
By Christine Champagne
The 2006 Sundance Film 

Festival just wrapped, but the buzz 
about two films from spotmak-
ers—director Jason Reitman’s 
Thank You For Smoking and co-
directing duo Jonathan Dayton 
and Valerie Faris’ Little Miss 
Sunshine—has only just begun. 
Both films, which were hot tick-
ets, are headed for wider release, 
with Thank You For Smoking 
hitting theaters in March, and 
Little Miss Sunshine opening in 

June. SHOOT caught up with the 
directors behind these remark-
able films as well as other talents 
from the commercial production 
industry who saw their work 
showcased at Sundance.

Thank You for Smoking
After reading Christopher 

Buckley’s book, Thank You For 
Smoking, the central character of 
which is a tobacco industry lob-
byist, director Jason Reitman—
who helms spots via Tate USA, 

Santa Monica—knew he had to 
make it into a feature film. “It 
was the first time in my life I 
read something and said, ‘I need 
to make this into a movie,’ ” 
Reitman shared.

Thankfully, Reitman is a 
patient man because he read the 
book 10 years ago. 

To tell the entire tale of what 
Reitman went through to get the 
film made would require, well, 
the writing of a book. So let’s just 

A SHOOT Staff Report
TORINO, Italy—The Winter Olympics have 
begun, just five days after another mega televi-
sion event, the Super Bowl. A prevalent viewpoint 
has been that the two sports heavyweights were 
scheduled uncomfortably close together, spurring 
some advertisers to pull out of the Big Game and 
invest in the Winter Games. Cited as examples are 
Visa and McDonald’s, clients that advertised in the 
2005 Super Bowl but opted this time around to put 
their ad bucks in the Winter Games. A prime lure 
for Visa was the opportunity to be the official credit 
card of the Winter Olympics in Torino.

Some contend that multiple ads over two weeks 
during the Winter Games showcase can be more 
conducive to brand building than the one-shot 
thrust of a Super Bowl commercial. Another con-
tention is that it’s a most attractive proposition to 

align a brand with the Olympic spirit, particularly 
as the drama of the competition plays out over 17 
days. Furthermore, the Winter Games arguably 
draw more upscale viewers than the Super Bowl.

Yet there’s a growing school of thought that the 
virtually back-to-back scheduling of the Big Game 
and the Winter Games can prove advantageous 
for certain advertisers—an assessment shared by 
Marshall Ross, chief creative officer of Cramer-
Krasselt, Chicago, whose client CareerBuilder.
com ran spots in the Super Bowl and will debut 
work during the Winter Olympics as well. All the 
commercials were directed by Bryan Buckley of 
bicoastal/international Hungry Man.

“We love the proximity of the two events. That 
proximity clinched it [the decision to buy time on 
both] for us,” said Ross. “We love what the Super 
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By Robert Goldrich
GLENDALE, Calif.—For the 
second consecutive year, a United 
Airlines spot directed by Wendy 
Tilby and Amanda Forbis of Acme 
Filmworks, Hollywood, for Fallon, 
Minneapolis, topped the commer-
cials category at the Annie Awards 
competition, which recognizes out-
standing achievement in animation. 
This year, the winning spot was 
“Mr. Pants.” In 2005, the Annie was 
bestowed upon United Airlines’ 
“Interview.”

Music & Sound Design
19 The Top 10 Tracks for winter, 

plus a look at how the top 
three were created. And 
music company execs and 
agency producers discuss 
creating tunes for new media.

16 Addressing FAQs—including 
several common misconcep-
tions—about HD.

Spotmakers Take Spotlight At Sundance

A SHOOT Staff Report
DETROIT—Super Bowl adver-
tising gained significant yardage 
this year on a couple of fronts. 
For one, more than half of the 
spots were shown in HD, likely 
establishing hi-def as the norm 
for marquee sporting events from 
now on.

The Big Game also scored 
on the creative barometer, at 
least according to the majority 
of agency artisans surveyed by 
SHOOT. Feedback generally was 
that the crop of commercials on 
Super Bowl XL surpassed that 
of the previous year. Here’s a 
sampling of what ad shop cre-

Agency Heads Of 
Production

13 Find out how top producers 
keep in step with changing tech-
nology and evolving formats.
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By Robert Goldrich
spot.com.mentary

Threesome
Brian Burgoyne, 

Rodrigo Rocha-
C a m p o s  a n d 

Joseph White.
While they are hard-

ly industry household 
names, these three arti-
sans represent a main-
stay staple vital to the health of 
the filmmaking community: up-
and-coming talent.

Burgoyne of the American 
Film Institute (AFI), Rocha-
Campos  of  F lor ida  Sta te 
University (FSU) and White 
from the University of Southern 
California (USC) will each 
receive the 2006 American 
Society of Cinematographers 
(ASC) Jordan Cronenweth 
Heritage Award. The presenta-
tion is slated to take place during 
the 20th annual ASC Outstanding 
Achievement Awards on Feb. 26 
in Los Angeles.

