one, that spends the
majority of its time tending to
a fickle, yet amazingly loyal,
community. The ones that do
it best seem to be the ones that
stick around.

Something I’ve consciously
tried to do over the years, that
has probably kept me around
longer than I deserve, is not
to specialize in any one form
of filmmaking—particularly
in a business that’s constant-
ly demanding the comfort of
specialization. I’ve always felt
that, no matter how advanced
the technology or how wide the
boundaries expand, the business
of broadcast advertising will
always have a need for stories
to be told. Where there are sto-

ries there are actors, and conse-
quently, directors to make those
stories as interesting and timely
as possible. Luckily for me, it’s
the one thing I can always seem
to count on.

I’m not sure what a produc-
tion company will look like
in the years ahead. Hopefully,
we’ve begun to experience the
last of the over-stuffed, over-
staffed and over-evaluated pro-
duction facilities, and can look
forward to a less formal forum
where even the exchange of
the largest ideas will feel com-
fortable in the most intimate of
settings.

Unfortunately, right now
work is ongoing in Great Britain
to find the perfect digitally
formed actors and actresses for
commercials, so, in the next
five years, we may finally have
no more use for live talent.

Bruce Mellon

Executive producer

Original Film, Los Angeles
We believe boutique because

a smaller more intimate size

favors the growth and devel-

opment of our directors. We
focus on relationships with our
directors that cultivate their
creative expertise within an
ever-expanding market. As a
boutique, we are able to con-
centrate with our top tier tal-
ent on artistic work and can
quickly change creative direc-
tions without feeling the con-
stant pressures from a large
overhead, which might force
us to take mediocre work out of
necessity.

We will continue to concen-
trate on our core client business,
which are television commer-
cials. Original Film has already
produced several feature films
and has branched out into areas
like branded entertainment. We
will continue to be responsive
to new platforms and innova-
tive delivery systems as they
present themselves in the mar-
ket place, always maintaining
that the quality is in the exe-
cution and great creative will
always find its audience.

The model of production has
not changed immensely in the
last 40 years. However, with the

constant advances in new tech-
nologies we are able to respond
more quickly and efficiently to
our clients needs as the global
market evolves.

Ampyliz Pera
Executive producer
Twist, Minneapolis

Low overhead, with a roster
of a diverse level of directorial
talent are still solid ingredients
for keeping business steady.
Certainly, success is relative
to scale and plan. We’re elect-
ing to expand our company and
continue to support a branded
entertainment division. The
demands have driven our direc-
tion. With the current fearful
climate at many large agen-
cies, it becomes perceivably
less risky for them to offer their
usual vendor list or bandwagon
and use people currently under
the spotlight. If a company and
directors are interested in those
jobs, public relations and rela-
tionships become important—
more easily cultivated with
a sizable roster and someone
available to work. Smaller agen-

Amyliz Pera

cies can afford to take risks and
are more malleable—and the
cycle continues. They’ve been
very aggressive with alternative
advertising. To sell clients on
alternative ad forms after media
money has been allocated can
mean finding development dol-
lars within a budget or partner-
ing with interested vendors.

In five years, more hybrids
will exist to handle creative and
production—but traditional mod-
els, in which both collaborate and
bring their niche, will survive the
longer haul. We’re embracing
development and creative part-

Continued on page 17
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viral advertising (Outsider has
a stake in the company), splits
his time about 50/50 between
broadcast TV spots and viral
ads. In the latter space, he’s
directed some of the more
emailed-about ads out there,
including the groundbreaking
Trojan package comprising ads
such as “Precision Vaulting,” out
of Media Therapy, London, and
produced via The Viral Factory.

Frank Scherma

More recently, he directed
“Ravenstoke,” a viral for Lynx
that featured an Alaskan town
spraying itself with Lynx in an
effort to attract more women.
(Creative and production was
handled by The Viral Factory.)
While Rouse cut his directo-
rial chops on virals, he never
viewed them as just a stepping-
stone to more lucrative spot
projects. “It’s not a forward-
thinking way to think of virals
as a way of breaking into the
commercials market,” he notes.
“That strikes me as going back-
wards. People should go into
making virals because that’s the
way forward.” Rouse notes that
traditional advertising appears
to be opening up a bit, taking
inspiration from Web-based
projects or virals or games. But
he added that traditional com-
mercial work is inherently dif-
ferent from sponsored content,
simply because consumers seek
out the latter, while the for-
mer is front and center during

Blair Stribley

a viewing experience. Although
a recent project he worked on,
Slim Jim’s “Back Flop,” “Mud
King,” “Pipe Pain,” and “Snow
Bank,” out of Crispin Porter +
Bogusky, Miami, which feature

- ki

Production House Executives, Directors Value Opportunities Beyond The :30

Continued from Page 13

the “Fairy Snapmother” encour-
aging youths about to engage
in extreme sport, blurred the
dividing line a bit. “I thought
actually they were really close
to being sponsored entertain-
ment, first and foremost,” he
notes. “They still feel a bit like
ads, but they were possibly the
closest thing I felt might suc-
ceed in a world where people
[seek out the content].”

Indeed, Frank Scherma,
president of bicoastal/inter-
national @radical.media,
a company that’s long been
active with numerous forms
of sponsored content, believes
there are many opportunities
for both emerging and estab-
lished directors in this new
space. “I think as filmmak-
ers, everybody is really inter-
ested in how this works,” he
says. “They’re all open to the
ideas, trying to figure it out,
and learning about it—they’re
all excited.”

Roy Skillicorn and Blair
Stribley, partners in Backyard
Productions, Venice, Calif.
(along with director Rob Pritts),
believe all the directors on their
shop’s roster, including the new
ones, can benefit creatively
from working in the new spac-
es of advertising. To that end,
the company maintains Seed
(partnering in the shop is direc-
tor John Immesoete, a former
creative at DDB Chicago), a
satellite that acts as a conduit
for projects in which Backyard
directors play an active creative
role, and Transistor Studios,
a bicoastal shop specializing
in motion graphics, Web, print
and DVD design. “Our job is
to give [the directors] oppor-
tunities in diverse fields,” says
Skillicorn. “What we’ve done
with Transistor and Seed is give
people opportunities in broad-
cast, in branded entertainment.
We’re giving them Webisodes,
different platforms, and I think
that’s a real exciting thing for
a director.” And the fact that
new media offers strong cre-
ative license certainly doesn’t
hurt a director. “The key for
a young director is not unlike
the key for established direc-
tors,” says Stribley, “which is
to get creative opportunities
that really showcase what a
director is good at, and is able
to put their vision, their stamp,
their personality on.”

