
By Carolyn Giardina
LAS VEGAS—The industry-
wide acceptance of the Digital 
Intermediate (DI) and related 
DI-style processes makes ’06 a 
pivotal year for postproduction 
as the industry looks toward the 
annual National Association of 
Broadcasters (NAB) convention, 
which will be held April 22-27 in 
Las Vegas.

DI is essentially a process of 
scanning film into data for all 
postproduction tasks, including 

color correction, to complete a 
digital master that would be used 
to create all video and film deliv-
erables. In the feature industry, 
more than 50 percent of major 
studio motion pictures are now 
finished using this post method.

For advertising production, 
related processes introduce a 
new way of working in a data-
centric environment that offers 
nonlinear, random access color 
correction. Essentially the film is 
scanned into the data realm, and 

can be worked on in a nonlin-
ear environment—meaning that 
spots can be color corrected and 
viewed in shot order.

What makes this topic so com-
plex is that it is not about a new 
box, but a new process that is still 
evolving. So more customized 
workflows are developing with 
combinations of film scanners/
telecines, film recorders, color 
correction systems, composit-
ing and finishing systems, stor-

ALBANY, N.Y.—The New York legislature has 
passed a fiscal year 2006-’07 state budget that 
provides $7 million in funding for newly created 
tax credits specifically designed to help keep and 
attract more commercial production. At press time, 
Gov. George Pataki (R-N.Y.) was expected to sign 
the measure, formally establishing the financial 
incentives for spot filming in the Empire State.

If Pataki’s approval is indeed secured, still to be 
determined will be exactly when the tax credits will 
take effect. Currently there are three possibilities on 
the table: making the incentives retroactive to Jan. 
1, ’06; enacting them on July 1, ’06, which is the 
beginning of the new fiscal year; or having them 
take hold on Jan. 1, ’07, the start of the next full 
calendar year.

Additionally, New York City is well on its way 

to setting up a companion program, putting 50 
cents to the dollar on what the state has approved. 
This amounts to a $3.5 million fund for tax credits 
to encourage commercialmaking in Gotham.

The state initiative consists of three prime com-
ponents:

• A growth credit provision designed to encour-
age companies to increase the amount of business 
they bring to the state by providing a refundable 
tax credit of 20 percent of qualifying production 
costs solely on newly generated business. The 
amount will be based on the difference between 
the total qualified production costs of the current 
year and the total amount of production costs of 
the preceding year. The growth credit is funded by 
$3 million of the aforementioned $7 million total. 
The intricacies of the growth credit—such as com-
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The Road To NAB: Color Correction

By Carolyn Giardina
SANTA MONICA, Calif.—“Ian   
Hollister’s Haunted Hospital,” 
the premiere episode of the new  
“Stranger Adventures” anthol-
ogy series, arrived this week on 
the Web.  This weeklong episode 
and the series is an interactive 
game; players are asked to par-
ticipate in an adventure in which 
they follow clues toward crack-
ing a 10-digit pass code to win 
reward money.

The series—which is adver-
tiser sponsored—is a hybrid of 
high-end scripted drama, alterna-
tive reality gaming, mock reality 
TV and personal TV. It relies on 
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By Robert Goldrich
NEW YORK—While SHOOT 
has chronicled assorted instances 
of directorial diversification, the 
latest for Joe Berlinger stands 
out with the atypical twist of his 
serving as co-executive producer 
of 10 Days That Unexpectedly 
Changed America, a series pro-
duced by The History Channel 
in association with bicoastal/
international @radical.media. 
The show—executive produced 
by Susan Werbe, The History 
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By Robert Goldrich
spot.com.mentary

Estate Sale
Wh i l e  s o m e 

forms of spon-
sored content 

blur the line between 
advertising and enter-
ta inment ,  there  are 
some lines that should 
not—and cannot—be 
broken. Well make that should 
not, because the can is, alas, hap-
pening in a number of markets 
as product integration has made 
its way into local newscasts and 
other news programs.

As TV stations look to turn 
a buck, they’re capitalizing on 
interest from clients in getting 
their pitches—soft sell and oth-
erwise—woven into the fabric of 
news programming. 

For example, according to The 
Hollywood Reporter, Spanish 
language TV station KMEX, Los 
Angeles, has an integration part-
nership with healthcare provid-
er Kaiser Permanente Southern 
California. It’s part of what the 

station calls its “Lead 
a healthy life, get the 
facts” public service 
campaign. But it’s more 
a public disservice.

Kaiser physicians are 
interviewed regularly on 
health topics for KMEX 

news pieces, news footage is shot 
at Kaiser facilities, and Kaiser 
patients and support groups are 
featured in news segments. Kaiser 
pays fees for the inclusion, an 
arrangement that isn’t disclosed 
during the programs.

Other examples cited in The 
Hollywood Reporter piece includ-
ed an 11-day “Spa Spectacular” 
series in which 11 local spas 
were featured in the last half-
hour of morning news programs 
on KRON-TV, San Francisco. 
Viewers were offered the chance 
to buy half-price gift certificates 
for spa services. Additionally 
Tourism Australia paid KRON to 
run a weeklong series featuring 

stories about Down Under in its 
morning news program. Tourism 
Australia bought traditional spots 
in the program while also paying 
an integration fee, and footing 
the bill for a five-member news 
crew to travel to Australia. 

Call it an Estate sale—except 
in this case it’s the Fourth Estate 
in a transaction that wouldn’t 
have been fathomed years ago 
when preserving editorial integ-
rity was paramount. But the ad 
industry isn’t entirely to blame. 
The emergence of the pay-for-
play dynamic is symptomatic of 
what many news programs have 
become: entertainment.

Happy talk newscasts, team 
coverage of “the runaway bride,” 
freeway car chases/police pur-
suits, celebrity-driven fare 
ranging from movie reviews to 
romantic liaisons, features on 
the titillating instead of the intel-
lectually stimulating, coverage 
of what the public supposedly 

wants rather than what it needs 
to know. Even much of the so-
called issues-driven news fare 
takes the form of talk radio on 
TV, with “journalists” confront-
ing anyone and everyone, gener-
ating controversy but rarely any 
meaningful insights, much less 
genuine illumination.

Sadly news in these forms is 
packaged entertainment, which 
dovetails nicely with product 
integration and other forms of 
sponsorship. But true journal-
ism doesn’t mix with product 
placement and the like. The news 
shouldn’t be for sale—even the 
suggestion of impropriety is 
unacceptable.

While this publication has 
covered—and sometimes laud-
ed—inventive forms of branded 
entertainment, there’s no room 
for such compromise in news 
programming. The ethics guide-
lines of the Radio and Television 
News Directors Association’s 

affirm that news reporting and 
decision-making “should be 
free of inappropriate commer-
cial influences” and “should not 
show favoritism to advertisers.” 
The guidelines language goes on 
to urge that news organizations 
“protect the integrity of coverage 
against any potential conflict of 
interest.”

Clearly some news directors 
have ignored—or have been 
ordered to ignore—these guide-
lines. The ad industry shouldn’t 
be party to such abdication of 
journalistic responsibility.

FLASHBACK
5 YEARS / 10 YEARS

5 Years Ago
❑April 6, 2001/Director Irv Blitz is now directing out of 
bicoastal HSI Productions, after a stint at bicoastal Morton 
Jankel Zander….After nearly three years in business, Santa 
Monica-based music and sound design house Conning 
Hammers + Klok (CHK) has been closed by its principals….
Director Thor Freudenthal is joining Slo.Graffiti, a satellite 
of Los Angeles-based Palomar Pictures….Composer Mario 
Gringorov has joined Crushing Music, New York. He has 
most recently been with Amber Music, New York….

10 Years Ago
❑April 5, 1996/Postique, Southfield, Mich., ha named 
Mary Suzanne Patek president….First Edition, a New York-
based editorial company, has announced the formation of 
an audio division, to be called Aural Fixation. Rich Cutler 
will be on board as mixer/sound designer….The principals of 
Fleet Street Pictures, a San Francisco editorial company, 
have parted ways, opening two independently owned and 
operated companies: editor Miodrag Certic has launched 
Jump Ship Studios, while cutter Joe Orr and exec producer 
Bruce Goronsky have launched Beyond Media….

Meet The Commish
By Emily Vines

As we spring for-
ward into days 
with more hours 

of light, it seems appro-
priate to check in with 
the Sunshine State and its 
film commissioner Paul 
Sirmons. As this Q&A 
session reveals, pending 
legislation could make 
Florida, which is full of 
hot locations, even more 
attractive to spotmakers. 

SHOOT: Tell us about the state 
of commercialmaking in Florida 
right now.
Sirmons: Commercials are a 

huge part of our business 
in Florida; anywhere 
from 30 to 50 percent 
of the production we do 
in the state is commer-
cials. Of course a large 
part of it is done in South 
Florida, but it is the one 
type of production that 
impacts pretty much our 
whole state. Much of the 
production in the pan-

handle of Florida is commercial 
activity so it’s very important to 
us on a statewide basis. 
SHOOT: What is the state of 
commercial production in the 
rest of Florida?

Sirmons:  I t ’s  very good. 
Production activity affects 
Or lando,  Tampa/St .  Pe te , 
Jacksonville and Miami, or what 
we call South Florida, which are 
our four production centers. I say 
that because we have the most 
crew living in those four areas. 
But of course, commercials are 
done down in Naples and Palm 
Beach and West Palm Beach. 
You can pretty much find it all 
over the state. And we want to 
encourage that and that’s why 
we are looking at making our 
incentives work for commercials 
starting July.
SHOOT: What are the proposed 
changes?
Sirmons: We’ve had an incen-
tive for two years and on paper 
it includes commercials. But 
in reality, not one commercial 
has been able to qualify for it 
because it requires commercials 
to spend at least $850,000 on 
each production in order to get 
the incentive. We currently offer 
a 15 percent cash back incen-
tive. 

So one of the things we have 
proposed to make it work for the 
commercial industry is allow-
ing commercial productions to 
be cumulative and to qualify 
by reaching a lower threshold 
of $500,000 [annually]….Each 
commercial has to have no less 
than $75,000 in qualified expen-
ditures to reach the [$500,000] 
threshold. Qualified expenditures 
are payments to Florida vendors, 
businesses, cast and crew. 

[The proposed alterations 
are for the existing] Florida 
Entertainment Incentive Program. 

It was funded last year with $10 
million in a cash rebate situation 
so if you did a production that 
reached $850,000 in qualified 
expenditures, then you would get 
back 15 percent afterwards. 

The proposal that is in both the 
House and the Senate right now 
will actually lower the threshold 
to six hundred and twenty five 
thousand dollars on all produc-
tions and it will switch our incen-
tive to a tax credit as opposed to 
a cash rebate. But in the proposal 
it does guarantee a producer that 
the tax credit cannot be sold for 
less than eight-five cents on the 
dollar, or eighty-five percent of 
face value. So it’s more protec-
tive than other programs and 
the tax credit can be monetized 
against both corporate income 
tax and sales tax, for companies 
with sales tax obligations to the 
state. That creates a very broad-
based monetized credit. 

Some states have tax credit 
programs that make it hard, if 
you don’t own a company in the 
state, to turn that into money; 
we’re trying to make it as easy 
as possible and that’s why the 
legislature proposed switching to 
the tax credit this year. 

Because it’s in appropria-
tions, we don’t know until June 
when the governor signs the bill, 
how much money we have in the 
incentive program and we start 
qualifying productions on July1. 

The shows that can have the 
highest impact on the state’s 
economy, they plan farther in 
advance than that. Our $10 mil-
lion was promised out in 11 days 
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By Robert Goldrich
NEW YORK—Director Claudio 
Borrelli has secured his first 
career representation in the 
U.S. and Europe, signing with 
bicoastal/international Hungry 
Man. Borrelli continues to main-
tain, with longtime producer 
partner Julia Tavares, the Sao 
Paulo, Brazil-based production 
house Killers, which opened 
eight months ago.

Killers handles Borrelli in 
the Brazilian ad market, with 
Hungry Man repping him in the 
rest of the world. Borrelli has 
been among South America’s 
most successful directors. His 
work for Volkswagen, Fiat, 
Brahma and Rainha has scored 
Cannes Lions and other indus-
try honors. For Brazilian agen-
cies, his latest endeavors include 
Brahma beer’s “Bull” via agency 
Africa, TIM mobile’s “Water” 
vi LewLara, and a Volkswagen 
Fox ad, “Taller,” out of Almap 
BBDO.

Borrelli, a UCLA film school 
graduate, came to the attention 
of many worldwide when he was 

included in Saatchi & Saatchi’s 
New Directors Showcase at the 
Cannes International Advertising 
Festival several years ago. He has 
since become widely known for a 
mix of moving visuals and strong 
narrative storytelling, driven in 
part by his approach to visual 
effects and editing.

Tavares initiated contact with 
Hungry Man, inquiring to see 
if the company would be inter-
ested in repping Borrelli outside 
Latin America. Hungry Man’s 
managing director Stephen Orent 
related that he and Buckley were 
shooting in Rio de Janeiro when 
they heard from Tavares.  Upon 
seeing Borrelli’s work, Buckley 
and Orent immediately pursued 
the director. Borrelli and Tavares 
visited Hungry Man in New York, 
and a deal was finalized.

Hungry Man has made sig-
nificant connections in Latin 
America. Besides the Borrelli 
signing, the company main-
tains Hungry Man Rio, a shop 
in Brazil headed by managing 
director Alex Mehedff.

NEW YORK—In I Am Not Myself These Days: A 
Memoir, Josh Kilmer-Purcell, who is now a creative 

director at SS+K, New York, chronicles a time in his life during the late 1990s 
when he had just moved to New York City and was working as a junior art 
director at an ad agency by day and as the drag queen Aquadisiac, or Aqua, at 
night. The book also chronicles his relationship with “Jack,” a male escort who 
had a drug problem. 

The memoir has made it onto the New York Times Best Sellers list, and has 
been received well by reviewers, and importantly, by Kilmer-Purcell’s friends 
and colleagues. “That’s the great thing about SSK, where I work now, is 
they cherish having all sorts of different personalities working for them,” he 
said. The book has been optioned for a movie 
and Kilmer-Purcell completed a screenplay in 
December.     

RISING STAR
Kilmer-Purcell began to dress as Aqua in 

Atlanta in 1995 for fun, but when he moved to 
New York it became a good way to supplement 
his income and he sometimes worked five nights 
a week in drag. 

He was interested in dressing in drag, he said, 
because it looked to him like drag queens were 
always having the most fun as well as getting free 
drinks. Creating ideas for the costumes appealed to 
the art director in him. His gimmick was a bra with two clear plastic domes for 
breasts that contained a goldfish in each. 

“I was immediately comfortable [in drag] and people think that it was very brave 
or very daring, but I have to say I’ve never ever once gotten any sort of bad com-
ment from people on the streets or cab drivers or anything,” he said. “I used to have 
to get made up and go out in the middle of the afternoon to go to some private party 
or something and I’d be standing on Twenty-third Street hailing a cab fully dressed 
as Aqua and everyone would smile and holler out or whistle. It’s kind of infectious; 
as long as I’m having a good time, then they’re having a good time.”

Dir. Borrelli Joins Hungry Man, 
Gains Stateside Representation

McCarthy-Hadfield Fits Into 
Jigsaw As Executive Producer

Juan Delcan Joins Nola Pictures’ Directorial Roster

I Am Not Myself These Days Chronicles Life in Ad Agency by 
Day and in Drag by Night; Book Makes N.Y. Times Best List

By Emily Vines

Continued on page 10

Directors Siraj Jhaveri And 
Matt Ogens Sign With HKM

By Robert Goldrich
L O S  A N G E L E S — S y b i l 
McCarthy-Hadfield has joined Los 
Angeles-based editorial/post house 
Jigsaw as executive producer. She 
comes over from the agency side, 
having served as a senior producer 
at TBWA/Chiat/Day, Los Angeles, 
where she worked on nearly every 
account there, including new auto-
mobile model launches for Nissan 
and Infiniti.

During her nine-year tenure 
at TBWA/Chiat/Day, McCarthy-
Hadfield also worked on Sony 
PlayStation, the viral/Internet-

based Pepsi “Oneify” campaign, 
and recently headed up the broad-
cast side of the new business pitch 
for McDonald’s.

Prior to TBWA/Chiat/Day, she 
produced at Arnold Worldwide, 
Boston, with campaigns for such 
accounts as Volkswagen, Titleist, 
NYNEX and McDonald’s to her 
credit.

Of the approach she plans at 
her new roost, McCarthy-Hadfield 
related, “If I can carry forth the 
same spirit of creativity and free-
dom that I found at TBWA into the 

By Robert Goldrich
NEW YORK—Recently formed, 
New York-based live-action produc-
tion house Nola Pictures has added 
director Juan Delcan to its roster. 
He last served in a creative director/
director capacity at Spontaneous 
Combustion, New York.

Among Delcan’s clients have 
been AT&T, Coca-Cola, Ikea, 
Maybelline, PBS and Verizon. 
He has an extensive background 
in broadcast design with cred-
its that include promos and sta-
tion IDs for the likes of NBC, 
CBS and ESPN. Over the years, 
Delcan’s work has garnered such 
honors as a London International 
Advertising and Design Award, 
gold and silver at the Broadcast 
Designers’ Association (BDA) 

Awards, and a Telly Award.
U2 took notice of Delcan’s 

prowess in design and illustration, 
commissioning his work to be ani-
mated and to serve as a backdrop 
for the artists’ live performance of 
the hit song “Yahweh” on the 2005 
Vertigo tour.

Educated in Madrid, Delcan 
studied architecture at Superior 
Architecture School there. After 
a year with a small architecture 
firm in Madrid, he branched out 
into drawing storyboards, one of 
which helped a commercial pro-
duction house land a job. In 1987, 
he started freelancing regularly as 
a storyboard artist in Spain and 
later began directing, establishing 
himself in the market.