The ASC Heritage 
Award is given annu-
ally to a graduating or 
recently graduated film 
school student or stu-
dents from a U.S. uni-
versity. “Our purpose 
is to reach out to film 

students and encourage talented 
young people to pursue their 
dreams,” said Laszlo Kovacs, 
ASC, who chairs the organi-
zation’s education committee. 
“Our jury consisted of some of 
the world’s most gifted cinema-
tographers who thought these 
young filmmakers deserve to be 
recognized for their artful visual 
storytelling.”

Each year the Heritage Award 
is dedicated to the memory of a 
different cinematographer who 
has made enduring contributions 
to advancing the art of film-
making. Cronenweth’s cinema-

tography credits include Blade 
Runner, Altered States, Gardens 
of Stone, State Of Grace and 
Peggy Sue Got Married. For the 
latter feature, he won the first 
ASC Outstanding Achievement 
Award in 1987. Cronenweth died 
in ’96 at the age of 61.

Rocha-Campos taught basic 
and intermediate cinematography 
for two semesters after graduating 
with a bachelor’s degree from the 
University of Central Florida. He 
went on to earn a master’s in film 
production from FSU in August 
’05. “I screened Blade Runner
for one of my classes to show 
the students examples of mod-
ern film noir and a high contrast 
look,” recalled Rocha-Campos. 
“After the lecture, the students 
and I went to the soundstage to 
emulate Jordan Cronenweth’s 
remarkable cinematography in 
that classic film. What an honor 

it is to receive an ASC Award 
named after him.”

Rocha-Campos earned the 
Heritage Award based on his short 
thesis film The Resurrectionist. It 
was produced in the Super 16mm 
format on Kodak Vision2 7218 
film with a DI process done at 
Cineworks, Miami, and finished 
in HD and DigiBeta.

Burgoyne submitted The Red 
Veil, directed by Tarik Karam and 
shot in spherical 35mm on Kodak 
Vision2 5218 film with cam-
era equipment from Clairmont 
Camera in Studio City, Calif. 
The film was processed with an 
answer print made at FotoKem, 
Burbank.

Burgoyne related that the 
work of ASC members “inspires 
me every day. I am incredibly 
grateful for this recognition.”

White lensed Rogue 379 for 
fellow USC student writer/direc-

tor Douglas Choi. The film was 
shot in the anamorphic format on 
35mm Kodak Vision 500T 5279 
and Kodak Ektachrome 100D 
Color Reversal 5285 stocks. 
White deployed a Moviecam 
Compact with anamorphic 
Clairmont primes and a Cooke 
zoom lens. Fotokem processed 
the film and color timing was 
done at Deluxe, Hollywood, with 
a 35mm print made on Kodak 
Vision Premier film.

“It is almost impossible for 
me to describe my feelings of 
being recognized by cinematog-
raphers who have inspired me,” 
said White. “My dream is to join 
their ranks someday.”

Last May, the Oklahoma leg-
islature passed three laws 
with four new film-related 

incentives: a film enhancement 
rebate funded up to $5 million 
each fiscal year, a point of pur-
chase tax exemption, a tax credit 
for Oklahoma film and music 
projects, and a credit for construc-
tion of Oklahoma film and music 
facilities. The first three incen-
tives went into effect in June and 
the last in November. To find out 
more about the package, SHOOT 
talked with Jill Simpson, director 
of the Oklahoma Film & Music 
Office, about the laws and loca-
tions that are drawing production 
to the state.

SHOOT: What is the state of 
commercial production right now 
in Oklahoma?

Simpson: Com-mercials in the 

past four or five years 
have kind of been the 
bread and butter for 
Oklahoma and we 
passed three new state 
laws last year, which 
are designed to bolster 
the industry. But that’s 
[commercials are] 
basically how our crew 
base has made a living 
for a few years. We 
have various regional 
TV spots that are shot here, we 
had a national Toyota commercial 
shot in Oklahoma City—I believe 
it was in May or June of last year. 
But that’s basically the lifeblood 
for our crew and I anticipate that is 
going to expand as our incentives 
catch on.

SHOOT: Tell me about the 
three new state laws.

Simpson: One [the 
film enhancement 
rebate] is a fifteen 
percent rebate on 
expenditures made 
in Oklahoma if your 
minimum budget is 
$2 million and the 
Oklahoma spend is 
$1.25 million. That 
was a little bit prohib-
itive for commercials 
and local produc-

tions so what we’re doing is going 
back to the legislature this session, 
which starts in February, to try to 
make that cumulative so that if 
a company came in and did two 
or three independent features for 
lower budgets that totaled two mil-
lion, or say a company did two or 
three commercials within a fiscal 
year that totaled $2 million, that 
would still qualify. 

The point of purchase tax 
exemption is part of the rebate bill. 
What that did is it took an existing 
sales tax refund and turned that 
into a point of purchase sales tax 
exemption so that if a company 
comes in here, pre-applies with the 
Oklahoma tax commission, they 
get a card that they can take around 
when they are making purchases 
and they don’t pay Oklahoma tax, 
which can be anywhere from seven 
to nine percent. That’s an either 
or—you can either take advan-
tage of the rebate or the sales tax 
exemption. 