There are advantages,
though, for a younger director,
notes Scherma. Experience
in branded or sponsored con-
tent can assuage an agency
when a director takes on tra-
ditional spot projects. “When
you make these stories for a
brand, you start to understand
right off the bat that there is
a brand involved here. We’re
not trying to hit people over

the head with it, but there is
a message about this brand
we need to get across—and we
need to get it across smartly,”
explains Scherma. He added
that this perspective is key
when up-and-coming directors
then start doing TV commer-
cials. “It’s not like some of
these kids out of film school or
someone who’s done movies
who doesn’t understand what
the brand has to do with it.
We’re still in the business of
getting this information out to
the consumer.”

And getting that informa-
tion to a consumer, notes Derek
Cianfrance, a director with
(@radcial.media, is all about
the story, whether its via online
films or virals or spots. “I think
I’ve been on the forefront of this
whole branded content [space],
which has really been beauti-
ful for me,” says Cianfrance,
who has directed two secason
of Nike’s Battlegrounds series,
which airs on MTV and MTV?2,

Derek Cianfrance

and was created in part by
Wieden + Kennedy (W+K),
Portland, Ore. He also direct-
ed the Lincoln Mercury online
short film effort, Meet The Lucky
Ones, out of Young & Rubicam
Detroit, Dearborn, Mich., and
Kirt Gunn Associates, New
York. “I’ve been able to tell
stories with a brand associated
with it, and have been able to
work with some really great
stories.”

CREATIVE LICENSE

The new frontiers of adver-
tising provide the chance to
work creatively across many
platforms, and to have a brand
truly interact with consumers.
Just ask Mike Monello, a part-
ner/director at Campfire, New
York, a content creation com-
pany that’s worked on several
high profile integrated cam-
paigns, including the Sharp
Aquos “More to See” endeavor
and the ESPN/Sega “Beta 7”
package, both out of W+K,
New York, and the more recent
Audi A3 “Art of the Heist”
saga for McKinney, Raleigh,
N.C. “I love these projects,
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Roy Skillicorn

because we’re not reinvent-
ing the wheel, but each time
you’re taking on something
completely new and the chal-
lenge is great,” says Monello.
“And the potential [is excit-
ing]—to be working on some-
thing where the audience is
seeking it out, [and spreading
it]. ... For something like this,
where you’re actually creat-
ing something that people are
seeking out and enjoying, and
it works for the client as well,
that’s a lot of fun.”

Monello notes however, that
sometimes there are challenges
in working on highly integrated
projects that unfold over time,
with complicated ongoing sto-
ries. “It’s difficult in that the
structure of agencies right now
is you have these creatives who
are working on things on a day-
to-day basis, then you have cre-
ative directors who pop in and
give comments,” says Monello.
“But when you’re working on
a story, and working on a nar-
rative that unfolds in real time,
it’s very difficult to pop in a
month into an ongoing story,
and make a suggestion like you
would on a :30...If your story
doesn’t feel authentic, people
are going to leave, then you
have nothing. It can be diffi-
cult. There’s definitely a part
of the process that’s about kind
of getting the agencies to work
with smaller teams who are
more heavily involved with us
[and supporting them over the
long haul].”

Budgets, particularly in the
viral environment, are often
small, something production
companies are willing to deal
with if the creative is right.
“Advertisers are more bot-
tom-line conscious.” says Tom
Rossano, the New York-based
executive producer of bicoast-
al/international Hungry Man,
and a member of the board of
directors of the Association
of Independent Commercial
Producers’ (AICP) East Coast
chapter. “They are looking for
efficient ways of getting out
a message. A viral ad has that
impact. It can be made for a
small amount of money, it can
be targeted to a small segment

who are going to tell so many
people that it multiples from
there.” Hungry Man partner/
director Bryan Buckley helmed
the Mini Cooper “Counterfeit”
multimedia effort out of CP+B,
while Brendan Gibbons recent-
ly directed a series of viral
ads for Verizon and McCann
Erickson New York. “The bud-
gets are low, but if the ideas are
really creative from Hungry
Man’s standpoint, if the idea
is really good, and the money
is really shit, we’re going
to do it,” explains Rossano.
“We’ve always done that, so
that’s really our mentality...We
never want to lose the job over
money; we just really want to
be fair about it.”

“From the production point
of view, the budgets for these
emerging formats cannot be
compared to the budgets we
have established for network
television,” says harvest’s
Goldfarb. “We are being forced
to review the technological
needs for these mediums. It
seems the most efficient use
might be to package concepts
for clients that cross over and
include versioning for net-
work, to Internet, to branded
content. What I see happening
is that production dollars for
television are shrinking and
those dollars aren’t relocating
themselves yet. And when they
do relocate, it will be a differ-
ent sensibility than what we
are accustomed to in television
commercial production.”

Scherma of @radcial.media
agrees, noting that there really
is no model in place as of yet,
and budgets can vary from high
to low to in between, depend-
ing on what’s called for. “It’s
a little wild, wild west,” he
says, “and I think the wild west
thing is going to last a little bit
longer, because I don’t think
it’s just the advertising com-
munity that’s trying to figure it
out,” he relates, pointing to the
changing nature of television
and movie production. “I think
until the dust settles, it’s going
to be a little wild. which could
be fun.”

Mike Monello
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Lauren Schwartz

nership [which means investing
in earlier involvement and more
back-end time]—but our focus
remains on production.

Lauren Schwartz
Owner/executive producer
kaboom productions,

San Francisco

There is no doubt the cur-
rent market is challenging with
so many directors and production
companies in the mix. Traditional
media budgets are shrinking.
Different forms of advertising and
marketing are emerging. But I
have always believed and continue
to believe that this is a business of
relationships and trust. If clients
trust you to do their spots, then
they will trust you in whatever
challenges and opportunities come
their way.