In ’95, Delcan came to 

Southern California for a cre-
ative director/director position at 
now defunct design house Pittard 
Sullivan. At the end of ’98, he 
moved to New York to take on 
the same dual role at Lee Hunt 
Associates (which later became 
Razorfish). Then in late ’99, 
Delcan returned to the West Coast 
as a creative director/director at 
production company V12, Santa 
Monica. In ’03, he went over to 
Spontaneous Combustion.

He now joins a directors’ 
lineup at Nola Pictures con-
sisting of Kim Dempster, Rick 
Knief, Kenny Morrison and 
Jerry Simpson. Nola is headed 
by executive producer Charlie 
Curran, formerly of Crossroads, 
bicoastal and Chicago.

Longtime Senior Producer At TBWA/Chiat/Day 
Moves Over To Edit/Post Side of Business

SS+K Creative Dir. Josh Kilmer-Purcell 
Reflects On His Life In A Memoir

By Robert Goldrich
HOLLYWOOD—Bicoas ta l 
HKM has added a pair of direc-
tors who have received recogni-
tion as up-and-coming talents 
in recent years: Siraj Jhaveri 
and Matt Ogens. The latter 
was included in SHOOT’s New 
Directors Showcase in 2005 
based largely on the strength 
of his work for WildAid via J. 
Walter Thompson, New York, 
and a Ping Golf campaign for 
The Martin Agency, Richmond, 
Va.  The SHOOT Showcase honor 
came on the heels of Ogens earn-
ing Young Guns distinction from 
the emerging directors showcase 

of the same name developed by 
Young & Rubicam, New York.

Jhaveri’s emerging talent 
kudo came back in ’01 when 
he made the grade for inclu-
sion in Saatchi & Saatchi’s 
New Directors Showcase at the 
Cannes International Advertising 
Festival. At the time he was with 
now defunct Shelter Films, after 
which he relocated to Europe 
later in ’01, joining @radical.
media and focusing on music 
videos and commercials. The 
director currently resides in New 
York.

Jhaveri made his first film-
Continued on page 10

Josh Kilmer-Purcell

Continued on page 10
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Channel’s VP of programming—
will air for five consecutive days 
with two programs premiering 
each night from Sunday, April 9, 
through Thursday, April 13.

The series consists of 10 films, 
each created by a different docu-
mentary maker or filmmaking 
team. The show places the spot-
light on 10 historic events that trig-
gered seismic shifts in America’s 
political, cultural or social land-
scape.  Berlinger directed one 
of the installments, Murder at 
the Fair: The Assassination of 
President McKinley (Sept. 6, 
1901), but perhaps the most 
gratifying aspect of this overall 
endeavor for him was being able 
to tap into the independent film-
making community for the direc-
tors of the other nine programs, 
which are:

• Massacre at Mystic (May 26, 
1637), directed by James Moll 
(The Last Days, Price for Peace), 
an Oscar, Emmy, Peabody and 
Christopher Award Winner. This 
film tells the story of the Pequot 
War, the first significant clash 
between the English and Native 
Americans.

• Shay’s Rebellion: America’s 
First Civil War (January 25, 
1787), directed by R.J. Cutler 
(A Perfect Candidate, The War 
Room), who’s an Emmy winner as 
well as an Oscar and Independent 
Spirit Award nominee. This piece 
chronicles the post-Revolutionary 
War rebellion that helped inspire 
the drafting of the Constitution 
and the Bill of Rights. The proj-
ect also deployed animation by 
two-time Oscar nominee Bill 
Plympton (who directs anima-
tion spots via Acme Filmworks, 
Hollywood).

• Gold Rush (January 24, 1848), 
directed by Jeffrey Friedman 
and Rob Epstein (The Celluloid 
Closet, Paragraph 175), Oscar, 
Emmy, Peabody and Sundance 
winners. This program looks at 
the Gold Rush in California and 
its impact on America’s westward 
expansion.

• Antietam (September 17, 
1862), directed by Michael 
Epstein (Final Cut, The Battle 
over Citizen Kane), an Emmy and 
Peabody Award winner, and Oscar 
nominee. This film focuses on the 
bloodiest battle in American his-
tory and its momentous military 
and political implications, includ-
ing President Lincoln’s issuing of 
the Emancipation Proclamation.

• The Homestead Strike
(July 6, 1892), directed by Rory 
Kennedy (American Hollow, The 
Farm), an Emmy, Sundance and 
Independent Spirit winner, and 
Oscar nominee). Chronicles the 
deadly showdown between strik-
ing workers and armed guards at 
Andrew Carnegie’s steel mill and 
its devastating effect on the U.S. 
labor movement.

• Scopes: The Battle Over 

America’s  Soul  (July 21, 
1925), directed by Kate Davis 
(Southern Comfort, Jockey) and 
David Heilbroner  (Transgender 
Revolution, Life after Death 
Row), Emmy and Sundance win-
ners. Reexamines the famed trial 
over the teaching of evolution, 
a controversy that continues to 
divide Americans today.

• Einstein’s Letter (July 
16, 1939), directed by Barak 
Goodman (Scottsboro: An 
American Tragedy, The Fight), 
Emmy, Peabody and duPont 
winter, and Oscar nominee, and 
John Maggio (The Fight, Kinsey). 
This explores the events that led 
to Einstein’s decision to urge 
President Franklin Roosevelt 
to develop an atomic bomb, a 
decision that propelled America 
into the nuclear age and which 
Einstein later came to regret.

• When America Was Rocked
(September 9, 1956), directed 
by Bruce Sinofsky (Mettalica: 
Some Kind of Monster, Good 
Rockin’ Tonight: The Legacy of 
Sun Records), Emmy, Peabody, 
Sundance and Independent Spirit 
Award winner. Examines the cul-
tural fallout of Elvis Presley’s 
groundbreaking appearance on 
The Ed Sullivan Show.

• Freedom Summer (June 
21, 1964), directed by Marco 
Williams (Two Towns in Jasper, 
I Sit Where I Want: The Legacy of 
Brown vs. Board of Education), 
who’s a Peabody and duPont 
winner. Recounts the national 
attention generated by the killings 
of civil rights workers Andrew 
Goodman, Michael Schwerner 
and James Chaney, which helped 
spur Congress to pass the Voting 
Rights Act of 1965.

SPOT INFLUENCE
Berlinger brought his com-

mercialmaking experience to 
bear on the program he directed. 
(Berlinger continues to be repped 
by @radical.media as an indi-
vidual director and as part of a 
tandem with Sinofsky to helm 
spots.)

“I wanted to reinvigorate a 
somewhat tired genre of histori-
cal recreations by bringing a com-
mercial sensibility to the produc-
tion value,” explained Berlinger. 

To that end, he selected 
Michael Neumann, a commercial 
DP with One World Productions, 
Chicago, to shoot Murder at 
the Fair: The Assassination of 
President McKinley.

The assassination of McKinley 
by a young anarchist thrust Vice 
President Theodore Roosevelt 
into the country’s presidency, 
igniting a new age in American 
politics. Berlinger reasoned that 
spotmaking techniques would 
make the historical recreation 
more engaging for viewers—
which more importantly makes 
history all the more engaging to 
audiences.

Berlinger’s roots are in the ad 
biz. He started out as an assis-
tant account executive at McCann 
Erickson, New York, in ’82, then 
got a big break when he landed 
a producer’s role at Ogilvy & 
Mather, Frankfurt, coordinat-
ing international shoots for the 
agency. He returned to New York, 
serving briefly at Ogilvy there 
before moving over to the com-
mercial production side of the 
business as executive producer at 
Maysles Films, working with the 
famed documentary filmmakers 
David and Albert Maysles from 
’85 to ’91.  Berlinger then dove-
tailed into filmmaking, teaming 
with then editor Sinofsky on 
some shorts. 

The di rector ia l  duo of 
Berlinger and Sinofsky then made 
its mark with Brother’s Keeper, 
which earned the Directors Guild 
of America Award for documen-
taries in ‘93 and the Audience 
Award at the Sundance Film 
Festival. Brother’s Keeper exam-
ined the murder trial of Delbert 
Ward. From there, Berlinger’s 
and Sinofsky’s directorial careers 
took off. They went onto numer-
ous projects, including commer-
cials for various shops and such 
documentaries as Paradise Lost: 
The Child Murders At Robin 
Hood Hill and the aforemen-
tioned Metallica: Some Kind of 
Monster.

In recent years via @radical, 
Berlinger has diversified into 
branded entertainment. He direct-
ed four of the six episodes in the 
first season of Iconoclasts, profil-
ing such notables as Paul Newman, 
Bill Russell, Sumner Redstone 
and Brian Grazer. Iconoclasts is 
a Sundance Channel series from 
Grey Goose Entertainment, an 
arm of Grey Goose Vodka. (The 
other two episodes in that initial 
season of last year were directed, 
respectively, by Sinofsky and by 
Lenard Dorfman, a spot director 
with bicoastal/international MJZ.

This year, Berlinger is slat-
ed to direct several episodes of 
Iconoclasts, as well as serve as 
the series’ co-executive producer. 
Berlinger’s other branded content 
endeavors for @radical include 
a sponsored piece for Tiffany & 
Company, and One Who Day, a 
profile of The Who, sponsored 
by JBL Speakers. The latter was 
co-directed by Berlinger and 
Sinofsky.

INDIE INITIATIVE
For Berlinger, The History 

Channel project was attractive 
on a couple of prime levels—the 
opportunity to not only bring 
history to life, but also to help 
choose those who would breathe 
that life into the past.

“To be able to go out into the 
independent film community and 
bring perspectives from that tal-
ent to bear on the presentation 

Dir./Exec Producer Berlinger Makes History
Continued from page 1

Continued on next page

Some people have to die before anyone ever hears of
them. Sometimes, so do great radio scripts.

Send your favorite dead scripts to the Oink Ink Dead
Radio Contest. If one you send is chosen as the best,
we’ll fly you and a guest, all expenses paid, to our NY
or LA studios to produce it full-up. For free.

And the world will finally hear what your pinheaded CD
or client couldn’t.

For entry information, you can visit oinkradio.com
or simply call us at 800-776-OINK. 

Deadline is May 15th.

38 Greene St. • 2nd Floor • New York, NY 10013

614 Hampton Dr. • Venice, CA 90291

Announcing the
9th annual Dead RadioContest.

Agency Update
Arnold Worldwide has made several high-level promo-
tions. Fran Kelly, formerly president/COO, has been 
named CEO of Arnold U.S. Ron Lawner has been pro-
moted to vice chairman and global creative officer, Arnold 
Worldwide Partners. Pete Favat has been upped to 
Arnold Boston’s chief creative officer. John Staffen is 
being elevated to chief creative officer of Arnold’s New 
York office. And Pam Hamlin has been promoted to 
president of Arnold Boston…..Rob Tripas has joined 
Euro RSCG Chicago as senior VP, director of interactive 
services. He will report to chief creative officer Steffan 
Postaer. Tripas most recently served as business director 
at Digit’s New York office. Previously he was interactive 
executive producer at Crispin Porter+Bogusky, Miami….
Joe Cupani, chief creative officer of Unit 7, New York, 
since 2003, has been elevated to the additional role of vice 
chairman, a new position. In his new role, he will partner 
closely with agency chairman/CEO Loreen Babcock, to 
advance the shop in relationship marketing. Unit 7 is a 
part of Omnicom Group. Prior to Unit 7, Cupani was chief 
creative officer at Wunderman, New York, as well as at 
Ogilvy One...
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of history was most gratifying,” 
said Berlinger who credited The 
History Channel with the unlike-
ly choice of him, “a cinema verite 
guy who did films about murder 
and music,” to work with Werbe 
to oversee a historical series.

“I upped the ante a bit, suggest-
ing filmmakers who had never 
worked for The History Channel 
before—and several who hadn’t 
ever done historical filmmaking,” 
continued Berlinger. “As a result, 
there’s a narrative and storytell-
ing feel, with each filmmaker 
putting his or her own stamp on 
the work.”

Berlinger cited as examples 
Cutler’s decision to use anima-
tion created by Plympton to tell 
the story of Shay’s Rebellion, 
and Michael Epstein’s desire 
to capture the feel of Mathew 
Brady’s photography from the 
Civil War era.

In a similar vein, for Murder 
at the Fair, Berlinger opted to 
shoot in HD to infuse historical 
recreation with what he described 
as “a rich and saturated look,” 
making for a graphic depiction of 
the McKinley assassination and 
subsequent events.

For @radical.media, supervis-
ing producers on 10 Days That 
Unexpectedly Changed America 
were Greg Schultz and Sidney 
Beaumont.

first-person storytelling that uses 
character and location-driven 
narratives.

“Stranger Adventures” is the 
brainchild of Internet entrepre-
neur Chris Tyler; his partner 
in the venture, Red Car CEO 
Larry Bridges, serves as creative 
director and executive producer. 
Propaganda Films and Palomar 
alum Anne-Marie Mackay serves 
as co-executive producer with 
Bridges. The Santa Monica 
office of multi-city Red Car is 
handling production and post on 
the series.

In the game that launched this 
week, the first player to crack the 
code will win a grand   prize of 
$25,000; the runner-ups divide 
the second prize of $10,000.

Supporting this episode is 
Prudential California Realty, 
which is incorporated into the 
storyline. This premiere episode 
revolves around an effort to lift a 
curse from a haunted hospital so 
that it can be sold.  Within “Ian 
Hollister’s Haunted   Hospital,” 
players not only see Prudential’s 

signage and products, they 
are directed to spend time on 
Prudential’s Web site to retrieve 
clues to the code.

Each of the season’s 10 epi-
sodes will arrive every other 
week and revolve around its own 
central character (the “Stranger”) 
and an adventure marked by clues 
and hints about the 10-digit code. 
Also, to help players along, the 
“Stranger” emails them graphic-
enhanced text daily.

“It’s product involvement, not 
product placement,” Bridges said 
of this unique branded content 
model, noting that future epi-
sodes will each have one to two 
corporate sponsors. “The writing 
is with the clients’ brands and 
objectives in mind.”

Bridges also explained that 
the venture is tapping talented 
writers, including Writers Guild 
of America (WGA) members, 
to create the scripts. The first 

episode was written by Eric 
Heisserer, whose The Dionaea 
House is now in preproduction as 
a feature at Warner Bros. Bridges 
directed this episode, and he 
expects to direct additional ones. 
He also plans to tap commercial 
directors and directors of photog-
raphy to work on the series.

“Stranger Adventures” is 
lensed with handheld DV cam-
corders and posted at Red Car.

Before launching, the team 
initiated five online trails and a 
pilot episode that ran in February. 
They were happy with the results. 

Bridges reported that trial players 
spent 41 minutes a day online, 
for six days, participating in the 
adventure, and 72 percent of the 
players finished the competition. 
“If a game is extraordinary fun 
to play, it will get around on the 
Internet quickly,” added Tyler.

Vendari Media is promoting 
the series, and invitations to play 
were sent to Prudential’s cus-
tomer base. A trailer was also 
created for DVD via Hollywood 
Previews.

The series site is www.strang-
eradventures.com.

Red Car Embarks on “Stranger” Pursuit
Continued from page 1

Joe Berlinger 
Makes History As 
Director/Co-Exec 
Producer
Continued from previous page

The people with the best lines
aren’t always in front of the camera.

“I think the Avid® Media Composer ® Adrenaline™

is absolutely bulletproof in the way that it 
handles film information. It was completely
reliable on the King Kong project.”

~Dave Birrell, First Assistant Editor, King Kong

“Throughout the Tour de France, the Media
Composer Adrenaline system and the Avid Unity™

LANshare collaborative environment really 
proved their worth. We wouldn't want to be 
without them.” 

~Manfred Edel, Editor, DIGI TV GmbH

“For a project of this scale, no other systems 
could have done it.”

~Jabez Olssen, Avid Editor, King Kong

“With Media Composer Adrenaline and Avid
DNxHD™ encoding, we were able to bring the HD
files down to a manageable size while maintaining
the quality.” 

~Bill DeRonde, Supervising Editor, “American Idol”

“With the Media Composer Adrenaline, I did 
the entire sound design, edit, and mix in the 
system to create a full soundtrack.”

~Miky Wolf, Editor, “MTV: The Factory” Big Sky Editorial

“The upgrade to Media Composer Adrenaline
was completely painless. I was able to pick 
up right where I left off with a newer, faster, 
all-around better system.”

~Paul Crowder, Editor, Riding Giants

Great editors are giving Avid Media Composer Adrenaline great reviews. 
See more at www.avid.com/mcasuccess or find your local reseller. Visit us at NAB Booth SL701

© King Kong images courtesy of Big Primate and Universal Pictures. © 2006 Avid Technology, Inc. All rights reserved. Product features, specifications, system requirements, and availability are subject to change without notice. Adrenaline, Avid, Avid DNxHD, Avid Unity, 
do more, and Media Composer are either registered trademarks or trademarks of Avid Technology, Inc. or its subsidiaries in the United States and/or other countries. All other trademarks contained herein are the property of their respective owners.



NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  NEWS  N

Page 8 | SHOOT >e.dition www.shootonline.com | (203)227-1699 April 7, 2006

Spotmakers Focus On
Panasonic’s HVX200

By Carolyn Giardina

As NAB approaches, there has been a lot of attention 
placed on high-end digital cinematography cameras 
with 2k and/or 4k resolution support. But this past 

week, cost effective HD camcorders for uses including 
broadcast to the Web were generating attention in the com-
mercialmaking world.

Specifically, some are intrigued by Panasonic’s new 
HVX200 camera—launched in December—that records to a 
P2 solid state memory card to create a tapeless production 
environment. The camera also combines multiple HD and 
SD formats, multiple recording modes and variable frames 
rates, and a compact design. 

Last week, it was announced that bicoastal/international 
@radical.media had purchased two HVX200s, with the inten-
tion of buying up to an additional four throughout ’06.