As a conscious choice, we have
chosen to create a roster of highly
talented directors who are great at
doing commercials, but are also
adept in a diversity of areas (pho-
tography, editing, shooting, etc.).

David Tate

This is ultimately what makes
them such good directors. They
are amazing at producing the work
they are “known” for, but can also
direct other genres. So inherently
within our talent pool, we have
the tools to stay current no matter
which way the business decides
to go.

In terms of size, I am com-
mitted to maintaining a relatively
small shop. We have five directors,
which allows us to make sure that
our clients are well taken care of
and that they don’t feel that they
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are in a big machine. This structure
also allows for our directors to get
the attention they need. And more
than anything else it enables us to
develop and maintain the strong
relationships that are so critical to
success in this business. Whether
or not that makes us more success-
ful than other companies I cannot
say. I just know that this philoso-
phy works for us.

Chuck Sloan
Partner
Plum Productions,
Santa Monica

If I were 25 years old, willing to
work 24/7, and had a rich angel, I
would rent a very large warehouse
in a low rent district, outfit it with
one hundred desks and telephones
purchased cheap from one of the
ad agencies that went belly up due
to the financial climate we are all
currently suffering. I would then
hire one hundred young, smart
producer types at minimum wage
with a profit incentive attached
directly to the 10 directors each
of them represented. With one
thousand directors we should be
able to last a few years before fill-
ing bankruptcy and walking away
from a six to eight million-dollar
debt. Of course there is a slight
possibility that clients will wake
up and redevelop a trust-based
relationship with their ad agencies,
which to some degree would help
stabilize our fractured industry.

Considering I am not 25 years
old and only willing to commit to
working 20/6, Plum will continue
to operate with the same busi-
ness philosophy my partner Eric
Saarinen and I founded the com-
pany on 23 years ago. Keep a low
overhead. Dedicate 100 percent to
the creative process—and equally
important have fun. Good Night
& Good Luck.

David Tate
Owner/executive producer
Tate USA, Santa Monica

It takes an eye for directors that
can get under the skin of a proj-
ect and find exciting, passionate
ways to communicate the client’s
message. With regard to size, I’ve
seen successes in all models. 1
prefer a boutique, because I take
the hands-on approach with the
careers of my directors. It keeps
me passionate about their work
rather than the business, and if
the work is good the business
will be also. Directors are spe-
cial, with a huge responsibility,
and I like to consider them part-
ners and friends. Branching out
is certainly important, because of
the changing landscape of media.
We need to brilliantly communi-
cate and financially accommodate
everything from :05 seconds to
five minutes. And in five years,
who knows? But right now, the
business is more exciting than it’s
been in decades.

Please visit www.aicp.com for more information.
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The Year of HD

Major manufacturers, including Sony and Thomson’s Grass
Valley, have proclaimed 2005 as a turning point.
The reasons are many.

By Carolyn Giardina

he subject of high definition (HD) com-

mercialmaking is vast. Forces from tech-

nological changes to new creative options

to government mandates to budgets have

collided and certainly caused confusion.

But today, while not all is ironed out, a
path is becoming more apparent.

In the broadcast world, the topic started a flurry
of activity back in December 96 when the Federal
Communications Commission mandated that today’s
analog transmission system be phased out and replaced
with one that is digital. Despite a sluggish transition and
much confusion—and what appears to now be a goal of
2009 to complete this transition—it looks like HDTV, an
option afforded by the new digital transmission system,
has been embraced. Domestically, CBS and ABC now
offer their entire primetime episodic series lineups in
HD, and NBC offers a large portion. As well, an increas-
ing number of special events including NFL football,

MLB, and the Academy Awards are offered in HD. This
lineup will include next year’s Super Bowl and Winter
Olympics. Meanwhile, an increasing number of HD
cable stations have launched, including HBO, Showtime,
ESPN, and HDNET.

The global market is also beginning to embrace HD,
with HDTV programming already available in countries
including Japan, Australia, Canada, and parts of Europe.

To take advantage of the higher resolution offered
by HD broadcasting, commercialmakers would need to
deliver HD spots. But today, broadcasting is only one
reason to look toward HD production.

The ability to create a higher quality deliverable for
the growing cinema advertising market makes a compel-
ling reason to look at HD.

Meanwhile, consumer awareness and acceptance
are kicking in. Sales of HD-ready television sets are on
the rise, and a next generation consumer high definition
DVD format is in the works. Meanwhile, in the prosumer

DI Theater at Company 3, Santa Monica

18-The Year of HD
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market, one can now get an HD
camcorder for under $5,000, and
edit HD on a Mac or PC with off-
the-shelf software.

HD capabilities are pretty much
standard in today’s profession-
al equipment, and these tools—
including Apple’s Final Cut Pro
that offers professional HD editing
on a Mac—are both maturing and
affordable.

PRODUCTION

To produce an HD commercial,
a spot needs only to be finished in
HD and delivered in an HD tape
format. This process can vary little
from today’s production process
if one chooses. In fact, production
needs do not have to change at all.
(However, for HD production and
post, one does need to consider
aspect ratios, which often shift from
4:310 16:9).

Film is, by definition, a high
definition medium. This means

commercialmakers can continue
to shoot film and then simply do
an HD transfer for postproduc-
tion. Cinematographers also have
an expanding range of options in
some of the new HD and digital
cinematography cameras available
on the market. Some of these have
already been tested by leading cin-
ematographers and used on actual
commercial shoots, including the
Panavision Genesis, Arri D-20,
Thomson’s Grass Valley Viper and
Sony’s F900/F950 cameras.

Organizations such as
the American Society of
Cinematographers (ASC)
Technology Committee, and the
Academy of Motion Picture Arts
and Sciences (AMPAS) Technical
Council are involved in further
testing of such technologies. Other
efforts have included a test led by
Bill Bennett, ASC, and Russell
Carpenter, ASC, last summer as
part of Cine Gear Expo.

Nice Shoes finished "Guru" for Kleenex and J. Walter
Thompson, New York, in HD

In post, options are enormous.
Today, most post technology sup-
ports HD, from inexpensive desk-
top tools to high-end HD and data
pipelines.