“On our original entertainment or branded entertainment 
projects, @radical.media demands HD acquisition to future 
proof our projects’ potential,” explained @radical.media’s 
CTO Evan Schechtman. “The world of distribution is changing 
and we want to be ready for film exhibition, HD broadcast/
projection at any time, even if the initial release is in SD.”

@radical.media has already used the HVX200s extensive-
ly on its production of “Driver TV,” a VOD channel on many 
cable networks that provides an unbiased view of 100-plus 
automobiles. These VSEs (Virtual Showroom Experiences) 
are separated into brands and categories. Footage will ulti-
mately be turned into HD downloads when the Driver TV Web 
site launches.

“Very often our television productions need to be highly 
mobile, a motivating factor in our purchase of the HVX200s,” 
related Schechtman. “When applicable, the camera will 
be used in remote locations … the hand-held camera is so 
much lighter to travel with. Also, we envision assignments 
where we will shoot documentary segments on DV with the 
HVX200, but then instantaneously switch to shooting HD for 
beauty shots. It’s like going out with two cameras.”

“We’ve been outfitting the HVX200 with zoom/focus 
controllers and wide angle adapters,” he continued. “As 
for Driver TV, when doing an interior 360 of an automobile, 
there is no other camera that will fit inside with room to 
spare.”
With regard to workflow and post, Schechtman explained,  
“We travel with spare P2 media, as well as with a 
G4 PowerBook and several G-RAIDS for storage and redun-
dancy. In post, our typical approach is to transfer footage 
to Firewire 800 hard drives via a PowerBook or other Mac. 
Material will then be moved to our internal SAN. We cut in 
Final Cut Pro HD in native space, and output to D-5 HD or 
other requisite formats.” 

Separately, at press time, commercial director/director of 
photography Peter Kagan was putting the HVX200 through 
its paces for production of a :30 for Subway titled “Get Inside 
the Five” and featuring Heisman Trophy winner Reggie Bush. 
The spot aims to direct viewers to the Subway web site, and 
the site will also feature footage lensed by Kagan during the 
shoot.

The spot is being produced by Kagan’s New York-
based Streamline Content via Source Communications, 
Hackensack, N.J. Ed Kisberg of New York-based Rooftop 
Edit is cutting the spot; and New York-based Click 3X will 
complete graphics. An upcoming SHOOT article will detail the 
production when completed.

***

SHOOT senior editor, technology and postproduction, 
Carolyn Giardina can be reached at 310-822-0211 or at 
cgiardina@shootonline.com.

age, infrastructure, networking 
and asset management tools. 
Some pointed out that this is 
giving some manufacturers an 
expanded “consulting” sort of 
role. Interoperability and com-
patibility between systems is a 
critical area that requires atten-
tion. But for short commercial 
post cycles, also highly impor-
tant are computing speed and 
storage requirements.

COLOR CORRECTION
There is a large number of 

developing software-based 
color correction systems—dis-
proportionate to the size of the 
market most believe—that will 
be on display at NAB. Some are 
strictly designed for color cor-
rection, while others combine 
DI/finishing tools.

Many of these products 
bear familiar names, such as 
Newbury, U.K.-headquartered 
Quantel’s iQ and eQ systems, 
London-based  Fi lml ight ’s 
Baselight, Miami-headquartered 
Assimilate’s Scratch, Munich-
headquartered DVS’ Clipster, 
and Montreal-based Autodesk 
Media and Entertainment’s 
Lustre. This year, system mak-
ers will be focused on demon-
strating refined toolsets and 
implementation in workflows 
with partners.

The developments that will 
be emphasized are being largely 
driven by the feature industry, 
which is bringing requirements 
for developing DI workflows, as 
well as digital cinema delivery 
requirements, to the manufac-
turers’ tables.

Many in the industry have 
identified a universal need for 
an image interchange frame-
work to exchange color infor-
mation between technologies 
from different manufactur-
ers. Among those working on 
this initiative is the American 
Society of Cinematographers 
(ASC) technology committee’s 
DI subcommittee, which is 
developing what it calls an ASC 
CDL, or  “color decision list,” 
which would essentially act like 
an EDL to communicate color 
information.

Bicoastal Post Logic Studios 
colorist Lou Levinson, who 
chairs the DI subcommittee, 
reported that a CDL commit-
tee draft has been distributed 
to color correction technology 
vendors in order to move this 
effort forward. “There are [com-
panies that] are already partially 
compliant,” Levinson related, 
adding that he and other com-
mittee members would quiet-
ly be conducting some testing 
of these developments during 
NAB, in an effort to move closer 
to implementation.

Meanwhile, the Society of 

Motion Picture and Television 
Engineers’ (SMPTE) Digital 
Cinema (DC28) committee has 
an ad hoc group working on 
a variety of color issues. One 
responds to the new digital cin-
ema specification developed 
by the seven studio consor-
tium Digital Cinema Initiatives 
(whose recommendations look 
poised to become a SMPTE 
digital cinema standard later 
this year) that asks for deliver-
ables in an X’Y’Z’ color space. 
Today’s DI and color correction 
processes are normally conduct-
ed in an RGB color space.

“So what DC 28 recom-
mends is that the output of the 
DI be converted from RGB to 
X’Y’Z’ through a linear color 
conversion matrix or a 3D look 
up table (LUT),” explains Glenn 
Kennel, director of technology 
development, Texas Instruments 
DLP Cinema, who also chairs 
the color ad hoc group of 
SMPTE’s DC28 committee. 
“It’s a challenge because [most] 
color correction systems today 
do not provide outputs in that 
color space. For many, adding 
this additional feature doesn’t 
appear to be too difficult to 
implement … It would just be a 
new output mode.” 

Kennel and others reported 
that the industry will likely see 
X’Y’Z’ support in some color 
correction systems on display 
this year at NAB, included 
among those are the aforemen-
tioned Baselight, Clipster, and 
Lustre.

Today this feature is really 
the focus of the motion picture 
industry and has no immedi-
ate impact on the commercial 
industry. However, some expect 
that cinema commercial deliv-
erables will also be required in 
X’Y’Z’ color space as digital 
cinema-equipped theaters begin 
to grow in numbers. Today there 
are an estimated 300 digital cin-
ema theaters in the U.S., and that 
number is expected to exceed 
1,000 by year’s end.

PRODUCT NEWS
Prov idence ,  R . I . -head -

q u a r t e r e d  M a t h e m a t i c a l 
Technologies Inc. (MTI)—at 
its first NAB under the leader-
ship of newly named CEO Larry 
Chernoff—will unveil Control 
Dailies 2K, a new version of its 
post workflow system with 2k 
support that encompasses color 
correction and the ability to cre-
ate SD and HD deliverables.

The system was developed in 
partnership with Silicon Color, 
the San Diego-based developer 
of Final Touch color correction 
software. Chernoff explained 
that MTI has licensed a ver-
sion of Silicon Color’s toolset 
designed to run with Control 
Dailies and dubbed Control 
Color. 

A beta version is scheduled 
for NAB, with shipments set to 
begin in Q3.

MTI will also demonstrate 
the new version 5 of its Correct, 
a 64-bit restoration system that 
could accommodate resolutions 
as high as 4k data. The system is 
scheduled for NAB availability.

P a r i s - h e a d q u a r t e r e d 
Thomson’s Grass Valley’s booth 
visitors might be surprised to see 
some significant advancement in 
the new version 2.5 of its Bone 
postproduction software—with 
new functionality the company 
now describes Bones as a “com-
plete DI” system. Grass Valley 
reported that the new software 
version would support the ability 
to import and export the afore-
mentioned ASC CDL, as well 
as include new color correction 
functionality, advanced matte 
tools, image tracking and stabi-
lization tools. The company will 
also show the latest version of its 
LUTher color converter.

Stockholm-headquartered 
Digital Vision will be showing 
Nucoda Film Master version 
3, which incorporates a refined 
user interface designed to 
enhance productivity and make 
the system more user friendly.

The company will also show 
the DVNR 2K image processing 
and restoration system, which 
provides full aperture 2k RGB 
processing at 15 frames per sec-
ond over HSDL links, as well 
as real-time processing in the 
video domain. The system sup-
ports Digital Vision’s film grain 
and electronic noise reducer, its 
automated film dirt, dust and 
random scratch concealment 
system, and its adaptable aper-
ture corrector.

Iridas will be on hand with its 
FrameCycler DI, an application 
for conform, review, and remote 
collaboration; and SpeedGrade 
HD color grading and conform-
ing system that includes tools 
for provides primary and sec-
ondary color grading, as well 
as pan & scan; it is available for 
Mac OS X or  Windows XP plat-
forms. The company will also 
show SpeedGrade OnSet, a look 
creation application designed 
for cinematographers.

Coral Springs, Fla.-based da 
Vinci will have its product line, 
including software-based color 
correction system Resolve, on 
hand. It will also host its third 
annual Master Colorist Awards, 
which honors colorists in three 
disciplines: Commercials, tele-
vision and features.

SCANNING AND 
RECORDING

Film scanners (telecine) and 
film recorders are also a criti-
cal component of the DI pro-
cess and many will be on hand 
at NAB. Paris-headquartered 
Thomson’s Grass Valley will of 

The Road To NAB: Color Correction Workflows
Continued from page 1
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Grass Valley™ has taken a monumental leap in
redefining our role as a technology provider and
our responsibility to our customers. For many years,
limitations such as dictated formats, proprietary
technologies, and closed solutions have caused
frustration and workflow inefficiencies. The time
has come to break down old barriers and open up
the bottlenecks.

The Grass Valley Infinity™ Series is a revolutionary IT-
immersed ENG/EFP product line that creates a truly
open solution—one that avoids proprietary
approaches and uses advanced technologies in new
ways to give you the power of choice. The Infinity
Series line represents a whole new way of thinking
for the video industry by taking advantage of IT
benefits in many ways.

For more information visit
www.thomsongrassvalley.com/infinity

Power of Choice
Choice of video formats

Choice of compression codecs

Choice of recording media

Choice of connectivity

Choice of workflows

New York-based editorial house earth2mars has welcomed editors Christopher Koons, formerly 
of New York-based mad.house; and J.P. Cadaveira, who had been freelancing. Koons’ work has 
included spots for Prego, Haagen Dazs, Burger King, Colgate, Mennen, and W Hotels, as 
well as an impressionistic film for art photographer David Bradford, and a short, Today I Found 
Out, helmed by director/actor Griffin Dunne. Cadeveira has freelanced in New York and Miami, 
cutting spots for Sony, Toyota, Gatorade, and Canon; the editor also brings long form experi-
ence for PBS, Discovery and others….New York post boutique Mad.house appointed Cagan 
Yuksel to the position of senior designer. Cagan joins the company following the completion of 
his second graphics Masters degree and his recent work at New York-based post house Creative 
Bubble…..New York-based Chemistry has added editor Hannah Neufeld to its creative team. 
Neufeld moves to the company from New York-based wild(child) Editorial, where she spent the 
last five years. Her commercial work has included spots for 3M with Grey Worldwide, Absolut 
with McCann, and Old Navy Hispanic and Heineken Hispanic with The Vidal Partnership. 
She also worked with del Rivero Messianu DDB on Hispanic campaigns for Budweiser and 
Bud Lite….Commercial and music video colorist Clive Christopher is a new senior colorist at 
Manhattan Transfer Miami. He comes from Prime Focus in Mumbai, and his experiences 
having included working at London’s The Moving Picture Company and SVC, Los Angeles area 
companies Complete Post and now-closed Pacific Ocean Post, the since shuttered Editel 
Chicago, and Molinare in Madrid…Micah Scarpelli has been promoted from assistant editor 
to staff editor at New York-based Version 2…Bicoastal Post Logic Studios has hired colorist 
Doug Delaney, who was one of three colorists supervised by DI supervisor Peter Doyle and 
cinematographer Andrew Lesnie, ASC for the DI of The Lord of the Rings: The Return of the King. 
Since then, Delaney has completed digital intermediates for titles including Yours, Mine and Ours 
with cinematographer Theo van de Sande, ASC; and The Ring 2 with director Hideo Nakata. 
Delaney also worked closely with Allen Daviau, ASC, grading the StEM (Standard Test Evaluation 
Material) test footage for the American Society of Cinematographers (ASC) and Digital 
Cinema Initiatives (DCI)…New York-based graphic design and postproduction studio Creative 
Bubble announced the addition of Lisa Kwon to its roster. Formerly of New York-based mad.
house, Kwon will serve as Creative Bubble’s design director…..Mary O’Gara has joined Chicago-
based Filmworkers Club as executive producer. She previously served as director of telecine and 
visual effects at Company 3 in Santa Monica. O’Gara brings more than 10 years of postproduction 
experience to her new position. Prior to Company 3, she served 

Post-Its
course show its industry leading 
Spirit as well as Specter sys-
tems, and Munich-headquar-
tered ARRI will show the latest 
version of its Arriscan.

Meanwhile, the sector will be 
watching the launch of version 2.0 
of London-based Filmlight’s pop-
ular Northlight film scanner. And 
Tokyo-headquartered Imagica will 
show a new wetgate for its XE 
Advanced Plus (which is expected 
to be in beta at Burbank-based 
IVC before NAB), the HSR high 
speed film recorder, and a proto-
type version of the HSX Scanner, 
which is being groomed to replace 
the XE line.

Rancho Cucamonga, Calif.-
based Celco will demonstrate 
its Firestorm 2X film recorder, 
which outputs a frame of film 
in 1.4 seconds, 15 percent faster 
than its Firestorm 2, and incor-
porates Celco’s FilmOut Pro 
digital film recording software. 
FilmOut Pro is Celco’s film 
recorder and image control soft-
ware used in its latest Fury and 
Firestorm systems.

Meanwhile, Mountain View-
Calif.-based SGI—which has 

its high-end products in use at 
many of the leading DI facilities 
in Hollywood—will showcase 
storage and network lines, as 
well as the new blade architec-
ture of the SGI Altix and SGI 
Prizm product. The company 
will also show InfiniteStorage 
6700, a 4Gb Fibre Channel 
high-performance storage sys-
tem. Prism will be demoed with 
applications including The Pixel 
Fram’s new PFClean image 
clean up application.

Montreal-based Maximum 
Throughput will emphasize its 
bandwidth scalability and stor-
age clustering technology with 
the debut of MAXcluster, a stor-
age cluster management and 
file system technology designed 
specifically for the digital con-
tent creation market. Max-T will 
also show its Sledgehammer 
with HD Dual Stream support, 
as well as new backup tools. 
Sledgehammer will also be 
shown with new throughput and 
network connectivity options, 
Lastly, the company will show 
version 2 for Xstoner, with sup-
port for Windows clients.

Color Correction Workflows 
Dominate DI Discussions

Continued on page 25
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FOOD FOR THOUGHT

The National Advertising Division recently told Dr. Pepper 
Seven Up, Inc. that advertising for its 7UP PLUS soda, 
which is made with real fruit juice, was misleading because 

of the real fruit that was shown.  
The National Advertising Division of the Council of Better 

Business Bureaus (“NAD”) is the advertising industry’s main 
(and very influential) self-regulatory organization.  It not only 
hears challenges to advertising that are brought to its attention 
by competitors and others, but it also has its own monitoring pro-
gram where it identifies advertising (as it did here) with potential 
truth in advertising concerns.

FRUIT JUICE?
The television commercial challenged by the NAD shows, 

among other things, a large amount of fruit flowing in a stream of 
water and a still shot of several 7UP PLUS products surrounded 
by a pile of fruit.  A variety of types of fruit are shown.  The 
commercial describes the product as having “real fruit juice.”  A 
disclaimer in the spot reads, “These products contain 5% apple 
juice from concentrate.”  

The NAD said that showing all of that fruit, even with a dis-
claimer, communicated that 7UP PLUS contains a large amount 
of fruit juice, not just the five percent that is actually included.  
The NAD also said that showing different types of fruit was 
problematic, since the only actual fruit juice (as apposed to fla-
voring) present in 7 UP PLUS is apple juice from concentrate.  In 
its decision, the NAD recommended that Dr. Pepper Seven Up, 
Inc. revise the advertising so that it would not communicate the 
message that 7UP PLUS contains a substantial amount of fruit 
juice.  The NAD also recommended that the advertiser include a 
more prominent disclosure about the actual fruit juice that is in 
the product.  Although Dr. Pepper Seven Up, Inc. told the NAD 
that it disagreed with the NAD’s conclusions, it agreed to take the 
NAD’s recommendations into consideration. 

IMPLIED CLAIMS . . . FROM FRUIT?
If you have been reading this column regularly, you know that 

when creating advertising, you are responsible for ensuring that 
both the express and the implied claims that are made in adver-
tising are truthful and substantiated.  Here, the problem was not 
really with the express claim; the soda does actually contain real 
fruit juice.  

The key problem identified by the NAD was that some of the 
creative techniques used – the pictures of fruit that were shown – 
may have communicated implied claims about the fruit content of 
the soda which weren’t true.  When you are planning to illustrate a 
product attribute (such as showing pictures of fruit to illustrate the 
fact that the product contains real fruit juice or fruit flavors), you 
have to be careful, then, before beginning production, to identify 
what implied claims may be communicated.  Even humorous or 
non-realistic illustrations may communicate specific information 
about a product.  If actual claims are communicated, even implied 
claims, then you must ensure that you have sufficient proof to 
back them up.  And, be careful about disclosures.  It is very dif-
ficult to correct a misimpression that is caused by exciting visuals 
just by including a super.    

The lesson to learn from the NAD’s decision here is that it’s 
not enough to worry about the words that are used.  As the say-
ing goes, a picture is worth a thousand words.  So, look carefully 
at the visuals -- including photographs, animation, and special 
effects – to make sure that you can back up any implied claims 
that are made.  Taking this extra step should really help you avoid 
legal challenges to the fruit of your labors.

***
This column presents a general discussion of legal issues, but is not legal 
advice, and may not be applicable in all situations. Consult your attorney for 
legal advice.

***
Jeffrey A. Greenbaum ESQ. is a partner at Frankfurt Kurnit Klein & Selz, New 
York. If you have a suggestion for a topic to be covered in a future column, send 
an e-mail to jagreenbaum@fkks.com
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Though the outfits were playful, 
there were dark sides to this world 
too. For Kilmer-Purcell, drinking 
was a large part of his personality 
in drag because it allowed him to 
overcome his inhibitions and deal 
with the extreme pain he experi-
enced from the tight corsets and 
high heels.

Out on the town at night, Kilmer-
Purcell attracted a lot of attention, 
but it was the attention from a man 
called “Jack” that helps drive this 
memoir. After going home with 

“Jack,” Aqua soon moved into his 
luxury apartment where much of 
the story takes place.

Kilmer-Purcell had been tell-
ing stories about this time in 
his life for a while and began 
to notice that his friends also 
seemed to remember one boy-
friend who stood out and often 
fell into the “bad boy” category. 
Of all of the people he and his 
friends had dated, he wondered 
why one seemed to stand out in 
each person’s memory. 

“I just started to think to myself, 
‘Why do I remember this one 
and why does everybody always 
remember the one that was sup-
posed to be bad for them?’ And 
then I realized that we all started 
making jokes out of all of these 
people but they stuck with us so 
there had to be something more 
important in the relationship that 
we weren’t looking at,” he shared. 

“So it was really a conscious effort 
to try to figure out why ‘Jack’ stuck 
with me for all of those years.”

The late nights and partying 
took a toll on the author, but he 
credits his youth as one reason he 
was able to sustain such high lev-
els of activity all day and night—
he was in his 20s at the time. 

His job at the unnamed agency, 
where he worked for clients like 
Kudos and on Emmy-award win-
ning work for an ABC Television 
anti-drug campaign, didn’t suffer 
according to his account and is 
evidenced in his progression to 
his current job at SS+K. 

“Because of my Midwestern 
upbringing, I had a really strong 
work ethic and I really liked my 
job so to me going to the advertis-
ing agency during the day was as 
fun and adventurous as going out,” 
he shared. “It wasn’t drudgery 
to get up at eight in the morn-
ing, after having been asleep two 
hours, and going to work. There 
was something new and exciting 
going on at work, too.” 

Kilmer-Purcell continued to 
perform in drag after the time 
chronicled in the book ends. 
But, he said that as his advertis-
ing career continued to go well, 
he had to decide what he would 
focus on and retired from drag 
in 2000.

“I do [miss it], but I don’t miss it 
enough to do it again. It’s an awful 
lot of work and as you can tell from 
the book I got myself in trouble on 
a regular basis,” he noted.

Though the subject matter in 
his memoir is often daring and 
includes detailed descriptions of 
sexual encounters and drug use, 
the author said that he doesn’t see 
any of it as particularly embar-
rassing and that it has made him 
who he is today.

Now that he has put his wigs 
away and only drinks with dinner, 
his life has mellowed dramati-
cally. He lives in Manhattan with 
his partner of six years, a phy-
sician, and describes his life as 

“vanilla … it’s just the two of us 
and our cat.”

Creative Director Kilmer-Purcell’s Memoir Generates Buzz
Continued from page 4

making mark while a student at 
Rhode Island School of Design. 
There he worked on a number of 
short films, including Ma Baap, 
a personal documentary about 
his parents that won prizes at 
international film festivals and 
was exhibited around the world. 
Jhaveri’s work drew the atten-
tion of MTV’s Abby Terkuhle, 
the head of its on-air promo-
tions department, who hired him 
as a producer in the mid-‘90s. 
Jhaveri’s endeavors there includ-
ed writing and directing MTV 
promos and TV spots.

MTV then dispatched Jhaveri 
to India to help launch MTV 
India, for which he directed a 
series of humorous promo spots 
that went on to be short-listed at 
Cannes. He then returned to New 
York and became supervising 
producer at MTV Labs, a cre-
ative resource founded by MTV 
president Judy McGrath. There 
he wrote and helmed short exper-
imental films before earning the 
Saatchi Showcase recognition.

OGENS
Ogens comes over to HKM 

from now defunct Headquarters. 
He recently wrapped three proj-
ects: a Splenda assignment for 
the Web, mobile phones and 
video on demand; an unscripted 
five-spot package for ESPN via 
Ground Zero, Marina del Rey, 
Calif.; and a Tylenol commer-
cial out of Deustch, New York.

“My background  i s  in 
unscripted filmmaking, docu-
mentaries and television,” 
said Ogens, “and as such it’s 
been very important for me to 
approach spot work both from 
that standpoint and the more tra-
ditional narrative perspective.” 

While a student at Tulane 
University, Ogens directed and 
produced Ray of Hope, a docu-
mentary principally shot behind 
the walls of the Louisiana State 
Penitentiary. He also directed 
and co-wrote the shorts Harvest 
and 101. The latter was screened 
in competi t ion at  the ’05 
Slamdance Film Festival in Park 

City, Utah. Other directorial 
highlights include: sequences of 
a Victoria’s Secret fashion show 
for CBS; a VH-1 pilot, Players, 
profiling hip-hop artist Ludacris; 
Who’s Got Game? which is an 
MTV series on street basket-
ball (exec produced by Magic 
Johnson); and Country Music 
Television’s All Access Big & 
Rich. Following Hurricanes Rita 
and Rita, Ogens spent three 
weeks as one of a handful of 
filmmakers brought in by the 
Red Cross to document the dev-
astation. He shared his experi-
ences with SHOOT’s readership 
in a column last October titled 
“Gulf Coast Diary.” The Red 
Cross plans to use the work of 
Ogens and his filmmaking col-
leagues to assess the relief orga-
nization’s tactics, and to possi-
bly cull PSAs from the footage.

Last month, Ogens’ Timeless 
for ESPN received two Sports 
Emmy nominations (best fea-
ture and best cinematography). 
He is currently helming an FX 
Network pilot set inside the 
Louisiana State Penitentiary.

Directors Jhaveri, Ogens Join HKM
Continued from page 4

Cover of Kilmer-Purcell's book 
I Am Not Myself These Days

postproduction arena at Jigsaw, we 
will win awards and collaborate 
more creatively with our clients. 
My intention is to build an effective 
support system at Jigsaw for agency 
creatives and producers. We will set 
out to demystify the postproduction 
process and provide solutions.”

McCarthy-Hadfield succeeds 
Traci Meyer as Jigsaw’s execu-
tive producer. Meyer left the busi-
ness to pursue other interests. The 
Jigsaw talent roster includes editors 
Jon Hopp, Justin Trovato, David 
Trachtenberg and Peter Tarter, and 
Flame artist Mark Leiss.

Andrea Andrews is head of sales 
and marketing for Jigsaw. She han-
dles sales nationally and teams with 
Mark Andrews and Astrid Steele of 
indie rep firm Where’s the Boards? 
to cover the West Coast.

McCarthy-Hadfield 
Joins Jigsaw As 
Exec Producer
Continued from page 4
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SANTA MONICA—Aero Film, 
the Santa Monica-headquartered 
house headed by president Skip 
Short and executive producer 
Lance O’Connor, has hired 
Bernie Wesson as its head of 
production. Wesson will over-
see the production needs of 
Aero’s directorial roster, which 
includes Klaus Obermeyer, 
Henrik Hansen and Ken Arlidge. 
The company is known for its 
high-end spot fare as well as for 
its extensive production con-
tacts and work for the military/
defense industry.

Wesson brings industry expe-
rience from both the production 
house and ad agency sectors to 
his new roost; he is perhaps best 
known for his 14-year tenure 

as executive producer/CFO at 
Venice, Calif.-based Cucoloris 
Films. Most recently he served 
as executive producer at Motel 
Films, Hollywood.

In late ’00, as an adjunct to 
his work at Cucoloris, Wesson 
served as CFO to help set up 
Digital Kitchen, a hybrid creative 
shop with offices in Chicago 
and Seattle. Prior to Cucoloris, 
Wesson directed commercials 
via now defunct Spots Films for 

two years. Earlier, he spent nine 
years at Ogilvy & Mather, New 
York, where he produced and 
directed commercials all over the 
world, working with such clients 
as American Express, AT&T, 
Peugeot and Paco Rabanne. He 
also had a hand in helping start 
the careers of directors Adrian 
Lyne, Ridley and Tony Scott, 
among others.

Wesson comes aboard Aero 
as it’s in the throes of a busy 

stretch. In recent months, direc-
tors Obermeyer and Arlidge split 
a package of Farmer’s Insurance 
spots for Campbell Ewald, Los 
Angeles. Arlidge just wrapped 
commercials for GM via McCann 
Erickson, Detroit, in addition 
to winning three Caddys for 
automotive work out of Detroit 
agencies. He is currently in New 
York on post for a new Gillette 
campaign via BBDO New York. 
Obermeyer has been helming 

special two- and four-minute 
films for the National Guard to 
be shown in some 9,000 theaters 
across the country during sum-
mer blockbuster movie season. 
He has just come off of a 10-day 
Nissan shoot and is currently on 
location for a Northrop Gruman 
campaign out  of  McCann 
Erickson, Los Angeles. And 
Hansen has directed a multi-
spot public service campaign for 
Hurricane Katrina relief, as well 
as a new Mercedes-Benz brand-
ing ad out of Merkley+Partners, 
New York.

Aero Points To Wesson As Head Of Production

Optimus Hires 
Rick Thompson As 
Design Director
CHICAGO—Commercial edit-
ing house Optimus, Chicago, has 
brought motion graphics special-
ist Rick Thompson on board as 
design director in its graphics 
department. He formerly served 
as a senior designer at Digital 
Kitchen, Chicago.

Thompson’s credits include 
entertainment projects for such cli-
ents as HBO, CBS and Showtime. 
He earlier spent 10 years as an 
Inferno artist at Chicago post 
house Swell, where he completed 
work for the likes of Budweiser, 
McDonald’s and adidas.

The hiring of Thompson 
continues the growth curve at 
Optimus. His joining comes on 
the heels of the company adding 
visual effects director Matt Daly.

On a separate front, Optimus 
won four Hugo Awards last 
month on the strength of its 
OptiTV initiative whereby the 
shop’s employees were encour-
aged to create their own origi-
nal commercials which then ran 
on Comcast cable outlets in the 
Chicago market. The creative/
morale booster for Optimus staff-
ers yielded quite a body of work 
as chronicled in SHOOT last June. 
Among the spots was “Trappings 
of Leisure,” created and directed 
by Optimus’ After Effects editor 
Mark Butchko. The short won 
the Hugo Audience Award and a 
gold plaque for special achieve-
ment in computer graphics. More 
than 12,000 people voted for the 
Audience Choice honor, choos-
ing “Trappings of Leisure” from 
27 finalists, most of which were 
client-driven ad entries from 
Chicago agencies.

Optimus also copped a gold 
Hugo plaque for “William Elliott 
Whitemore” and a silver plaque 
for Remembering Monticello, also 
OptiTV creations. All OptiTV spots 
are available at www.optitv.com.
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We’ve seen dolls used in 
commercials before. 
But, uh, never like 

this. We’re talking about the 
wonderfully ridiculous new 
Virgin Mobile spot “Greatest 
Adult Music,” which finds dolls 
starring in a soft-core porn spoof. 
Created by Mother, New York, 
and directed by Peter Darley 
Miller of bicoastal/internation-
al @radical.media, “Greatest 
Adult Music” promotes Virgin 
Mobile’s introduction of free 
nights and weekends minutes to 
its pay-as-you-go plan custom-
ers. “That concept in this indus-
try isn’t absolutely new—well, 
it’s new when it comes to pay-as-
you-go plans—but, in general, it 
isn’t that new, so we wanted to 
create something extra and add 
some dimension [to the offer],” 
explained Mother partner/cre-
ative director Paul Malmstrom.

That something extra is Virgin 
Mobile’s Listen Line. Created by 
Mother, the Listen Line allows 
Virgin Mobile users to spend 
their free nights and weekends 
minutes listening to offbeat 
audio. Among the content offer-
ings on Listen Line: language 
lessons, motivational gems and 
the greatest adult music, of 
course.

Hence the “Greatest Adult 
Music” commercial (one of a 
multi-spot campaign divid-
ed between @radical.media’s 
Miller, Dave Meyers and Andrew 
Zuckerman), which finds Nikki, 
an attractive blonde (who hap-
pens to be a doll), opening the 
door of her apartment to find 
Chad, the cable guy (another 

doll), standing there.
“Hi. I’m here to fix the cable,” 

Chad says, his voice deep and 
sexy.

Nikki invites him into her 
apartment, and they retire to the 
couch.

“My friend just came over to 
shower,” Nikki informs Chad.

Cut to a shot of a female 
friend of Nikki’s in the shower, 
then back to Nikki in time to see 
the strap of her dress fall off her 
shoulder.

Cue the music—a groovy 
porn-style track with a distinctly 
1970s vibe.

Discarding his jacket, Chad 
advances toward Nikki, asking, 
“Where should I plug this in?”

One has to ask: 
What went through 
Miller’s mind when 
he read the script 
for “Greatest Adult 
Music?” “I was laugh-
ing,” Miller recounted. 
“It was very funny and 
very well done.”

Miller and DP Mott 
Hupfel shot “Greatest 
Adu l t  Mus ic ,”  a s 
well as spots titled 
“ M o t i v a t i o n a l 
Speaker” and “History 
By Dwayne,” over two 
days in—of all plac-
es—a New York City 
church. In fact, Nikki’s 
apartment is actually 
the office of a rector’s 
secre tary’s  office , 
Miller shared.

A c c o r d i n g  t o 
Mother creative Dylan 
Bernd,  the office , 
which happened to 

have a bathroom with a shower, 
was re-fitted with wood panel-
ing, a “pleather” couch and bad 
art to give it that “classic seven-
ties/eighties cheesy porn look.”

The dolls featured in the spot 
were procured in Manhattan’s 
Chinatown. After rounding 
up about twenty of them, the 
Mother team brought the dolls 
back to the office for a casting 
session. “We had them take off 
their clothes and act out some 
scenes—nothing too sexual but 
more just sensual and tasteful. 
It was a good casting session,” 
Bernd shared, noting, “It got a 
little hot and heated. I actually 
had to leave the room.”

Bernd is joking, of course—at 
least we hope so.

NEW YORK DOLLS
Chad, with his Boogie Nights 

look, is a hybrid of sorts, con-
structed from the pieces of 
other dolls, pointed out Miller. 
Chad didn’t originally have the 
sexy mustache he sports in the 
spot, by the way. That’s an idea 
Bernd came up with on location, 
according to Mother creative 
Susan Corbo, who recalled, “The 
art department just drew it on 
with a marker. We had no Chad 
backup, so if they had screwed 
up the mustache, we were done 
for. But, luckily, everything went 
okay.”

Once his talents were looking 
their hottest and ready to per-
form, Miller got to work, mix-
ing stop-motion and live-action 
techniques. “When you see Chad 
and Nikki, they move in stop-
motion, but the door [to Nikki’s 
apartment] moves in real time, 

and the shower scene with her 
friend is in real time,” Miller 
said, noting the combination 
of stop-motion and live-action 
gives the spot a unique twist in 
terms of look.

A low-tech production, Miller 
noted, “The whole idea was to 
go for the concept and make it as 
funny as possible and not worry 
about making it perfect.”

As you might imagine, mak-
ing this spot was a lot of fun. 
“You have to understand that we 
were all laughing hysterically 
when we were taping Chad to the 
couch,” Miller said. (To achieve 
the effect of Chad “climbing” up 
onto the couch, Miller simply 
taped him in place, moving him 
up and onto the couch little by 
little.) “There was something 
to be said for the pure enter-
tainment of making the whole 
thing.”

Editor Dick Gordon of Spot 
Welders, New York, cut “Greatest 
Adult Music.” Miller noted that 
Mother allowed him to work on 
a first cut with Gordon over the 
course of a weekend, “then they 
came in on Monday and kept 
going on it because I had to leave 
for another job.”

As for the music, credits 
initially provided by Mother 
list a music company called 
Monkeybacon, however, in talk-
ing with Malmstrom about the 
tune featured in the spot, the cre-
ative revealed that he was the 
composer. Miller, for one, was 
impressed with Malmstrom’s 
musical skills. “He would have 
had a life in the porno industry in 
the ’70s,” Miller mused.

Malmstrom’s willingness to 
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Director Miller Plays With Dolls For Virgin Mobile
Silly Porn Film Spoof Born Out Of The Imagination Of Mother, New York
By Christine Champagne

Client
Virgin Mobile

Agency
Mother, New York.

Paul Malmstrom, Linus 
Karlsson, Andrew 

Deitchman, Rob Baird, 
Cory Berger, Dylan Bernd, 
Jon Clarke, Susan Corbo, 
Christina DeGuardi, Phil 
Graham, Helen O’Neill, 
Margaux Ravis, Debra 

Sercy, Alex Stankiewicz, 
Dena Lenard, Alain Sylvain 
and Allon Tatarka, creative 

team.

Production Company
@radical.media, bicoastal/

international.
Peter Darley Miller, director; 
Mott Hupfel, DP; Deborah 

Sullivan and Maya Brewster, 
executive producers; Gary 

Romano, line producer. Shot 
on location in New York City.

Editorial
Spot Welders, New York.

Dick Gordon, editor; Tommy 
Murov, executive producer; 
Dahkil Hausif, assistant edi-

tor.

Post/Visual Effects
Company 3, New York.
John Bonta, colorist.

RIOT Manhattan.
Toby Brockhurst and Jay 

Tilin, VFX artists; Luis 
Ribeiro, executive producer; 
Gwen Frey, associate pro-
ducer; Connie Griffin, man-

aging director.

Music
Monkeybacon, New York.

Paul Malmstrom, composer.

Audio
audioEngine, New York.