Companies such as New York-
based Nice Shoes are trying to
move commercial work to higher
resolutions, and charge the same
for HD or SD finishing. Other com-
panies charge premiums that have
been estimated to sit at around 15
percent of an SD budget.

An informal survey of major
commercial post houses suggests
that the major reason for HD finish-
ing today is to offer higher reso-
lution to those spots planned for
theatrical release in cinemas.

Other reasons are client input,
says Optimus partner/senior col-
orist Craig Leffel. “What is driv-
ing most of our current HD is a
demand from the agency client,”
he explains. “More and more brand
managers, VP’s, CEO’s, CFO’s,
et cetera, are starting to get HD
broadcasts delivered to their homes.
They are starting to wonder why
their ‘HD’ commercials don’t look
very good. In many cases, the ‘HD’
being shown on an HD broadcast is
just an SD commercial that’s been
up-rezed.”

THE DIGITAL
INTERMEDIATE

Clients are also finding advan-
tages offered by new Digital
Intermediate (DI) style workflows,
reports Joe Bottazzi, principal/direc-
tor of engineering at Nice Shoes.

In Hollywood, DI generally
describes the process of scanning
film into the digital realm for all
postproduction, including color
grading, to create a digital mas-
ter that would be used to record
back to film, as well as to all other
required media for distribution.
But in the commercial world, pro-
duction doesn’t always begin with
film nor does it always end there.
And variations of the process using
tools developed for DI work are
now used in commercial post not
just in the U.S., but also in coun-
tries including New Zealand, the
Netherlands, Spain and in the UK.

Some of these sites are also
going to resolutions higher than
HD by working with data—where
frames are now files.

There are three main qualities of
an image: the number of horizontal
lines of resolution, which is mea-
sured by “pixels” in the data world,
vertical lines of resolution (also
“pixels”); and bit depth (the num-
ber of bits representing the value of
each pixel).

In today’s world of standard
definition video, NTSC video is
displayed at 640 X 480 lines of res-
olution; in high definition, the most
commonly used format is 1920 X
1080 lines.

Some pundits believe that when
data production gets off the ground,
commercials may be produced in
“2k” data, or 2,048 X 1,556 lines.
This is the resolution commonly
used today on features for digital
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intermediate work. From here, cli-
ents have a high resolution “digital
master” from which all deliverables
can be created, including NTSC,
PAL, HD or film.

A key advantage to ADI pro-
cess in commercial post is flex-
ibility, as it offers the entire post
process—including color correc-
tion—a nonlinear experience like
creative editing.

Companies such as Nice Shoes
and Company 3, Santa Monica
and New York, are already offering
these options to clients.

Company 3’s Santa Monica
location even boasts two DI the-
aters, which are used for features,
as well as trailers and commer-
cials. In fact, Company 3 managing
director/colorist Stefan Sonnenfeld
today has a steady flow of feature
clients, and he recently served as
DI colorist on such motion pictures
as Michael Bay’s The Island and
Ridley Scott’s Domino.

Others sites with DI theater
environments, such as Technicolor
Content Services (formerly named
Technicolor Creative Services),
New York, use their suites for com-
mercials and trailers as well as a
steady stream of independent films,
that often are finished in HD.

It’s the flexibility of nonlinear
color correction that is prompting
additional sites. For instance, a DI
suite is currently under construc-
tion at The Mill’s London base (it
also maintains a New York locale).
The effort is being led by veteran
colorist Mick Vincent (whose DI

feature titles include The Upside of

Anger), who reports that the data
workflow and nonlinear color cor-

Craig Leffel

rection services are key to the new
environment.

These sort of services are more
complex to add as there are still
unresolved workflow issues, par-
ticularly interoperability between
developing software-based color
correction and DI-finishing appli-
cations.

Some of the more problematic
ones are being addressed by the
ASC Technology Committee’s DI
subcommittee, which is focusing
on look management control by
encouraging all color correction
system vendors to agree on certain
minimum standards to enable a post
professional to set a look on one
vendor’s color correction system
and move it to another and get the
same results.

The group is currently encour-
aging the adoption of what is
being called an “ASC CDL (Color
Decision List)” that would be
offered as an upgrade to exist-
ing color correction systems and
would enable a colorist to read and
exchange information from other
systems. “Pretty much everybody
that you can think of is involved,”
reports DI subcommittee chair
Lou Levinson, who is a colorist at
Hollywood and New York-based
Post Logic.

Levinson says he expects the
first announcements of these devel-
opments to begin in the pre-NAB

Joe Bottazzi

time frame next winter.

LOOKING AHEAD

Today further advancements in
the development of DI/color grad-
ing tools are being driven by work
coming from the Hollywood com-
munity in the developing area of
digital cinema; and this work will
likely impact future releases of pro-
duction and post technologies. The
seven-studio consortium Digital
Cinema Initiatives (DCT) published
its recommendations last summer.
Meanwhile, the Society of Motion
Picture and Television Engineers
(SMPTE)—a standards-making
body—is working on setting dig-
ital cinema standards that some
on the committee expect will be
completed by the end of 2006 (see
story, p. 1).

All of this work will result in
expanded tools and creative options
for filmmakers. Meanwhile, new
business models are forming. As
a result, 2006 is shaping up to be a
year when both tools and processes
will go through great change.

SHOOT first stepped up to the
plate to provide education in this
complex area by introducing its
“DTV and Advertising” series of
special supplements in *98. With
‘06 clearly poised to be another
year of rapid change, SHOOT is
preparing to publish several special
HD reports next year to provide
further education and analysis. And
as always, SHOOT will be working
closely with you, our readers, in
these efforts as the industry moves
forward. Watch for more informa-
tion on this project in the com-
ing months. Or contact Carolyn
Giardina, SHOOT’s senior edi-
tor, technology and postproduc-
tion, for additional information
(cgiardina(@shootonline.com).
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Digital Cinema Among Key Topics At SMPTE Conference

Continued from page |

a Digital Cinema specification
designed to give manufacturers
its recommendations for techni-
cal development. This was also
presented during the SMPTE con-
ference. Furthermore SMPTE,
which is a standards organiza-
tion, is closing in on setting final
Digital Cinema standards that
are expected to be completed by
the end of next year.