Hillary Kew, mixer.

Peter Darley Miller

pitch in and create the music for 
the spot was typical of the enthu-
siastic team approach Mother 
brought to the table, Miller 
praised. “The thing that was so 
fun about the whole job was that 
everybody who was involved 
brought something to the party,” 
the director said. “Everybody 
had something to contribute.”
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By Robert Goldrich

Luggage lost, paradise found. That’s 
the quirky combination—with 
apologies to noted 17th Century 

English poet John Milton (“Paradise 
Lost”)—that comes together in this :30 
for Prince Edward Island Tourism, direct-
ed by John Mastromonaco of Untitled, 
Toronto, for Grey Worldwide, Toronto.

We open on a man standing alongside 
an airport luggage carousel. A single 
suitcase rotates on the carousel. The bag 
is then picked up by another guy, leaving 
the first man still in search of his missing 
suitcase.

Whatever hope he has of recover-
ing his luggage is also seemingly lost 

when the car-
ousel  comes 
to a complete 
stop. He looks 
up the empty 
carousel ramp.

But help is 
on the way—
f r o m  u n e x -
pected sources. 
A man pulls a 
dress shirt out 
of his suitcase 
and hands it to 
the luggage-
less guy. Next a woman hands him a 
pair of socks. Other passengers follow 
with other articles of clothing, including 

underwear.
A voiceover 

explains the 
c h a r i t y  o f 
these caring 
strangers, ask-
ing the rhe-
torical ques-
tion, “What if 
the world had 
been to Prince 
E d w a r d s 
Island?”

T h e  s p o t 
ends with an 

aerial shot of an idyllic coastline, provid-
ing a glimpse of Prince Edward Island’s 
natural beauty and serenity. An accom-

panying super reads, “Prince Edward 
Island. The Gentle Island.”

Director Mastromonaco’s support 
team at Untitled included executive pro-
ducer Peter Davis and producer Tuula 
Hopp. The DP was Barry Parrell.

The Grey creative team consisted 
of creative director Rick Kemp, group 
art director Gerald Schoenhoff, group 
copywriter Jason Buback, and producer 
Camielle Clark.

Editor was Richard Unruh of Third 
Floor Editing, Toronto. Colorist was Kent 
McCormick of Notch, Toronto.  Sound 
house on the job was Grayson Matthews 
Audio Design, Toronto.

The pr incipal  actor  was Mike 
McPhaden.

Director Miller Plays With Dolls For Virgin Mobile

This spec spot takes us back to the early 
20th Century. A car of the time period 
is seen puttering along the road. In 

the background are the San Francisco Bay, 
the Pacific Ocean and the water passage that 
connects them—the Golden Gate Strait.

A boat is seen making its way through 
the water. Back then the body of water was 
just that—with no bridge to span it.

We are then taken on a journey forward through 
time, primarily during the four years (1933-’37) 
when the Golden Gate Bridge was constructed. In one 
scene, we see a construction worker in the foreground 
as the bridge starts to build itself before our eyes. 
Finally the bridge is seen spanning the Strait’s vast 
reaches, connecting San Francisco to Marin County. 
To this day the bridge still ranks as one of the con-
struction marvels of all time.

A voiceover relates that the Golden Gate Bridge 
was originally just a dream. “But with the right strat-
egies and the right resources,” says the voiceover, 
“dreams begin to take shape. And the bridge—that 
many said could not be built—was.”

The black-and-white construction footage then 
turns to full color as we see the Golden Gate Bridge 
today in its full splendor. The voiceover continues, 

“Bank of America was there—celebrating 150 years of 
lending for projects big and small.” A Bank of America 
logo serves as the spot’s end tag, with a supered mes-
sage echoing the voiceover reference to the financial 
institution’s 150-year history of lending.

Titled “Golden Gate,” this spec ad was directed by 
David Dozoretz, who also served as hybrid writer/art 
director on the job.  Dozoretz runs a Los Angeles-
based pre-visualization shop, Persistence of Vision, 
and recently completed pre-vis on Mission Impossible 
3 and X-Men 3. On the side he has directed some spec 
work to further his aspiration to get into commercial 
helming.

Dozoretz’s background includes working at 
Industrial Light+Magic (ILM), San Rafael, Calif. 
(now in San Francisco) where he helped to develop 
the pre-vis pipeline for the Star Wars films.

For “Golden Gate” Dozoretz deployed such 

tools as the Maxon Cinema 4D for 3D modeling and 
animation, and Apple Shake for compositing. The 
work was done largely on Mac G5s.

The spec job entailed considerable planning and 
meticulously executed effects. For example, for the 
opening shot, a background plate was captured in HD. 
Visual effects work included replacement of the cur-
rent San Francisco skyline with a digital version circa 
the 1930s, sky replacement, a digital ocean and boat, 
and removal of the present day Golden Gate Bridge 
and the road’s rail guard.

Among other touches were the creation of a digital 
crane, an animated trellis and north and south tow-
ers for a subsequent scene as the construction of the 
bridge unfolds before our eyes.

Additional credit goes to DP Ron Fricke, producer 
Ted Gagliano and CG artists Kevin Aguirre, Chad 
Hoeftig, Shane Cook and Hunter Kuhnert.

Spec Spot For Bank Of America Spans S.F. Bay, Pacific Ocean

“Luggage”
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Having fun with Helga
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By Emily Vines

While many car compa-
nies have Web sites 
where someone can 

build a car with the features he 
wants, Crispin Porter + Bogusky 
(CP+B), Miami, has taken the con-
cept a step further. On VWFeatures.
com, agency artisans have created 
a place where anyone interested in 
a Volkswagen GTI can customize 
the car from a myriad of options 
and take it for a joyride. 

“Most sites don’t really feel 
like you’re putting the car together 
[instead] you’re sort of picking 
some things,” executive creative 
director Andrew Keller said. “… In 
terms of what you feel like you’re 
affecting on your car, it’s mainly 
like the color or you can put some 
stripes on it or something. Whereas 
with GTI we wanted it to feel like 
you’re involvement really starts 
further back as you spec out all of 
the elements of your vehicle.”

The site for the GTI MkV (pro-
nounced mark five) allows visitors 
to customize a GTI’s body, trans-
mission, wheels, interior, acces-
sories, tools and “Fast.” In each 
category the options expand. For 
example, in the body category, vis-
itors can choose the color and body 
kit they prefer as well as whether 
or not they want a sunroof. In total 
there are 11 different features, like 
seat selection, with 33 different 
options, like cloth or leather.

As a program applies the selec-
tions to a car, statistics on the top 
track speed, drag coefficient, 0-60 
time, and price change on the right 
hand of the page. Then the enter-
tainment portion of the program 
begins.

Once someone has outfitted a 
GTI, he or she can take it for a spin 
by clicking “Watch your joyride.” 
Then a Web film begins with the 
car spinning into view and Helga, 
a blond bombshell and German 
engineer, stepping out of the car 
and talking into the camera. She 
throws the keys to you and tells 

you to get into the car. While you 
are behind the wheel of the GTI, 
she points out the features you 
have chosen and describes them.

The car moves out of an airport 
hangar and onto a closed course 
where it races around while Helga 
continues to talk to you. As you 
drive the car back into the hanger 
she says, “Let’s get you back to 
the Internet,” or “the World Wide 
Web” depending on which film 
you’re shown.

JOYRIDE CHALLENGE
The Web film that plays in the 

joyride section changes based on 
the features the visitor has cho-
sen so that each visitor can go 
for a joyride in the car he or she 
designed—though the target audi-
ence is 18-24 year old guys. 

With the number of options 
they had to offer in the films, cre-
atives at CP+B decided to break 
the footage into “pods,” which are 
basically scenes showcasing dif-
ferent features and shots of the 
car. On the Web site, the pods are 
assembled in a program based on 
a visitor’s selection and then the 
complete film is shown. 

There are 34, 560 possible film 
combinations so the beginnings 
and ends of each pod had to string 

together somewhat seamlessly. 
However, they didn’t want it to 
look too organic, Keller shared. 
Instead they wanted it to feel like it 
is computer generated based on the 
driver’s decisions. Helga also takes 
on a robotic feel at times.

In addition to the many scenes 
that director Jonas Akerlund of 
bicoastal RSA Films had to get 
on the set at an airport in San 
Bernardino, Calif., there were 
CG elements created by Digital 
Domain, Venice, Calif. The team 
at Digital Domain created all of the 
cars that spin into the first frame 
completely with CG. Art director 
Tiffany Kosel estimates there are 
2000 possible combinations for 
that one scene. 

“When you start to add up all of 
those little pods it turns into, ulti-
mately there are thousands of dif-
ferent combinations of storylines 
if you count how visually different 
the car could be in any given film,” 
Kosel related. “…As we developed 
these little pods and edited them, 
we had to then randomly assemble 
a grouping of pods based on what 
a user’s selections might be and we 
had to make sure that those edits 
seemed like they matched up and 
were a complete film.”

IQ Interactive, Atlanta, was the 

shop’s development partner for the 
site. Editor Christjan Jordan cut 
the work through Cosmo Street, 
Los Angeles.

“It was probably one of the 
most complicated, if not the most 
complicated, project I’ve ever 
worked on,” Kosel said.

A NEW TAKE ON A 
CLASSIC

CP+B has created two cam-
paigns—“Fast” and “Pre-tuned”— 
to promote the GTI. The first has 
spots where an inanimate object 
referred to as a “Fast,” which looks 
like a cross between a black ball 
and a demonic rabbit, compels 
people to embrace their passion for 
driving the GTI. “Fast is the repre-
sentation of the thing inside of you 
that never wants to stop and wants 
to really enjoy the performance and 
fast movement,” Keller explained.   

The second “Pre-tuned” 
campaign has spots with Helga 
and another engineer named 
Wolfgang who encourage peo-
ple to “unpimp” their souped-up 
cars and opt instead for the more 
refined GTI. A voiceover in the 
closing of each of the spots—
“Catapult,” “Wrecking Ball” and 
“Crate”—relates “The GTI Mark 
Five (MkV), pre-tuned by German 
engineers.” VWFeatures.com has 
elements of both campaigns in 
it but seems more closely tied to 
“Pre-tuned.”

Keller explained that in the 
1980s, VW began to lead the “hot-
hatch” category with the Rabbit, 
which was the precursor to the 
GTI. That is why “Fast” resemble 
the animal. 

“The GTI’s perspective on this 
is, “We started this whole thing 
and it’s gotten kind of out of con-
trol and we feel like it’s our job 
to stand up and say, “Let’s get 
this thing under control because 
our values are much more about 
restraint and clean and torque than 
day-glo and whale tails and street 
racing,’ ” he shared.

Meanwhile, the eccentric 
experts and this tone signal to 
audience members that something 
new is going on with the GTI. “It’s 
creating relevance for this German 
engineering notion. It’s something 
that Volkswagen has always played 
on and that’s a huge part of the 
Volkswagen DNA, but how do we 
make that relevant and how do we 
have a position in this hot-hatch 
category,” Keller said of taking this 
creative direction with Helga and 
Wolfgang. “Well we’re different 
and we’re proud of it and this is 
who we are; we’re German engi-
neers and we’re cars that are a little 
bit more subtle and restrained but 
it doesn’t mean that we don’t have 
an edge and it doesn’t mean that 
we don’t have a sense of humor. It 
just means we’re different.”

CP+B Offers A Joyride With Helga For GTI Enthusiasts
IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWO
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2006
CALL FOR
ENTRIES!

NEW DIRECTORS SEARCH
SHOOT'S
4TH ANNUAL

IS ON!

ENTER 
TODAY

You might 
be one of 

tomorrow's 
hot new 

directors.

SHOOT is conducting a worldwide search to discover the best up-and-coming directors who, based on their initial work, show 
promise to soon make major positive contributions to advertising and/or entertainment in its traditional and emerging forms. This global 
search is conducted by SHOOT's editorial staff with input from advertising agency creative directors & heads of production, as well as 
production company heads and established directors.  The search will be conducted between January 27th and April 21st.

After the best work is chosen SHOOT will compile the 2006 SHOOT New Director Showcase Reel and interview the direc-
tors for a special feature that will appear in SHOOT’s May 12th issue, pdf version, HTML e.dition, and on SHOOTonline.com, bringing 
worldwide attention to the work and the directors.  In addition, the work will be screened for an audience of key advertising agency and 
production industry decision-makers at SHOOT’s 2006 New Directors Showcase Event in New York City in May.  Coverage of that event 
will appear in SHOOT in June and the showcase reel will be posted on SHOOTonline.com.  

Directors receive enormous career-making exposure!

What Work is Eligible to Enter?

Who's Eligible to Enter? For the 4th Annual Showcase, Directors can submit work that was completed in the last 15 months. (January 2005-
March 2006) (excerpts from shorts, and excerpts from longform film or other entertainment fare should be NO MORE than 5 minutes in length)  
*Must be directing in category of entry less than two years to enter.

ENTER SHOOT'S NEW 
DIRECTOR SEARCH TODAY

It could be a big step towards being noticed by the companies 
that can represent you and the advertising agency creatives 
and producers that can hire you.

Get your submission form today: Entry Deadline: Send Submission form (must be completely filled out), entry fee, and 
www.shootonline.com/go/search April 21, 2006 work (1/2 inch VHS, 3/4 inch or DVD) to SHOOT's East Coast office:
Questions: rgoldrich@shootonline.com SHOOT

Entry Fee: 21 Charles Street, #203
$75.00 Westport, CT 06880 USA

Att: New Directors Entry

Category 1: Traditional broadcast Category 2: Alternative media content Category 3: Other
television spots, spec work, cinema, branded 
content

webisodes, spots created for online use, mobile-
phone content, in-game advertising, advergaming, 
virals, alternate reality gaming, ads created for 
PDAs

music videos, short films, feature films
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Raisin’ Brand
Agency Artisans Assess The State of Creativity

As the industry awards season gets into full swing, what 
better time to assess the state of creativity? SHOOT 
surveyed various competition judges to get their feed-
back on the current state of creative fare. Responses 
spanned traditional and new media. And in the lat-
ter vein, before launching into the survey itself, we 
thought it best to share a big picture perspective from 

Eric Hirshberg, president/chief creative officer at Deutsch Los Angeles, 
who last week addressed a gathering at the Online Media, Marketing & 
Advertising (OMMA) confab in Universal City, Calif.

Hirshberg contends that the heavy focus on new media technol-
ogy—how advertising is delivered to people—is “misplaced.” Ironically, 
he observes, while technology can help audiences avoid ads, we are cur-
rently in an era when people are interacting with brands in more profound, 
emotional and elec-
tive ways than ever 
before. Arguably 
the most signifi-
cant trend today, he 
says, is how people 
are connecting with 
brands.

“Brands  have 
become a  pow-
erful part of pop 
culture…kind of 
min i - r e l i g ions , ” 
relates Hirshberg. 
“…Religions are 
‘marketed’ as a set 
of values. ‘I’m this 
type of person and 
that’s why I belong 
to this community.’ 
That same dynamic 
is happening with 
brands.”

He then proceed-
ed to list different 
products in four cat-
egories: automotive, 
technology, fash-
ion and food. From 
selections in each 
category, Hirshberg 
asked the OMMA 
audience to imagine the kind of person who liked certain brands (Dell, 
Blackberry, Apple, Armani, Volvo). Certain sets of brands indeed conjured 
up profiles, albeit superficial, of each consumer. “Five to 10 years ago, we 
couldn’t have played that game,” he contends. “Instead you would have 
had to do it based on something like the movies a particular person liked. 
But now, brands have become shorthand for who we are in the world….

Teens, for example, express themselves through fashion…You have a 
movie today like Mean Girls, which through brand, taste and style, under-
scores the differences between the haves and have-nots.”

Hirshberg adds, “Brands have become a much bigger part of our lives, 
our mental landscape…Decisions we make in commerce, on a superficial 
level, help to define us.”

The Deutsch creative believes that consumers want to connect with the 
right brands for them and have increasingly become “marketing Mensa 
[members]. They know the tricks, are more sophisticated. They don’t mind 
being marketed to but it must be done well.”

“People don’t hate advertising. They hate bad advertising,” says 
Hirshberg. Towards that end of creating smart, relevant advertising that 
connects with people across different platforms, he affirms that agencies 
should foster “integrated people, not integrated departments.” 

The holding com-
pany structure and 
mentality at many 
ad agencies leads to 
separate divisions in 
separate buildings. 
By contrast, he says, 
at Deutsch “all of our 
creatives [from dif-
ferent disciplines] sit 
together. They’re one 
community designed 
to deliver one voice 
for every element of 
the brand.”

FEEDBACK
The following mix 

of agency creatives 
have served,  are 
serving or are slated 
to serve on judging 
panels for such com-
petitions this year as 
The One Show, the 
ANDYs, The Art 
Directors Club (ADC) 
Awards, the Clios, the 
AICP Show, and the 
Cannes International 
Advertising Festival, 

among others. The sur-
vey questions were: What is the state of creativity in traditional television 
and emerging media today? How has the process of judging changed over 
the years? For example, being able to routinely access work from around 
the world over the Web, one would think there are fewer surprises in terms 
of what you see while serving on a competition jury. What have you gotten 
out of judging competitions in years past? Or if this is your first time judg-

17-Raisin’ Brand
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ing, what do you hope to gain 
from that experience?

Pete Favat
Chief Creative Officer
Arnold Worldwide, Boston

People look at the mix of new 
media and see chaos and con-
fusion. I think it’s pure oppor-
tunity. This year’s ANDYs and 
One Show Interactive competi-
tions had a number of entries that 
were through the roof creatively. 
Interactive content is no longer in 
startup mode. It’s a full-fledged 
media vehicle. 

When television was created, 
I’m sure there were creatives who 
thought, “No way we’re doing 
that. Print has been awesome for 
us.” To ignore or give short shrift 
to interactive would be to make 
the same mistake. 