“Digital Cinema is here;
it’s going to happen,” asserted
National Association of Theater
Owners (NATO) president John
Fithian during the conference.
“We are very confident that the
spec is on course toward final
standardization...but the revo-
lution is not going to wait [for
standards].”

With this in mind, SMPTE
presenters outlined the potential
impact of these different dynam-
ics on developing postproduction
tools and techniques. Speakers

included Glenn Kennel, direc-
tor of technology development,
Texas Instruments DLP Cinema.
Kennel chairs SMPTE’s color
ad hoc group, a part of the
SMPTE DC 28 Digital Cinema
Committee that is working on
standards.

It should be emphasized that
standards are not in development
for the creative portion of the
digital intermediate (DI) work.
It is the mastering where stan-
dards and postproduction could
collide.

A point that generated a sig-
nificant amount of attention dur-
ing SMPTE was color space,
which is essentially the spec-
trum of color that the human
eye can see. Kennel explained
that the intent is that the digi-
tal cinema distribution masters
would be required in an X’Y’Z’
color space, while color correc-
tors today typically work in RGB
color space. (He added that the

The NYU Student SMPTE Chapter created an HD spot as part of the
SMPTE Foundation’s “The Big Idea.” initiative.

creative work would in all likeli-
hood continue to take place in
the “intuitive” RGB space, with
conversion taking place at the
end.)

So during his presentation,
Kennel suggested color correc-
tion/Digital Cinema-related sys-
tem makers extend support to
include X’Y’Z’, and asked post
houses to encourage this of their
suppliers. And during SMPTE,
exhibitors that develop color cor-
rection systems were already in
discussions with Kennel and other
digital cinema stakeholders, with
an eye toward supporting X’Y’Z’.
While this is a feature film issue,
it will likely impact future devel-
opments in most color correction
technology; announcements per-
taining to this subject could come
as early as the pre-NAB season
this winter.

Another popular Digital
Cinema-related subject was more
about business models than tech-
nology—that is digital cinema
distribution of 3D movies, a topic

prompted by the recent release of

Disney’s Chicken Little in 3D.

“I’ve seen the [3D] demos,
I’ve seen Chicken Little, and 3D
in digital cinema is really cool,”
said NATO’s Fithian. “In digital
cinema, 3D is no longer a novel-
ty and it provides something you
can’t get at home... It’s going
to make more money and bring
more people to the theaters.

“But, 3D is not the reason that
digital cinema will happen. It’s a
wonderful value add.”

Fithian identified other poten-
tial value-add opportunities, such

Continued from page 4

cutting down dramatically on
the cost of doing business.”
Adding that the application
is easy to use and customiz-
able, DiMaggio added,
“Agencies have years of
material archived in warehous-
es and they spend hundreds of
thousands of dollars to store
their masters and retrieve dubs.
With Nice Spots, an agency’s
material is at their fingertips, 24

Post Shop Nice Shoes Intros Nice Spots

hours a day, seven days a week,
from anywhere in the world.”

Nice Spots servers and stor-
age live at a New York-based
‘computer hotel,” which offers
multiple layers of security,
power redundancy with back-
up diesel generators, and scal-
able Internet bandwidth.

Data is stored on hardware
from Network Appliances.
Using Fibre Channel technol-
ogy, all data resides within

a fault-tolerant environment
allowing for multiple failures
with no data loss. The storage
easily scales by simply adding
more drives.

For added security, Nice
Spots virus scans uploaded
files. If a virus is detected, the
file is deleted and a warning
message will appear.

A free 30-day trial is cur-
rently offered; pricing had not
been determined at press time.
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From Left;: SMPTE VP Conferences Ken Fuller, who is VP of Technol-
ogy at Ascent Media Group; SHOOT's Carolyn Giardina; and SMPTE

President Ed Hobson.

as concerts and sports, and said,
“If you market it right, it’s going
to work.”

Fithian reported that rollout
plans call for a couple hundred
digital cinema screens to be
operational next year for testing,
and a larger rollout will follow
in ’07.

NEW YORK, NEW YORK

Production in New York
became a focal point of the key-
note address by Lou Madigan,
CEO of Steiner Studios in
Brooklyn. Madigan offered an
overview of how the developed
site, which opened in *04, came
to be realized and what it offers.
“It’s just a start,” he emphasized
of today’s offering, explain-
ing that the master plan calls
for a total of 12 stages. He also
anticipates that the waterfront
could offer future opportunity,
potentially the development of
ferry transportation to and from
Manbhattan.

SMPTE was also about catch-
ing up with colleagues. Among
the familiar faces was colorist
John Dowdell III, who is the new
director of imaging technology
at Goldcrest Post Production in
New York, which also has offices
in London. Dowdell was thrilled
to be joining “a company by
filmmakers, for filmmakers,” as
well as to be reunited with for-
mer Tapehouse coworker Tim
Spitzer, who is managing direc-
tor at Goldcrest Post Production.

Dowdell also told SHOOT
that the company is growing its
digital intermediate (DI) capa-
bilities with the addition of
Quantel’s new Pablo color cor-
rection and finishing system,
which was introduced to the
community at the International
Broadcasting Convention (IBC)
last September in Amsterdam.
Dowdell is available as a colorist

for both feature and commercial
work at Goldcrest.

THE BIG IDEA

SMPTE also presented the
first result of “The Big Idea” edu-
cational initiative of the SMPTE
Foundation. This program invit-
ed SMPTE student chapters to
submit proposals for projects.
The program’s overall goal is
to promote the value of student
chapters and the organization.
The selected proposals received
funding.

Last week, the New York
University (NYU) SMPTE stu-
dent chapter presented the final
production of its ‘Big Idea’—a
commercial for SMPTE that was
produced in HD. Student pro-
ducer and editor Scott Gerber
emphasized that the project not
only promoted SMPTE, but
served as a vital educational tool
by offering the students some
hands-on HD production experi-
ence using the latest tools.

The comedic spot, conceived
and written by student director
Stephen Gnoza, takes place in an
ice cream parlor where custom-
ers are confused by some strange
practices—such as being asked
to order their ice cream by the
inch, rather than by the scoop.
The tagline questions, “What if
there were no standards?”