To have separate creative peo-
ple in interactive is crazy. I tell 
my creatives, “You are going to 
learn interactive. You are going 
to understand it.”

Yes, we have world-class, 
kick-ass talent at Arnold in 
design, interactive and concept 
development. But we all work 
together in one place—one build-
ing—to bring an integrated cam-
paign together. The smart trend 
today is to be media agnostic. 
Have the idea first and then fig-
ure out how to dispense the idea.

I don’t see TV being replaced. 
But interactive at the very least 
can complement TV or become 
like the TV medium in terms of 
importance. In judging award 
shows, I saw R/GA’s Nike work 
on the Times Square big screen 
where you design your own shoe 
via your cell phone. You size it 
up and order it via phone. The 
campaign breaks all the rules and 
works on so many levels. You 
use the phone to communicate 
with the Times Square screen. 
Talk about giving customization 
and empowerment to consumers. 
They can design a pair of shoes, 
click on the size and it will get 
shipped to them. 

Even with the Internet, you’re 
on your ass somewhere. This [R/
GA] work takes it to the street 
to use your phone as a design 
and purchasing device. Let’s try 
the color yellow or red. If that’s 
where we’re going, I like it. It’s 
way beyond traditional and the 
Web.

For me, judging has been a ter-
rific experience. Hanging out and 
talking with Goodby, Bogusky, 
Scarpelli is a learning experi-
ence no matter what level you’re 
at in the business. You see great 
work and not-so-great work. But 
the great work you can bring 
back to your agency to show 
that this is the caliber of work 
we need to do. Our Volkswagen 
interactive stuff has won tons of 

awards—but even then, you need 
to keep growing and developing 
and striving to do great creative. 
And even with work all over the 
place and accessible during the 
year—and I am an advertising 
junkie who constantly seeks out 
work—you still can run into sur-
prises when judging…pockets of 
work you hadn’t seen before or 
had the chance to thoroughly see 
and fully appreciate.

As a judge, I think agencies 
are grappling with how to best 
present their integrated work at 
shows. A lot more experimenta-
tion needs to be done to show 
integrated work cases in the best 
possible light. Sometimes pre-
sentations seem disjointed and 
messages aren’t clear. This goes 
beyond just presenting a print 
ad or a TV spot. The big picture 
often needs to be better thought 
out for presentation to judges.

David Lubars
Chairman and Chief Creative 
Officer
BBDO North America

Television-wise, there are 
some great spots and not great 
spots, same as it has always 
been.

With all the talk about emerg-

ing media, it hasn’t progressed 
as fast as I imagined it would. 
Unfortunate, because clients and 
agencies really do want to go 
in new directions. The problem 
is our industry hasn’t figured 
out how to provide substantive 
media metrics for the new things. 
Without decent measurement, 
new media pieces can seem 
experimenty and risky. We have 
to work hard to come up with 
models that’ll prove the impact 
of [Cannes] Titanium styled cre-
ative.

The biggest thing that has 
changed is the universality of 
the work. You can’t have inside 
American or Brazilian references 
anymore because the judge from 
Poland won’t understand. The 
creative has to address human 
truths, not cultural ones. The best 
work always did that anyway.

I judge shows where I think 
I can learn something from the 
work being entered. Cannes, One 
Show, a couple of others.

Jeroen Bours
Creative Director,
Hill Holliday New York and 
Boston.   

There’s a big difference 
noticeable between the U.S. and 
other countries and it’s coming 
through in the award shows. The 
U.S. is clearly in a new media 
frenzy. The focus is new media in 
practically every meeting. Media 
planners are pulling their hair out. 
Clients and agencies think they 
need new media while trying to 
figure out what it really is. Often 
you hear between the lines: “I 
want it, I want it, whatever it is.” 
Only everyone notices that once 
a new idea has been discovered, 
someone is already doing it. And 
copying a blog idea for a brand or 
an interactive game idea cannot 
be done. Once the “Subservient 
Chicken” was born [for Burger 
King], no one can repeat it. New 
media won’t let you repeat an idea. 
Ford cannot do Ford Films after 
BMW. You can’t have another 
subservient-anything ever again.  
This fever hasn’t yet reached other 
countries it seems. And if they’re 
practicing it, they’re just calmer 
about it. The word “commercial” 
has become an almost dirty word 
in pitches and meetings and the 
work suffers because of it. Where 
are the campaigns, the real last-
ing ideas today? They’re nowhere 
to be found because everyone 
is working on the “candy of the 
week idea.” Agencies are getting 
famous for putting out one-time 
ideas that last less than a month. 
Not so in other countries and so 
the best commercials are foreign.   

Thanks to countless blogs 
and emails sending you the lat-
est cool spots from all over the 
planet, judges go into the shows 
expecting to see certain work. 
The never-seen-before work suf-
fers because of it. It’s as if certain 
ideas campaign for themselves 
during the year like an old politi-
cian. For some judges it’s very 
easy to form an opinion before 
the judging is actually over. Not 
a good thing of course. I found 
myself lobbying for a good spot 
from England that nobody had 
ever seen before, just because 
opinions were already formed on 
the familiar stuff.

Judging is a very humbling 
experience. You sit there and 
judge everyone’s hard work. You 
easily become a snob in the pro-
cess. And then you pinch your-
self and remind yourself that you 
don’t often get the chance to be 
that good at all on a daily basis 
because of many circumstances 
including budgets and clients. 
In the end, I always walk away 
thinking, what an incredible 

amount of people work so hard to 
keep up the standards in our pro-
fession. It gives me the energy to 
keep trying.

Marc Lucas
Creative Director
SS+K, New York

I was invited to judge both the 
ADC and the AICP this year—a 
great way to get an overview of 
the work done around the world 
in the past 12 months. 

It’s clear there’s a change 
sweeping over the industry, and 
it is reflected in the work we saw. 
In the past, the parameters were 
more clearly defined—much like 
a haiku, advertising existed with-
in some structural givens. Today, 
it’s harder to judge work because 
the first task is to understand 

exactly what we’re looking at. Is 
it a spot, a viral piece, or some-
thing we’ve never seen before? 
Is it magnetic work? Does it give 
people a reason to rewind the 
TiVo? Will people devote pre-
cious time engaging with this 
idea? Or is it just a commercial 
without a budget or the discipline 
of media restrictions?

Based on what we saw sub-
mitted at the ADC, everyone is 
wrestling with this stuff, some 
with more success than others. 
There’s some really interesting 
work coming out of China, Japan 
and France, and closer to home, 
Crispin continues to recalibrate 
the definition of good. Others 
created complex and convoluted 
conceits that were ambitious but 
naive failures. 

At the AICP Show, I was on 
the Humor Jury, which was a 
slightly different beast. It was 
hardly the yuk-fest I’d been hop-
ing for. While many of the entries 
forgot the first rule of comedy 
(Be funny), the few that didn’t 
fell into two distinct categories: 
1) weird or 2) physical come-
dy. I’m not sure if its genera-
tional, but the candy category 
defined the Weird (see: Starburst, 
Snickers, Skittles). The rest felt 
like out-takes of America’s fun-
niest home videos or were so 

familiar I half expected to hear a 
rim-shot after the gag. 

AdCritic and ad blogs have 
virtually eliminated surprises at 
the shows. The viral snowball 
that started with the John West 
Salmon spot—“Ooh look! An 
eagle!”—has become a jugger-
naut. On the one hand, it’s great 
to have access to the very best 
work as it runs, but the danger 
becomes that industry opinion 
is swayed and steered by this 
24/7/365 access. In the old days, 
award annuals and reels were 
blamed for defining what was 
good by last year’s standards—
creating an annual creative feed-
back loop. That cycle is now 
faster than ever. PR has always 
helped pre-sell work to juries, 
but today it’s unheard of to see 
something brilliant and unknown 
at Cannes. Is that a bad thing? 
The jury’s still out.

I’ve been lucky enough to 
judge a bunch of shows over the 
past few years—I’ve even chaired 
a couple—and the thing I value 
the most about the experience is 
the people you meet. If you’re 
not there, you’ll see the work 
eventually—and you’re spared 
picking through the rubbish—but 
you miss the dialogue. Judging a 
show means being sequestered 
with some of the smartest people 
in our business. The conversa-
tions over pasta salad during the 
lunch break make you realize 
we’re all going back to same 
stresses and frustrations when 
we’re done. And when the con-
versations turn to the work being 
judged, you get a glimpse of how 
these people think. 

My most memorable judg-
ing experience was co-chairing 
the jury of the Asian Advertising 
Awards with Pat Fallon. I don’t 
know quite how it happened but 
under no other circumstance 
would I have had the opportu-
nity to spend two days discussing 
the state of advertising with Pat 
Fallon. 

If you’re a fan of our busi-
ness—and I am a self-confessed 
geek for this stuff—judging is 
totally win/win. You get to sort 
through all the work, searching 
for gems, and you get to spend 
time with people you’d never 
meet any other way.

Bill Morden
Chief Creative Officer
BBDO Detroit

As far as the state of current 
television creative goes, I feel the 
work has taken on a much more 
“entertaining” versus product 
focus. Both clients and agencies 
feel the pressure to compete with 
all the other choices a consum-
er has to spend time watching, 
whether it is regular TV, cable, 
Internet, satellite and, yes, even 
on their ipod. With all that com-
petition, the work has to be more 

Agency Creatives Offer Perspectives On State of the Biz 
Continued from page 17
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sought out and being more enter-
taining seems to be the solution, 
rather than just informing.

As far as the emerging media 
goes, we are seeing a lot more 
controversial work running on 
the Internet and satellite, which 
has fewer guidelines, which 
makes it more free form.

So from a creative perspective 
it allows us to be more edgy and 
less traditional.

I think that because of the Web, 
we [as award judges] are able to 
be more familiar with the work as 
a whole and there are fewer sur-

prises. Particularly when it comes 
to international work.

I think one of the more inter-
esting conversations we had 
judging the ADC was how should 
we judge work that was created 
for the Internet. Should just the 
longer version of a regular TV 
spot, that was put on the Web, be 
judged the same way as a body of 
work that was created specifical-
ly for the Web with a real interac-
tive outcome, i.e. would you pass 
it on, did you click through to 
another Web site, etc.

What I always get out of judg-
ing is “inspiration.” It is fun to see 
great ideas executed perfectly. It 
makes me excited to be a part of 
such a creative business. 

Kris Kiger
Executive Creative Director
R/GA, New York

From what I’ve seen this year 
of TV and emerging media, TV 
has stayed pretty much the same 
as in past years.  There are always 
one or two brilliant spots that get 
your attention but most are fairly 
straight forward and nothing new 
or groundbreaking. Perhaps it’s a 
symptom of emerging media. If 
your communications plan is to 
tell a story across multiple chan-
nels, the way you think about 

the end creative has to radically 
change. However, it’s important 
to remember that just because 
you can do a longer format piece 
doesn’t always mean you should, 
and because there are new ways 
to deliver a message doesn’t 

mean it’s right for the target audi-
ence.

That said, now that the cre-
ative may end up on a TV, a 
computer, a two-inch cell phone 
screen or a digital sign the size of 
a skyscraper, editing and produc-
tion is more important than ever 
to ensure the creative is still at 
its highest quality and the mes-

sage isn’t diluted. Additionally, 
collaborating with your planning 
group and technologists during 
the initial creative brainstorms 
is essential so that these medi-
ums are fully exploited, the story 
remains compelling and the ideas 

executed properly.
I’d say in most cases the judg-

ing process has become more 
streamlined. However, there are 
still a few shows out there that 
leave you wondering why you 
still have a pencil in your hand. 
And yes, there are pieces that 
circulate prior to judging so you 
know it will likely be in the top 

tier of what you see. The inter-
esting thing to note is that each 
jury is made up of a unique mix 
of people, and each one has its 
own collective personality and 
perspective—different things 
resonate to each jury.

The discussions and debate 
about the work from various per-
spectives is what really interests 
me.  Judging (for me, especially 
interactive) is such a personal 
experience and users are engaged 
with the work on a one-to-one 
basis. The experience is unique to 
that person because there are so 
many different ways to navigate 
the piece. Interactive is not some-
thing that you sit back and pas-
sively take it in. A TV spot runs 
for a short duration and the expe-
rience is linear and passive—you 
can expect that everybody saw 
the same thing. However, with 
interactive, you are engaged in 
the creative and taking an active 
role in the experience. You, as 
the user, decide what areas of the 
creative you want to explore and 
as a result, you can’t always be 
sure that everybody saw the same 
thing—let alone interpreted in 
the same way. It’s always inter-
esting to hear someone else’s 
take on what they experienced, 
and how it affected them.

Bill Morden

What I always get out of 
judging is “inspiration.” It is 
fun to see great ideas exe-
cuted perfectly. It makes me 
excited to be a part of such 
a creative business. 

—Bill Morden
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The Road
To Filming

Incentives Continue To Emerge
As Locations Show Gets Underway

By Robert Goldrich

21-The Road To Filming  23-The Golden State Remains Hopeful

Continued on page 22

The road to filming is seemingly paved with 
good incentives. Tax credits, rebates and the 
like are emerging in states and municipalities 
across the country, continuing a trend which 
represents a dramatic turnaround from the situ-
ation of just three-plus years ago when assorted 
film commissions were facing significant bud-

get cuts, if not outright elimination, due to belt tightening at the 
state government level.

Many of the incentives in play today include TV commercials 
and branded content projects as qualifying projects. 

The latest major development 
is chronicled on this week’s front 
page, the passage of incentives 
expressly designed for commer-
cial production in the State of New 
York, which has funded the incen-
tives to the tune of $7 million. Still 
to be determined is exactly when 
the tax credits will take effect, the 
prime options being on July 1, 
2006, or by January 1, ’07.

Additionally, the City of New 
York has set up a matching fund 
of $3.5 million to encourage spot 
production in Gotham.

The state funding goes toward 
three areas:

O A growth credit provision 
designed to encourage companies 
to increase the amount of business 
they bring to the state by providing 
a refundable tax credit of 20 per-
cent of qualifying production costs 
solely on newly generated busi-
ness. The amount will be based on the difference between the 
total qualified production costs of the current year and the total 
amount of production costs of the preceding year. The growth 
credit would be funded by $3 million of the aforementioned $7 
million total.

O A downstate jobs credit which looks to retain the existing 
share of work that is currently being produced in New York. This 
provision would apportion $3 million in credit funding annually 
to eligible commercial production companies that conduct film-
ing activities within the Metropolitan Commuter Transportation 

District. The jobs credit is five percent of the total production 
costs that exceed $500,000 and would be distributed on a first 
come, first served basis.

O And an upstate jobs credit which recognizes that spot pro-
duction regularly occurs outside major metropolitan areas that 
are considered traditional production centers. This incentive 
component would provide $1 million annually to all eligible 
commercial production houses that participate in filming activity 
outside the Metropolitan Commuter Transportation District. This 
jobs credit would be five percent of the total production costs 
that exceed $200,000 and would be distributed on a first come, 

first served basis.

MASS. APPEAL
For Mark Hankey, executive 

producer of Boston-based Picture 
Park, an Association of Independent 
Commercial Producers (AICP)-
member company, one of the 
most important elements of 
Massachusetts’ recently passed 
production incentives package is 
that it applies not only to features 
and television programs, but also 
to commercials.

Hankey is  a  member  of 
the Massachusetts Production 
Coalition (MPC), which played a 
key role in helping to bring about 
this anti-runaway production 
measure. The MPC is an alliance 
of production professionals and 
related groups in the state that are 
actively engaged in content cre-
ation for all media. The mission 

of the volunteer-driven coalition is to help maintain, promote, 
increase and expedite the development, creation and production 
of film, video and new media content in the city of Boston and 
throughout the state of Massachusetts.

MPC representatives lobbied vigorously for the production 
incentives, garnering bipartisan support for the initiative in both 
houses of the state legislature. 

Hankey was brought into the MPC fold in early 2005 by Chris 
O’Donnell, IATSE Local 481 business manager and MPC legis-
lative committee chairman. In a relatively brief span, the MPC 

FILM COMMISSIONSFILM COMMISSIONS
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has made significant gains.
As reported in December, the 

principal elements of the incentives 
package include: a 20 percent wage 
tax credit on a filming project’s 
source payroll in Massachusetts; a 
25 percent tax credit for qualifying 
Massachusetts production expens-
es (excluding payroll); and a sales 
tax exemption on Massachusetts 
production costs.

To qualify for the 20 percent tax 
credit and the sales tax exemption, 
a producer has to incur at least 
$250,000 in Massachusetts-based 
production costs in a year. To be 
eligible for the aforementioned 25 
percent tax credit, more than half 
of the total production must take 
place in Massachusetts or more 
than half of the total production 
costs need to be spent in the state.

The total credits available for 
any single production are capped 
at $7 million. And there’s no 
appropriations cap on the bill, 
meaning that funding for the 
anti-runaway provisions will 
cover the entire year.

The new measure recently took 
effect. However, the provisions are 
retroactive to January 1, 2006. 

AICP executive VP Steve 
Caplan describes the legislation 
as “ambitious and far reaching….
We’re encouraged and pleased to 
see these incentives enacted—and 
that they apply to commercials.”

Next on the MPC agenda is 
to bring about the formation of a 
state sanctioned film commission 
under the Massachusetts Executive 
Office of Economic Development. 
A full-fledged state film office 
is needed to help facilitate and 
administer the new incentives.

O’Donnell relates, “This 
new law is going to open the 

floodgates for production in 
Massachusetts, and we have to 
become very effective in chan-
neling this new business into 
our community. The MPC’s sole 
agenda is to facilitate production 
in the commonwealth—and we 
look forward to working with the 
Office of Economic Development 
to make this the mission of the 
new film office as well.”

MONTANA, NEW MEXICO
While new pro-filming pack-

ages emerge, existing incentives 
have also been sweetened in other 
states. An example of the lat-
ter is New Mexico. Last month, 
Governor Bill Richardson (D-New 
Mexico) signed into law a measure 
that increased potential tax credits 
on a film project to 25 percent, a 
five percent jump over the previ-
ous limit. 