The spot was lensed with a
Varicam donated to the project
by Panasonic. Gerber cut the
spot on Apple’s Final Cut Pro,
and the spot was finished at New
York-based Moving Images.
The student group thanked the
SMPTE New York chapter for its
consultation. They also thanked
aforementioned colorist Dowdell
and New York-based PostWorks
president Billy Baldwin, who
came to speak at student meet-
ings. NYU faculty advisor Fritz
Gerald oversaw the project.
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Saville Signs Dir. Patricia Murphy

Continued from page 4

sage reads, “Each year in over
72,000 house fires, 450 peo-
ple die and 14,000 are injured.
Don’t be one of them.” Below
this text appears a logo for the
Kent Fire Brigade in the U.K.

Conceived by a creative
team at McCann Erickson,
London, “Fat” gained inclusion
into SHOOT's “The Best Work
You May Never See” gallery in
2002.

Murphy broke into the busi-
ness as a director’s assistant to

Tony Kaye of Tony Kaye Films,
London. (Kaye is now with
bicoastal Supply & Demand).
She then moved into directing
projects at the company before
launching her own Patricia
Murphy Films.

Over the years, Murphy’s
work has garnered recognition
at such shows as the London
D&AD Awards, the Mobius
Awards and the Montreaux com-
petition. At the D&AD show,
she won best and silver direc-
tion honors for, respectively,
Kodak’s “The Birthday Party in

‘92 out of Young & Rubicam,
Paris, and Kiss FM’s “Are You
Tuned In?” in ‘91 for Abbott
Mead Vickers/BBDO, London.

While Saville maintains a
roster of select feature filmmak-
ers for commercials, Murphy
comes aboard a company lineup
of established spot directors
that includes Amon, Sebastian
Chantrel, Frank Devos, Ivo,
Lalli Jonsson, Adriana Laham,
Agustin Marques, Dan Nathan,
Juan Tartuto, Sng Tong Beng,
Jeff Tremaine, Paul Vos and
Jason Wingrove.

Shop Talk...

Wave Recording Studios

Continued from page 2

experimenting, branching out
to custom-write music, to work
in other markets as well as viral
ads.”

On the spot front, Wave is
keeping busy. Recent cred-
its include the visual spec-
tacle “Balls” for Sony out of
Fallon, London, and directed
by Nicolai Fuglsig of bicoastal/
international MJZ. The com-
mercial features the streets of
San Francisco filled with multi-

colored bouncing balls of all
sizes. The studio also worked
on “Under My Skin,” an anti-
smoking spot from the British
Heart Foundation and agency
COI/Lowe, London. (Budgen
helmed the ad, which features
disturbing images of blood
clots forming in smokers’ bod-
ies.) The shop also worked on
the National Society to Prevent
Cruelty to Children (NSPCC)
spot “Talk Til It Stops” from
Saatchi & Saatchi, London, with
directors Smith & Foulkes.

Classifieds

Production Manager / Analyst

(Advertising Media): Client manage-
ment, Budgeting, Scheduling, Crew
selection, Coordinate Production, art
work, photography sets Graphics &
Editing. B.S. Degree in Arts Mgmt &
2 yrs of exp. in commercials /industri-
als/ corporate films/ interactive media/
music videos.
Resume:
Creative Director or Executive
Producer, Icontent, Inc.
126, 5th Ave.
New York, NY -10011

Young and busy production company
looking for in-house sales rep. Must
have agency contacts and want a fun
atmosphere with great potential.

Email resumes to
redsall@nyc.rr.com

Head Of Production

LA Commercial Prod. Co seeks Head
of Production, emails only please, to
sticksjobs@hotmail.com

WEB VIDEO SERVICES

VideoFaxMachine.com
Post video fast and easy for $1min/day.

Plays on Mac, PC, & DVDs.
Call for a free set-up

888-564-9325

Tired of the City?

Alden Digital Post in Bristol CT is seeking
a creative, experienced and personable
Lead Editor with excellent client skills.
Applicants should have at least 3+
years experience with Avid DS Nitris,
Symphony and Adrenaline both in SD
and HD. We are looking for a star to
help drive sales in a dynamic, creative
and expanding sports television post
production business.

E-mail resume, credits and references to:
careers@aldenimage.com

COLORIST
20+ years experience available on free-
lance basis. Experienced on DaVinci, Pogle,
Spirit, Cintel. Aaton flex. SD/HD all
formats. Film/video/data.

JOHN BINNINGER
(212) 534-0519, (646) 290-0095
glenwildny@peoplepc.com

WANTED: DP AGENT

Small Successful Agency reps
DP”s for TV & Features. EST
1997. Looking for Experienced
Agent to helm Commerical DP
Division. Great Atmosphere.
Great Opportunity for Potential
Partnership.

Think outside the “BOX”

Fax resume to: 213-484-4200

To place

a classified ad

simply email copy to:

classified@shootonline.com

or

Call 203-227-1699 ext. 12 ...

"It Works"

MAJOR BROADCAST CABLE TV AUCTION #2

Il

188 Needham St., Newton, MA 02464 - 617-964-1886

540 West 36th St.

(Between 10th & 11th Ave.)

New York, New York

For further info, visit:

Paul J. Finn, NYC Lic. #873899

VCR'S - CAMERAS - MONITORS
ENGINEERING - SWITCHERS - GRAPHICS

AUDIO - CONVERTERS - EQUIPMENT

Wednesday, December 7th Starting at 9 A.M.
Inspection Monday & Tuesday, December 5th & 6th, 9 A.M.-5 P.M.

TERMS: 25% deposit cash, ctfd. ck. or bank letter honoring payment w/unctfd. cks. A 10% Buyer's Premium will apply
ONSITE; A 13% Buyer's Premium will apply ONLINE. Other terms at sale.

AUCTIONEER'S NOTE: All items to be sold BY CATALOG from the Holiday Inn, 440 West 57th St. (between 9th & 10th).
PLEASE MAKE INSPECTION at the 540 West 36th St. location.

www.josephfinn.com or www.bidspotter.com

JOSEPH FINN C0., INC.

FAX 617-964-7827 Mass. License #216

www.josephfinn.com

REAL ESTATE DUPLICATION SERVICES

NYC (45th at 6th Ave) Chic, pvt office

space. 120 sf. Lots of light. Great for indi

prder, vid editor, rep, etc. Exc bus oppty

with other co’s on fl. Conf rm, kit, 2 bth,

T1, cleaning, & all utilities incl. $1800/mo.
Gus 212-768-8501

For Lease / Chicago
Production Building / Stage
Ideal For Film or Stills.
10 minutes from

Michigan Avenue.
5,600 Sq. Feet

Call Steve 312-222-1123
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street talk

David Droga will serve as the film and press jury president at
the 2006 Cannes International Advertising Festival, scheduled
for June 18-24. Droga, who had been worldwide chief creative
officer for Publicis, is slated to launch DROGAFIVE, a brand
ideas and entertainment company, early next year. The new
venture, which will have offices in New York and Los Angeles,
is a joint venture between Publicis and Droga....Creative Film
Management International (CFM), New York, has added two
directors for spot representation: Chazz Palminteri and Jamie
Johnson. A noted actor and writer, Palminteri recently made
his feature directorial debut with Noel starring Penelope Cruz,
Susan Sarandon, Paul Walker and Alan Arkin. Meanwhile
Johnson is a relative newcomer to film, debuting as a director
with Born Rich, an HBO documentary that provided an insider’s
look at the privileges and drawbacks of being born wealthy.....
Director Kai Regan, who's also a noted still photographer, has
come aboard Zooma Zooma, New York....Director Alexander
Paul has signed with Millennium Pictures, Santa Monica, for
exclusive U.S. spot representation. The shop becomes his first
stateside roost; coming over with him from Cologne, Germany,
to Millennium is producer Susanne Porzelt....Creative Bubble,
New York, has hired Grace Kelly to serve as exec producer, over-
seeing the company’s design and visual effects department.....
If you are a member of the commercialmaking community who
has a film that will be screened during the 2006 Sundance Film
Festival and would like the project to be considered for coverage
in SHOOT’s Sundance roundup, send a screener to senior editor/
creative and production Kristin Wilcha ¢/o SHOOT, 21 Charles
St., Suite 203, Westport, CT 06880. You can also email info to
kwilcha@shootonline.com....

rep report

James O’Brien, Carl Forsherg, Marianne McCarley and Justin
Lasoff of FMArtist/A’aara now represent New York-based
Curious Pictures for broadcast and Web-based/nontraditional
commercial work on the East Coast. (John Robertson continues
as staff sales rep at Curious.) Meanwhile Curious has also signed
independent rep Andrea Andrews to handle the West Coast....
Bicoastal Stardust has hired Alex Gorodetzki as its in-house
West Coast rep for commercials and global broadcast design. He
will work out of the company’s Santa Monica office....DP Barry
Berona has signed with Judy Marks Agency, Los Angeles....
Cinematographer Derek McKane has wrapped principal photog-
raphy on Harvey Wang’s The Last New Yorker and is again avail-
able for spots through The Skouras Agency, Santa Monica....

bulletin

Q Dec. 8/Santa Monica: Association of Independent
Producers (AICP) West holiday party at the Santa Monica Air
Center. www.aicp.com or ashleyq@aicp.com....

Q Dec. 12/New York: Association of Independent
Commercial Producers (AICP) East holiday party at Duvet.
Www.aicp.com or anniec@aicp.com

Q Dec. 13/New York: The 25t Annual Muse Awards for
Outstanding Vision & Achievement, presented by New York
Women in Film & Television at the Grand Ballroom of the New
York Hilton. www.nywift.org....

Q Jan. 10/New York:Call for entries deadline for the Art
Directors Club Awards. www.adcawards.org....

Q Jan. 19-29/Park City Utah: The Sundance Film Festival.
www.sundance.org

Q Jan. 19-27/Park City Utah: The Slamdance Film Festival.
www.slamdance.com



www.aicp.com
mailto:ashleyq@aicp.com
www.aicp.com
mailto:anniec@aicp.com
www.nywift.org
festival.sundance.org/2006
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Editors Rezende, Herrmann
Come Aboard Rhinoedit

Continued from page 4

Meirelles. Rezende has since cut
director Walter Salles’ Motorcycle
Diaries, as well as Salles’ latest
feature, Dark Water, and is slated
to edit a new Meirelles-produced
film.

“U.S. agencies and clients
have discovered South America’s
rich filmmaking talent pool, and
Sven and Daniel are premiere art-
ists in that marketplace,” related
rhinoedit VP/executive producer
Bob Ramos. “Both editors are
bi-cultural, so they understand
the demographics of the U.S.
market as well as the Hispanic
market—which we’re interested
in exploring more intensively.”

Rezende’s credits include
international spots for such cli-

Daniel Rezende

ents as Coca-Cola, Volkswagen,
Fuji and Dannon. In addition
to his aforementioned feature
endeavors, Rezende has been
active in music videos and TV
series. On the latter front, he cut
City of Men, a Brazilian televi-
sion series inspired by City of
God.

Herrmann too has diversi-
fied beyond spots. He has cut
music videos for popular Latin
artists Natalia Lafurcade and Sin
Bandera. Among his ad cred-
its are work for such brands as
General Motors, Coca-Cola,
American Express, FedEx,
Nissan, McDonald’s, Kraft,
Colgate-Palmolive, Pepsi,
AT&T, Bacardi, Kellogg’s and
Sony Music.

Sven Herrmann

Director Jeff Labbé Puts Creative
Soul Into His Head and Body

Continued from page 12

an otherworldly place. The setting
was supposed to feel familiar but
unidentifiable. The footage was
shot primarily in Tijuana, Mexico,
and Skid Row in Los Angeles dur-
ing a four-day shoot.

SILVER LININGS

Along with the unique difficul-
ties, there were also specific advan-
tages to creating content for this
medium. You can get away with
a lot when you are creating some-
thing for a one inch by one inch
screen, Labbé remarked, meaning
that he could hide things that would
show up in a larger screen. Yet,
all of the qualities inherent in this
project add to its irreverence for the
director, which, he pointed out, is
appropriate for the brand.

Another perk for this team of
people who typically work on
spots must have been the autonomy
MTV offered. Though they were
in daily contact with the client and
there were progress checks, Labbé
said this project was treated like
any MTV content, such as Jackass
or Punk’d, where the director and
producers shoot a show and turn it
in—without boards.