The incentives cover certain 
expenses of making a feature film, 
TV program, national or regional 
commercial, music video, video 
game, and documentary shot in 
New Mexico. A credit of 25 per-
cent of any portion of stand-alone 
qualified expenditures ranging 
from set construction and crew-
member wages to postproduction 
work (i.e.—special effects, sound 
editing) is provided for these proj-
ects. The credits take the form of a 
direct cash refund.

Meanwhile in Montana, new 
incentives initiated by Gov. Brian 
Schweitzer (D-Montana) took 
effect just a few months ago. The 
initiative applies to feature, TV, 
commercial and documentary pro-
duction. The Big Sky on the Big 
Screen Act provides a 12 percent 
rebate on hired Montana labor 
(covering the first $50,000 worth 
of wages paid per Montana resi-

dent) and an eight percent rebate 
on qualified production budget 
expenditures including, but not 
limited to, hotel and lodging, pro-
duction equipment rental, fuel 
costs, expendables, lumber/con-
struction materials, vehicle rentals, 
and food and catering costs. (In 
addition to these new incentives, 
Montana has no sales tax.)

“This  incent ive  makes 
Montana more competitive in the 
film industry since producers will 
now get a refundable tax credit on 
their Montana production expens-
es,” states Tony Preite, director 
of the Montana Department of 
Commerce, which oversees the 
Montana Promotion Division, of 
which the Montana Film Office 
is a part.

Montana also has a newly 
appointed Montana Film and 
Television Advisory Council. 
Created By Gov. Schweitzer, the 
28-person body is responsible for 
promoting Montana to the film and 
TV industries, and for advising the 
Department of Commerce’s Film 
Office, the Governor’s Office of 
Economic Opportunity, and the 
Governor’s office. The Council’s 
members have experience in varied 
production, spanning, film, video 
and stills. A key Council priority 
is to promote the new tax incen-
tives. Additionally, the Council 
will work with the Department of 
Commerce to sponsor workshops, 
seminars and festivals on film-
making.

Council chair is Bozeman, 
Mont.-based film producer 
Patrick Markey. Co-chair is 
Missoula-based film producer 
Chris Cronyn.

FOREIGN FARE
The initial momentum dat-

ing back several years ago for 
state incentives was generated by 
film-friendly measures in foreign 
countries. Illinois’ groundbreak-
ing package, for example, was 
in response in part to Canadian 
incentives, which had been luring 
American production.

International incentives still 
figure prominently in the mix. The 
Association of Film Commissioners 
International (AFCI) lists assorted 
tax credits, rebates and other perks 
on its Web site spanning such coun-
tries as Australia, Belgium, Brazil, 
Canada, France, Germany, Ireland, 
Italy, Jamaica, Netherlands, New 
Zealand, Spain, Sweden, the U.K., 
Puerto Rico and Venezuela.

While a fair amount of these 
incentives don’t include commer-
cials, the prospect of actor talent 
buyouts in foreign countries has 
proven attractive to a number of 
advertisers.

The global scope of incentives 
will be reflected both on the exhib-
it floor and in the panel discussion 
agenda of this weekend’s AFCI 
Locations Trade Show, April 7-
9 at the Santa Monica Civic 
Auditorium.

On Saturday (4/8), from 10-
11:30 a.m. at the Doubletree Guest 
Suites Hotel in Santa Monica, 
Locations will present Film 
Incentives: An Independent View 
of What Governments are Giving, 
a roundtable discussion moderated 
by attorney Vince Ravine, with 
panelists such as AICP’s Steve 
Caplan, and Jared Underwood of 
Comerica Bank. 

The day prior to the opening 
of the Locations Trade Show, an 
AFCI-related discussion on access-
ing film and TV production incen-
tives worldwide is scheduled. 
The session was co-sponsored by 

Loyola Law School, Los Angeles, 
the L.A. law firm Thelen Reid & 
Priest, and the Location Managers 
Guild of America. Panelists 
included Franck Priot of French 
film commission Film France; 
Rino Piccolo of Italy’s Campania 
Film Commission, Sue Hayes of 
Film London, Brenda Sexton of 
the Illinois Film Office, and Paul 
Steinke of Walt Disney Pictures.

Meanwhile, representation from 
international film commissions on 
the Locations Trade Show exhibit 
floor continues to build. Among 
those slated to showcase their 
wares—including locations, infra-
structure, incentives and resourc-
es—are such international markets 
as Australia, the Bahamas, Belgium, 
Brazil, Canada, Chile, Ireland, Fiji, 
France, Germany, Hong Kong, 
Iceland, Ireland, Italy, Jamaica, 
Japan, Jordan, Kenya, Malaysia, 
New Zealand, Peru, Puerto Rico, 
Scotland, South Africa, Spain, 
Thailand and Trinidad.

Film commissions and support 
services from throughout the U.S. 
continue to be mainstay exhibi-
tors. Last year’s Locations drew 
some 3,400 production industry 
attendees, including members of 
the commercialmaking commu-
nity spanning production houses 
and ad agencies.

Feedback from exhibitors was 
positive on the quality of booth 
traffic, with location decision-mak-
ers spanning features, TV, spots 
and documentaries. This will mark 
the 21st year of the annual AFCI 
Locations event, which provides a 
centralized venue where produc-
ers, directors, location manag-
ers, agency creatives and other 
industry artisans can connect 
with film commission members 
from around the world.

FilMiami • Miami-Dade Mayor’s 
Office Of Film & Entertainment
Address:  111 NW 1st Street, Suite 2540 
 Miami, FL 33128
Phone:  (305) 375-3288
Fax:  (305) 375-3266
Email: film@filmiami.org
Web site:  www.FilMiami.org 
Contacts:       • Jeff Peel, Director, Miami-Dade Mayor’s Office of Film & Entertainment
                      • Robert Parente, Director, City of Miami Office of Film, Arts & Entertainment
                    • Graham Winick, Film & Event Production Manager, Miami Beach Office 
 of Film & Event Production Management

Services:
FilMiami represents the Miami-Dade, Miami 
and Miami Beach Film Offices. All three 
offices are full service film commissions 
providing location and logistics assistance, 
one-stop permitting, government liaison, 
production information and referral sources.

The Road To Filming Is Paved With Good Incentives
Continued from page 21

New Hampshire Film Office
Address:  20 Park Street 
 Concord, NH 03301
Phone:  (603) 271-2220
Fax:  (603) 271-6826
Email: film@nh.gov
Web site:  www.nh.gov/film 
Contacts:        Matthew W. Newton, Film Specialist
                      

Services:
No sales tax.  No income tax.  No capital gains 
tax.  No filming permits.  Just bring your camera 
and imagination.  You’re going to love it here!

• LOCATION SHOWCASE •



Page 23 | SHOOT >e.dition www.shootonline.com | (203)227-1699 April 7, 2006

By Robert Goldrich
With an industry, crew and tal-

ent infrastructure of longstanding 
renown, and diverse locations 
spanning every backdrop imagin-
able, California has been peren-
nially regarded as a dream host 
for filmmaking. Nonetheless, 
the reality of increased competi-
tion from other states and coun-
tries has the Golden State with 
a dream of its own—making a 
proposed economic incentives 
program a reality spanning fea-
tures, TV and commercials.

Indeed many competing states 
and nations have significant tax 
credits and other perks. But add-
ing impetus to California’s quest 
is the New York commercials ini-
tiative that just passed (see front 
page story), providing a mix of 
tax credits funded to the tune of 
$7 million from the State of New 
York, and $3.5 million slated to 
be set aside by New York City.

“All the states figure into the 
competitive equation,” relates 
California Film Commission 
(CFC) director Amy Lemisch. 
“States like Louisiana and New 

Mexico did not have a huge 
amount of filming before they 
enacted their incentives. But New 
York represents more of a paral-
lel to California, which hosts a 
lot of filming business. New York 
too does a significant amount of 
filming business but still saw the 
need for incentives.”

Lemisch would l ike  to 
see the latest development 
in the Big Apple spur on sup-
port from California legislators 
for Assembly Bill 777, a tax 
incentives package designed to 
encourage production of fea-
tures, telefilms and commercials 
in the Golden State.

Per AB 777, a refundable 
tax credit of 12 percent would 
be applied to qualified wages, 
as well as to certain production 
and post expenditures incurred 
in the making of commercials 
in California. The tax incentive, 
if passed, would apply to new 
commercialmaking business 
for California, meaning that the 
qualifying expenditures for a 
production house would be those 
that exceed the amount that the 

company spent in California dur-
ing the previous year. The pro-
gram for commercials is tied to 
annual spending by a company 
instead of being paid out on a 
per-project basis.

Lemisch describes herself 
as “cautiously optimistic” over 
prospects for passage of the mea-
sure, which is currently up for 
consideration in the State Senate. 
The bill initially gained passage 
in the State Assembly, and then 
went to the Senate where it has 
been amended. If this amended 
version clears some Senate com-
mittee hurdles and a full floor 
vote, it would then go back to the 
Assembly for approval.  There 
is support in the Assembly as 
underscored by the fact that the 
original bill’s author is Assembly 
Speaker Fabian Nunez (D-
Los Angeles). If passed in the 
Assembly, the measure would 
then need the signature of Gov. 
Arnold Schwarzenegger (R-CA), 
who has been a proponent of the 
filming incentives.

However, the passage is not 
a fait accompli as the state is in 

murky political waters to say the 
least. Also the granting of a tax 
break to the filmmaking industry 
might be difficult for some legis-
lators to reconcile at a time when 
California faces a major budget 
deficit that could translate into 
further cuts in core services.

EXISTING INCENTIVES
California does have a couple 

of incentive programs in place 
that impact the spotmaking sec-
tor, one being the longstanding 
State Theatrical Arts Resources 
(STAR) partnership which 
makes designated state-owned 
and controlled surplus proper-
ty and unused real estate assets 
available to filmmakers for no or 
a low fee. These properties for 
lensing include historic homes, 
hospitals and office buildings 
throughout the state.

The CFC administers the 
STAR program. Lemisch reports 
that STAR recently helped a bud-
get-challenged Noggin TV series 
enter its second season by provid-
ing a closed correctional facility 
as a site for extensive filming. 

She adds that assorted commer-
cials have plugged into the STAR 
inventory of properties.

The other alluded to exist-
ing incentive in California took 
effect last year in Los Angeles. In 
late ’04, the City Council passed 
a business tax reform package, 
which included an initiative that 
provides relief to many small 
and medium-sized production 
houses that shoot in Los Angeles. 
Many of these shops are primar-
ily involved in spotmaking.

The measure, which took 
effect in July ’05, restructured 
how the city business tax applied 
to the production community. 
The city’s business tax code had 
previously been tied to a yearly 
per company cap of $4.2 mil-
lion on gross production costs 
incurred when lensing in Los 
Angeles. A production house that 
met or exceeded that cap had to 
pay an annual city business tax of 
$12,700. Thus, boutique houses 
often found themselves paying 
the same amount in business 
taxes as major motion picture 

California Dreamin’
The Golden State Remains Hopeful Of New Incentives

Continued on page 24
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and TV studios.
The reform initiative attached 

that maximum tax to a high-
er cap: $12 million in annual 
gross production costs on Los 
Angeles shoots per individual 
company. This means that many 
commercial production houses 
end up paying a considerable 
lower amount in business tax. 
The savings become greater for 
those entities that maintain more 
than one commercial production 
company. The collective busi-
ness tax savings for two or more 
sister/satellite spot shops would 
translate to a fairly significant 
sum.

Additionally the reform 
raised the $50,000 gross pro-
duction cost floor—under which 
production companies paid 
a minimum tax ($147)—to a 
much higher level, $2.5 million. 
This again resulted in savings 
for smaller shops that shoot a 
limited number of jobs in Los 
Angeles.

Cities generally impose 
business taxes on companies—
local or from other towns and 
states—that conduct business 
within city limits. This applies 
to different business sectors, not 
just entertainment and media 
production. Production houses 
based in other cities and states 
are all subject to the business 
tax if they annually lens a cer-
tain minimum dollar amount 
of production in Los Angeles. 
Thus the business tax reform, 
which came about in large part 

due to lobbying and behind-the-
scenes efforts by the Association 
of Independent Commercial 
Producers (AICP)—favorably 
impacts most spot production 
companies that shoot in Los 
Angeles.

CFC
While the aforementioned 

STAR program has opened 
up properties that hadn’t been 
readily available for filming 
before, the CFC has perennially 
provided and continues to offer 
state-owned property—such as 
roads (for assorted car com-
mercials) and state parks and 
beaches—free of permit charg-
es and location fees.

Lemisch also cites assort-
ed other state-owned proper-
ties in Northern and Southern 
California that have proven 
popular with the ad industry. 
One is a building—the Caltrans 
headquarters in downtown Los 
Angeles. The stark, contem-
porary structure has primarily 
hosted commercials, along with 
scenes from The Island, a fea-
ture film directed by Michael 
Bay, whose roots are in com-
mercialmaking.

According to Lemisch, com-
mercials account for about 
25 percent of film permits 
issued by the CFC. Helping 
to facilitate this business are 
Film Liaisons In California 
Statewide (FLICS), a network 
of local film commission offic-
es throughout the Golden State. 
Lemisch describes these assort-
ed liaisons as “troubleshooters” 

whom producers can call upon 
for help, information and ser-
vices. From West Hollywood 
to San Francisco, Monterey 
County to Modesto, San Diego 
to Santa Barbara, Oxnard to 
Orange County, Marin County 
to Humboldt, the FLICS net-
work is extensive.

At press time, the CFC had a 
breakfast reception slated for this 
week which will bring FLICS 
representatives from throughout 
the state together with execu-
tive producers and producers 
spanning long form and com-
mercials. There are more than 
50 FLICS liaisons in California. 
Started by the CFC years ago, 
the FLICS organization has since 
become a nonprofit organization 
unto itself. Lemisch serves on the 
FLICS board, which is chaired 
by Ray Arthur of the Ridgecrest 
Regional Film Commission.

HANDLE WITH CARE
It’s hard to get a firm handle 

on the exact number of com-
mercials produced in California, 
a c k n o w l e d g e s  L e m i s c h . 
However, there’s been a steady 
annual barometer of at least 
some of the work done in Los 
Angeles based on film permits 
secured by FilmL.A. (former-
ly the Entertainment Industry 
Development Corp.—EIDC).

Based on those lensing per-
mits, the finally tally for spots 
in calendar year ’05 was 6,983 
production days which is 280 
days or a little more than four 
percent more than the total for 
’04.

The FilmL.A. figures rep-
resent the number of film-per-
mitted, on-location production 
days in the City of Los Angeles, 
Diamond Bar, South Gate and 
West Hollywood, unincorporat-
ed areas of Los Angeles County, 
the Angeles National Forest, and 
in more than 800 facilities oper-
ated by the Los Angeles Unified 
School District. The tally of 
filming days does not include 
production that occurs only on 
soundstages or in surrounding 
cities. Permit applications han-
dled by FilmL.A.—which over-
sees the joint Los Angeles City/
County Film Office—account 
for an estimated 80 percent-plus 
of on-location shooting in Los 
Angeles County.

The ’05 spot production 
performance continues a fairly 
steady growth path for commer-
cialmaking in Los Angeles since 
the large drop-off of ’00. Indeed 
spot biz plummeted precipitous-
ly in ’00, which is when the six-
month actors’ strike against the 
advertising industry took place. 
That strike arguably exacerbated 
what had already been a deepen-
ing runaway commercial pro-
duction problem with American 
spots scurrying to Canada and 
overseas for production. The 
resulting negative impact on the 
U.S. economy, including in such 
markets as Los Angeles and 
New York, was felt well after 
that strike was settled.

Keep in mind that the cur-
rent actors’ contract is set to 
expire in October. Suffice it to 
say that the Screen Actors Guild 

(SAG)/American Federation 
of Television and Radio Artists 
(AFTRA) commercials contract 
is of prime industry concern and 
the hope is that negotiators on 
both sides of the table can learn 
from the past.

Per FilmL.A. statistics, over-
all growth spanning theatrical 
feature, TV program and com-
mercial on-location days in ’05 
amounted to about four percent 
as compared to ’04. This marked 
a leveling off of the bullish 19 
percent increase in ’04 when 
stacked up against ’03.

FilmL.A. president Steve 
MacDonald says that while ris-
ing demand for entertainment 
content is fueling increased pro-
duction around the world, L.A.’s 
significant slowdown in growth 
is an indication that production is 
being lost to other regions. 

This brings us back to where 
this story began—on the subject 
of incentives. “A four percent 
annual rise in production should 
not be interpreted as a sign of 
L.A.’s competitive success,” 
relates MacDonald. “Other juris-
dictions, such as New York City, 
are celebrating dramatic growth 
in production activity thanks to 
very aggressive incentive pro-
grams [for features and TV pro-
grams]. We’re concerned L.A. 
isn’t capturing its share.”

MacDonald notes that in just 
the past few years, 20 states in 
the U.S. along with an increas-
ing number of locales around 
the globe have begun to offer 
economic and other incentives to 
lure entertainment production.

California Dreamin’ Of New Economic Incentives For State Filming

Continued from page 2

lion was promised out in 11 days 
this year so it’s very hard to 
attract those other productions. 
What we are trying to do is a tax 
credit program that stretches for 
a number of years. 

What is proposed in the House 
and Senate bill right now is $25 
million a year for eight years in 
the form of tax credits. And by 
being a tax credit you will know 
it’s there for the next eight years 
basically. 

Furthermore, if you want to 
shoot within a year and you are 
afraid that the tax credits might 
run out, you can actually, if those 
tax credits are promised out, you 
can take the tax credit for the fol-
lowing year; you can go ahead 
and shoot when you want and 
take the tax credit from a subse-
quent year. It helps ensure that if 
you want to have a production in 
Florida, you can be much more 
assured, not promised, but much 
more assured that the incentive 
will be available.