“The great thing about this cli-
ent for me was that unlike in com-
mercials when clients get very con-
cerned about individual shots, MTV
seemed to look at these as pieces of
entertainment and whether each
one was successful as entertain-
ment or not, and they really didn’t
change anything,” Prestemon said.

Additional credit at @radical.
media goes to executive producers
Jon Kamen, Frank Scherma, Frank

Stiefel and Donna Portaro. Jill
Wakeman was producer, Jaqueline
Hamilton was line producer. David
Lanzenberg was DP.

At Cosmo Street, Yvette
Cobarrubias executive produced
and Helena Lee produced.

In addition to the aforemen-
tioned Poo, AJ Pyatak and Casey
Price were also editors at Outpost
Digital. Carla Attanasio was exec-
utive producer. Pyatak was also
audio mixer.

Additional music credit goes to
performers Mr. Magic and Positive
Choice Band for “Club”; Tony
Pearson of Stones Throw Records,
Los Angeles, was writer and pro-
ducer. For “Jogging,” credit at
Supersonic Music, Los Angeles,
goes to Jason Moss and Dean
Harada, composers, and Cathy
Parsons, executive producer. For
“Taxi 1”” and “Taxi 2” Joey Prather
of Blue Scout Music, New York,
composed. In “You’re Up” Carla
Bruni performed.

Machine Head, Venice, Calif.,
provided sound design for the
series, and music for “Clinic”
and “Morning.” Stephen Dewey
and Dustin Camilleri were sound
designers. Adam Schiff and
Marcus Brown were compos-
ers for “Clinic” and “Morning”
respectively. Dewey was creative
director on all of the films. Vicki
Ordeshook was producer/head of
production.

Paul Westerberg was composer
for the introductory music in the
series and some of the music in
“Bus,” “Taxi 1” and “Taxi 2.”

Ziggy Ferstl at R!OT, bicoastal
and Atlanta, was the colorist.
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Have The Last Word!

The Count Down Is On To
Reserve Ad Space In The Last
Two Issues Of The Year:
December 2, December 16...

Join SHOOT as we wrap up 2005 with two blockbuster issues......each issue offers a direct link
to Ad Agency Heads of Production, Producers, Chief Creative Officers, Creative Directors, Art
Directors, Copywriters, and leading production/post industry executives & artisans.

Get on your prospective clients’ radar for 2006. Take a proactive stance, throw out those tired
old excuses about why advertising won't work for you and do something good for your com-
pany -- you spend all day helping to make advertising for your clients -- now try it for yourself!
See below for three great chances to get noticed!

In addition to the News Section, Columns and ScreenWork section, the following features are coming up...

Dec. 2 (Space Closing 11/18 | Ad Closing 11/23)
SHOOT Agency of the Year...

Crispin Porter + Bogusky

Crispin Porter + Bogusky earned the SHOOT honor based not only on its cre-
ative work in ‘O5 (Burger King, Mini Cooper, the American Legacy Foundation)
but also the new business it garnered in recent months - notably Volkswagen
and Sprite - which at the same time puts the ad shop at a crossroads. Can an
agency that started out as a small creative wunderkind maintain that excellence
as it grows at a level never before experienced at the shop? With major new
accounts, how does CP + B plan to maintain an intimate, nimble working cul-
ture that has been conducive to breakthrough creativity? What's next for Volk-
swagen, an account with such a rich creative legacy, particularly in television?
The answer to these questions and more—including insights into the people
behind CP + B’s success’ will be in our 12/2 Agency of the Year issue. Whether
you have worked with them or want to work with them, here is a great oppor-
tunity to say Congratulations or to place your regular advertising message.

Dec. 16 (Space Closing 12/6 | Ad Closing 12/9)
Special Year End Issue: ‘05 Highlights/Most Influential People

Find out what campaigns, spots, interactive work, and integrated approaches
made the biggest impact this year. Plus, the people and companies who cre-
ated buzz, led the way, and in some cases changed dynamics, setting the
stage for ‘06.

Hot Location Spots

A look at some great U.S. and International shooting destinations. Great op-
portunity for film commissions & production services cos. from around the
world to promote your great locations and services

Everyone will be reading this last issue of the year--the next issue of SHOOT
will be published on January 13th, so take advantage of this great opportu-
nity now! SHOOT spreads Holiday Cheer in this issue... place an ad with a
Holiday message or Thank You message to clients and get a one-time only
special discount on ad space.

Call or email today to reserve advertising space...

SHOO'T!

WWW.SHOOTONLINE.COM

Place your ad in any of the issues to

the left and you'll get an ad in the same
weeks digital >e.dition at no charge.

One Ad...one price.... Double exposure!

Classified / Recruitment
classified @shootonline.com
Kelly Boyle
203/227-1699, ext 10

East / Midwest
ralvarado@shootonline.com
Robert Alvarado
203/227-1699, ext 15

West / International
rgriefer@shootonline.com
Roberta Griefer
203/227-1699, ext 13






	Button1: 
	Button2: 
	Button4: 
	Button5: 
	Button6: 
	Button7: 
	Button8: 
	Button9: 
	Button10: 
	Button11: 
	Button12: 
	Button13: 
	Button14: 
	Button15: 
	Button16: 
	Button17: 
	Button18: 
	Button19: 
	Button20: 
	Button21: 
	Button22: 
	Button23: 
	Button24: 
	Button25: 
	Button26: 
	Button27: 
	Button28: 
	Button32: 
	Button33: 
	Button34: 
	Button35: 
	Button36: 
	Button37: 
	Button38: 
	Button39: 
	Button40: 
	Button41: 
	Button42: 
	Button43: 
	Button44: 
	Button45: 
	Button46: 
	Button47: 
	Button49: 
	Button50: 
	Button51: 
	Button52: 
	Button53: 
	Button54: 
	Button55: 
	Button56: 
	Button57: 
	Button58: 
	Button59: 
	Button60: 
	Button61: 
	Button62: 
	Button63: 
	Button64: 
	Button65: 
	Button66: 
	Button67: 
	Button68: 
	Button69: 
	Button70: 
	Button71: 
	Button72: 
	Button73: 
	Button74: 
	Button29: 
	Button30: 
	Button31: 
	Button48: 