SHOOT: Is the sales tax 
exemption included in your 

Entertainment Incentive Plan?
Sirmons: It’s a completely 

separate incentive. The sales tax 
exemption is huge and is taken 
advantage of by a tremendous 
amount of productions; I think in 
the thousands now. 

SHOOT: What other things 
are you working on?

Sirmons: We’re also going to 
break out a statewide Reel Scout 
system probably in late April or 
May, which will unite all of the 
54 film offices in the state and 
allow them to put their photos 
and representations all within 
one basic Web site, one super 
Web site so producers will have a 
much easier job of looking over 
the location photos that are avail-
able. 

SHOOT: Tell me about the 
locations in Florida, South 
Florida seems like an especially 
beautiful place to film.

Sirmons: It is beautiful, [as it 
is] all around [the state]. You get 
into Cedar Key and Fort DeSoto 
up the west coast, and on the east 

coast you’ve got the Kennedy 
Space Center. There are not only 
unique natural looks but also so 
many unique structures, anything 
from old forts to the space pro-
gram. 

And in Pensacola, they just 
announced that, I believe, in May 
they are going to sink an aircraft 
carrier off the coast of Pensacola 
and that is available for filming. 
So there are a lot of very unique 
opportunities.

Across the coast in Naples 
you’ve got some of the great-
est golf courses and hotels in the 
world. When you get up to St. 
Pete you’ve got Fort DeSoto and 
the aquarium in Tampa, large 
ports in Tampa and of course up 
in Jacksonville on the other coast. 

In Daytona Beach you’ve got 
the speedway, terrific beaches 
and the LPGA golf course. When 
you get down into the Cape 
Canaveral and the Cocoa Beach 
area you’ve got again outstand-
ing beaches—we don’t run short 
of outstanding beaches here. And 
we’ve got the space center and 
all of the companies that support 

the space center; it’s a very tech-
nical area.

Orlando is so much more 
than theme parks. You’ve got 
every look in the world right 
there in Central Florida and if 
you want beaches, you’re a 45-
minute drive from Cocoa Beach, 
so Orlando is a great place to set 
up. And they have state-of-the-
art sound stages that are the best 
available in the state and prob-
ably on the East Coast there are 
no finer than they have in both 
Universal and Disney and also 
Chapman/Leonard.  

Jacksonville is in the running 
to land the Dallas feature, so 
that’s how diverse that place is. 
Not only does it have the great 
ports and the great downtown and 
an NFL football team, but it’s got 
a chance to land the movie Dallas 
because John Travolta is going to 
play J.R. and Mr. Travolta hap-
pens to live over in Ocala. 

And even in Tallahassee here, 
a large company like Wal-Mart 
comes in to shoot their commer-
cials. And in the panhandle there 
are really picturesque beaches 

and the sands in Panama City and 
Fort Walton Beach all the way to 
Pensacola are legendary.

SHOOT: What about the 
Everglades? 

Sirmons: The Everglades are 
fascinating and the water source 
for the Everglades actually starts 
in Orlando and flows all the way 
down. Then you get up in North 
Florida and right up near the 
Georgia border and you’re pretty 
much in the southern part of the 
Blue Ridge Mountains. It has the 
rolling hills and the valleys, old 
growth trees— it’s beautiful.

SHOOT: What is the state 
of your infrastructure?

Sirmons: It’s very good. By 
all accounts, we are the third 
largest state [behind New York 
and California] for crew base in 
the country … we have equip-
ment houses in Central Florida 
to South Florida for camera gear, 
grip gear, electric gear; post pro-
duction houses in both Central 
and South Florida, everything 
right through to HD.

Florida Commish Breaks Down Pending Legislation, Looks At Locations

Continued from page 23
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ing up with the best way to verify 
total qualified production costs of 
the prior year as compared to the 
next—could require more time 
in the fine tuning of regulations, 
possibly resulting in the enact-
ment date option furthest down 
the road: Jan. 1, ’07.

• A downstate jobs credit 
which addresses the misconcep-
tion about the commercials indus-
try that there is a fixed amount of 
work that will occur in a certain 
location regardless of economic 
circumstances. This is clearly not 
the case in that every spot lens-
ing job is considered up for grabs 
prior to being filmed. The ratio-
nale for this downstate jobs credit 
is that it’s important not to take this 
business for granted and to make 
efforts to retain the existing share 
of work that is currently being 
produced in New York. For this 
provision, $3 million in annual 
funding is being apportioned for 
eligible commercial production 
companies that conduct filming 
activities within the Metropolitan 
Commuter  Transpor ta t ion 
District. The jobs credit is five 
percent of the total production 
costs that exceed $500,000 and 
would be distributed on a first 
come, first served basis.

• And an upstate jobs credit 
which recognizes that spot pro-
duction regularly occurs outside 
major metropolitan areas that are 
considered traditional production 
centers. This incentive component 
provides $1 million annually to all 
eligible commercial production 
houses that participate in filming 
activity outside the Metropolitan 
Commuter  Transpor ta t ion 
District. This jobs credit would be 
five percent of the total produc-
tion costs that exceed $200,000 
and would be distributed on a first 
come, first served basis.

CITY VIEW
Meanwhile, the New York City 

tax credit incentives program will 
likely have its $3.5 million fund-
ing evenly divided between two 
components—counterparts to the 
state’s growth credit and down-
state credit provisions.

The city tax credits are sub-
ject to New York City Council 
approval. There is precedent for 
this matching municipal initiative 
in that the state credits for theatri-

cal features and TV programs—
which were passed in 2004 under 
the Empire State Film Production 
Credit measure—also garnered 
a companion program funded by 
New York City

As earlier reported in SHOOT, 
Matt Miller, president/CEO of 
the Association of Independent 
Commercial Producers (AICP), 
articulated the industry’s case for 
an incentives program during his 
testimony in a joint budget hear-
ing on economic development 
before the state’s Assembly Ways 
and Means, and Senate Finance 
Committees. He contended that 
the $7 million cost of the state 
tax credits represents a relatively 
small investment in that the eco-
nomic impact generated by pro-
ductions shot by AICP member 
companies amounts annually to 
some $5.5 billion.

In his testimony, Miller pointed 
out that New York State has expe-
rienced major erosion of its com-
mercialmaking business. He cited a 
leading industry payroll company’s 
finding that New York’s share of 
overall nationwide payroll in com-
mercials has plummeted from 45 
percent in ’90 to around 18 percent 
in’04. In today’s dollars, this equates 
to a decrease of $406 million in 
below-the-line payroll expenditures 
for the State of New York from its 
level in ’90. That translates into a 
loss of nearly $1.4 billion in direct 
economic impact from spot pro-
duction in the New York region. 
(Direct economic impact includes 
hotel, equipment rental, stage rental 
and other non-payroll expenditures 
related to filming.)

INTEGRAL ROLE
Miller’s testimony is just a 

small part of a concerted effort 
by the AICP to bring about the 
incentives package. The major 
push sprung out of what at the 
time seemed a major setback—
namely when the earlier alluded 
to Empire State Film Production 
Credit measure passed in ’04, but 
excluded commercials.

Those incentives for theatrical 
films and TV programs came out 
of what Miller described as “a 
PAC [political action committee] 
of many people all jockeying for 
different things. At the end of the 
day, their [film and TV people’s] 
objectives were not in line with 
ours. The clear lesson we learned 

N.Y. Tax Credit Incentives For Spot Filming Await Pataki’s Signature
Continued from page 1

HELP WANTED

POSTPRODUCTION SERVICES

WWW.USASTUDIOS.TV
29 WEST 38TH STREET, NY
212-398-6400 • 800-872-3821

•• HHII DDEEFF CCOONNVVEERRSSIIOONNSS

•• HHII DDEEFF CCLLOOSSEEDD CCAAPPTTIIOONNIINNGG

•• 1122 BBIITT SSTTAANNDDAARRDDSS CCOONNVVEERRSSIIOONNSS

•• DDVVDD AAUUTTHHOORRIINNGG

HHIIGGHH EENNDD RREEDDEEFFIINNEEDD

FILM AND VIDEO SERVICES

Classifieds
Kelly Boyle, Classifieds Manager, kboyle@shootonline.com

NYC  based indy rep fi rm  w/  A- 
level clients is seeking reps. Com-
pensation based on experience.

in confi dence  to: 
surfnyc79@aol.com

Sales Rep
Busy NYC Visual Effects Co looking 
for new Sales Rep.  Must have agency 
contacts and a great personality.  All 
applicants welcome. Great opportunity 
to grow.  

Email: repjob@gmail.com

Audio Engineer/Mixer
Nutmeg Audio Post seeks another 
great engineer with NYC clientele. 
Outstanding salary/bonus/benefi ts 
package. Reply in confi dence to:
j.adelman@nutmegaudiopost.com

Designer/Creative Director
Hands-on Designer/CD/Team Leader 
with great ideas and great client skills 
wanted to help grow a small but solid 
NYC design/FX boutique. We are a 
company with lots of resources at our 
disposal and offer a unique opportu-
nity for growth.
Send reel/resume in confi dence to: 

jobs@headlightnyc.com

SEEKING AN EXECUTIVE DIRECTOR
The Association of Independent Creative Editors (AICE), the National Organization 
of Commercial Editorial Companies, is seeking an individual to replace its retiring 
Executive Director.

Based in New York, this individual will manage the day-to-day activities of the 
organization and its 9 chapters throughout the United States and Canada, as well 
as direct overall strategic planning. The Executive Director will interface with edi-
torial companies, advertising agencies, advertisers and other trade organizations 
within the advertising community.

The Executive Director will travel regularly to meet with the Boards of AICE chap-
ters throughout the country and internationally and to participate in conventions 
and other meetings pertinent to the advertising community.

The successful candidate must have outstanding oral and written communication 
skills, be highly organized and able to work to achieve goals without extensive 
supervision. Experience in the advertising community, including agency, production 
or post-production background, is highly desirable.

Resumes should be sent to: resume@aice.org

EQUITY OPPORTUNITY
Established company opening satellite. 
Seeking top Director who wants 
name on door, or EP with Directors 
to walk into a generous equity 
partnership. No investment needed. 
Reply in complete confi dence by     
e-mail to: 

production@ix.netcom.com

Executive Producer
Leading Bicoastal Music Company 
seeks an Executive Producer for the LA 
offi ce. Duties include production and 
management of the LA offi ce. Must 
have substantial experience. A unique 
and rewarding opportunity for the 
right person. Please send your resume 
for consideration: 

musiccompany@gmail.com

Pro Tools Engineer
Bicoastal Music Production Company 
is looking for an experienced Pro Tools 
engineer for the N.Y. studio.  Daily 
responsibilities include: recording, 
mixing and FTP posting. Creative 
atmosphere with room for growth.  
Hiring immediately! Send resume to: 

protoolsengineer@gmail.com

TO PLACE A CLASSIFIED AD, 
E-mail: classified@shootonline.com

when we got cut out of the incen-
tives was the only way to deal 
with it is to do it yourself…There 
are times when coalition building 
is important. But there are also 
times—in this case—where you 
need to go it alone and carry your 
own water.”

So the AICP did just that. At its 
December ’04 meeting, the AICP 
board approved the hiring of a 
major lobbying firm—Wilson, 
Elser, Moscowitz, Edleman & 
Dicker--which helped open some 
doors in Albany, enabling AICP 
officials such as Miller and execu-
tive VP Steve Caplan to present 
the industry’s case to legislators 
regarding the importance of com-

mercialmaking to the New York 
economy. 

Bipar t isan support  was 
drummed up in both the New 
York Assembly and Senate, to 
the point where there was a real 
chance to have a spots-only bill 
pushed through in ’05. While that 
didn’t come to pass, the founda-
tion had been laid for another bid, 
which now appears to have been 
successful.

Miller pointed out that AICP 
actions predating the disappoint-
ment of the Empire State Film 
Production Credit helped to bring 
the spots-only incentives to the 
brink of fruition. He cited the 
AICP decision to form political 

action committees years ago as 
key. Other subsequent proac-
tive measures included the AICP 
membership survey which docu-
mented the economic impact of 
commercialmaking—“without 
that, we couldn’t make a strong 
case to legislators,” said Miller—
and the AICP’s role in contrib-
uting creative and professional 
services to the NYC2012 cam-
paign, bolstering the bid for New 
York to be the host city of the ’12 
Summer Olympics. (London ulti-
mately garnered the Games.) The 
NYC2012 campaign, said Miller, 
showed public officials that the ad 
industry is indeed an asset to the 
community at large. 

as finishing producer and operation manager at Company 
3’s sister post house R!OT, Santa Monica...New York-based 
Freestyle Collective announced the addition of Elizabeth 
Kiehner as executive producer. Formerly of bicoastal Trollbäck 
+ Company, Kiehner brings experience as a producer for both 
the broadcast and commercial industries. Prior to Trollbäck, 
Kiehner produced at L.A.-based Suissa Miller Advertising
and Chicago’s EURO RSCG Tatham… Gene Curley has been 
promoted from night colorist to day colorist at Nice Shoes, New 
York. Matt Rosenblum of Nice Shoes was recently upped from 
assistant colorist to night colorist…..Jonathan Airale and Juan 
Zorn have been promoted from assistant colorists to final color-
ists at Bobine Video, Santa Monica….

Continued from page 9Post-Its
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Joe Grundhoefer has been hired as director of broadcast ser-
vices at Carmichael Lynch, Minneapolis. He will join the agency 
in late April, taking over for Jack Steinmann. Grundhoefer 
comes over from Fallon, Minneapolis, where he was executive 
producer on work for such clients as Lee Jeans, Holiday Inn 
Express and Citibank….Comedy director Maggie Zackheim 
has come aboard Good Films, New York. Her prior company 
affiliations include now defunct Headquarters—and prior to 
that, bicoastal HKM….Uber Content, Hollywood, has added 
director Ramaa Mosley. She comes over from Park Pictures, 
New York….Sergio Guerrero has joined the directorial roster of 
Venice, Calif.-based production house boutique Mechaniks. He 
has just wrapped a seven-spot package for Century 21 and his 
campaign credits include work for Corona, SBC, Avon, Bud 
Light and Victoria beer. Guerrero was co-writer/producer/sec-
ond unit director of the feature A Day Without a Mexican…. Anita 
Madeira Inc., New York, has signed director Tricia Caruso….
Director Mark Gardner has joined Imaginary Forces in New 
York. He was most recently at Kemistry, a London-based design 
and branding shop….Brand New School has named Dan 
Sormani as its head of production, working out of the New York 
office. His experience includes serving as a producer for Crispin 
Porter+Bogusky, Los Angeles, and Lowe, New York….The indus-
try is mourning the passing of DDB Worldwide president/CEO 
Ken Kaess who fought a courageous battle against cancer. He 
was 51…..

street talk

Karin Levinson has joined New York-based rhinofx as VP of 
business development for long form entertainment, which is 
a newly created role at the company. She will spearhead new 
business opportunities for rhinofx in the feature film, episodic 
TV and videogame entertainment arenas….Additionally rhinofx 
has secured Maggie Klein and Diana Mandelare of Maggie 
Klein & Company for representation on the East Coast…..Buzz 
Management has been named East Coast spot sales represen-
tative for RIOT’s facilities in Santa Monica and New York. RIOT 
provides visual effects, compositing, CG and other post services. 
Buzz Management was formed in 2003 by Delores Hively and 
Dawn Goodburn….Hollywood, Calif.-based production house 
Zoo, headed by executive producers Gower Frost and Jan 
Wieringa, has signed FinnSaxon Represents—Rachel Finn, 
Santa Monica, and Mary Saxon, who’s based in San Francisco—
for representation on the West Coast and in Texas. Zoo’s directo-
rial roster includes Simon West, Michal Utterback, Luca 
Maroni, Diane Van Ussel and James Frost….Partos 
Company, Santa Monica, has recently signed cinematographers 
Tico Poulakais, Curtis Clark, Chris Robertson and Yoshi 
Yasaki, as well as production designers Jeremy Hindle and 
Billy Bostock….Orlando Management, Sherman Oaks, 
Calif., has signed DP Robin Miller for exclusive representation. 
His credits include spots for such clients as Carl’s Jr., Epson, 
Walmart, Heinz, Casio, Chrysler and Honda…..Production 
designer Robert De Vico has signed with Innovative Artists, 
Santa Monica, for exclusive representation in commercials, music 
videos and features….

rep report

bulletinboard
❑April 22-27/Las Vegas: National Association of 
Broadcasters (NAB) Covention at the Las Vegas Convention 
Center. www.nab.org….
❑May 10/New York: The One Show award show and gala at 
Jazz at Lincoln Center www.oneclub.org…. 
❑May 13-16/Miami: The 47th Annual Clio Festival. www.clio-
awards.com….
❑May 24/London: The Design & Art Direction (D&AD) 
Awards. www.dandad.org….
❑  May 25/Los Angeles: 2006 AICE Awards Show at The 
Henry Fonda Theatre. www.aice.org
❑  May 25/New York: SHOOT's 4th Annual New Directors 
Showcase Event at The DGA Theater, NYC. www.shootonline.
com
❑June 8/New York: The Association of Independent 
Commercial Producers (AICP) Show at the Museum of 
Modern Art (MoMA). www.aicp.com….





We treat cars
like stars 
in the Motor City.

‘A’ Stage is the biggest, 
most tricked out car stage 
between NY and LA. Check it: 

• 140’x 108’ 
• 220’ hard cyc 
• 220’ drape 
• 37’ grid height
• Lightbox system 
• Camera pit 
• Air conditioning
• Inbound/outbound fiber 
• Film lab on site
• Production office 
• Catering/dining area 
• Dressing rooms

www.gw-hdstudios.com

Farmington Hills, MI
hdstudios is a division of Grace & Wild, Inc.
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