And then we have two addi-
tional tax credits designed to kind 
of bolster homegrown industry in 
Oklahoma. One is a twenty-five 
percent tax credit if you make a 
profit on a project and reinvest 
that into a second project. And 
that really, probably in the strictest 

interpretation, would be designed 
for film and music or TV shows. 
But there is a tax credit that would 
give you anywhere from a ten to 
twenty-five percent tax credit back 
if you build a facility in Oklahoma. 
Again that’s designed to try to 
encourage people to come here 
and set up shop and do their pro-
ductions here.

SHOOT: So they all apply to film, 
television and commercials?

Simpson: And commercials. 
We’re trying to make sure that our 
legislation is written in such a way 
that commercials would definitely 
be included.

SHOOT: It looks like the point 
of purchase would be an option 
for budgets that didn’t meet that 
qualification of $1.25 million, 
right?

Simpson: That’s right, or the 
$2 million minimum. So in the 
instance that you can’t qualify for 
the rebate, there is alternative B, 
which is seven to nine percent in 
the form of sales tax exemption.

SHOOT: Are these are the only 
filming incentives in Oklahoma?

Simpson: That’s it for now. 
We’re going back this session to 
try to refine them to make them 
more user-friendly and to make 
them cumulative.

SHOOT: Have you seen any 
changes since these incentives 
have taken effect?

Simpson: I have. I’ve only 
been the director of the office for 
a year and a half, but the person 
who used to be the director is now 
our field representative doing a lot 

FLASHBACK
5 YEARS / 10 YEARS

5 Years Ago
❑ February 9, 2001/Linda Ross, former managing director 
of bicoastal RSA USA, has been named executive producer of 
First Look Artists, the newly launched commercial division of 
First Look Media….Kris Mathur has been upped to executive 
producer at Backyard Productions, Venice, Calif….Director 
Jim Edwards is joining Cognito Films, Santa Monica….Editor 
Cliff Birbrower is joining isis post, New York….

10 Years Ago
❑ February 9, 1996/Pittard Sullivan, a design group head-
quartered in Hollywood, is opening a New York office under the 
aegis of Alan Schulman….Pat Howley has left his post as 
president of EDEFX, New York and Miami, to join Multi Video 
Group/Rhinoceros as VP/new technology. Chris Carroll 
will assume the presidency at EDEFX….Howard Schwartz 
Recording forms a casting services unit, spearheaded by 
creative partner/executive producer Syd Weiss and casting 
director Dawn Mjöen….
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By Robert Goldrich
SANTA MONICA—TWC, 
Santa Monica,  has signed 
director Justin Klarenbeck for 
exclusive spot representation. 
Klarenbeck is known for his 
expertise in visual effects and in 
working with on-camera talent. 
He also has a reputation in the 
automotive ad arena with credits 
for such clients as Toyota, Lexus, 
Honda, Ford, Mercedes-Benz 
and General Motors.

For the latter’s Sierra truck out 
of Lowe Worldwide, New York, 
Klarenbeck helmed “Big Dig,” 
which shows the vehicle travel-
ing through a construction site 
of larger than life proportions. 
The commercial showcases the 
director’s affinity for meshing 
live action and visual effects.

Klarenbeck has also success-
fully diversified beyond vehicu-
lar fare. His San Miguel spot for 

Young & Rubicam, Barcelona, 
spoofs the running of the bulls 
in Pamplona as buffaloes chase 
New Yorkers through the streets 
of Manhattan. Other recent 
Klarenbeck endeavors include 
a campaign for True Valley via 
agency MARC USA, Pittsburgh, 
in which a couple’s black-and-
white house paints itself in 
vibrant colors, and a Pacific 
Life spot out of Kovell Fuller, 
Los Angeles, that depicts mara-
thon runners racing through city 
streets as the image of a whale 
swims across nearby buildings. 
The whale is Pacific Life’s brand 
identity mascot.

Klarenbeck first came into 
prominence at Dream Quest 
Images, a studio that contributed 
to visual effects for such films as 
Total Recall and The Abyss. He 
later joined other Dream Quest 
staff members in forming DQ 

Director Justin Klarenbeck 
Signs With TWC For Spots

Continued on page 6

Editor Bob Spector To Launch 
Edit Boutique Barbary Post
San Francisco Shop To Open In Mid-February

Murov Upped To Exec Producer Of Spot Welders, N.Y.

Continued on page 26

Digital Kitchen Expands To NYC

By Robert Goldrich
SAN FRANCISCO—Editor 

Bob Spector is going entrepre-
neurial again. For the first go-
around he and editor Sheila 
Sweeney formed Bob ‘n Sheila’s 
Edit World, which enjoyed a 10-
year run in San Francisco before 
closing in 2003. Now, after a stint 
in Los Angeles and stays with a 
couple of shops in the Bay Area, 
Spector is set to launch his own 
shop, Barbary Post. The new San 
Francisco venture is scheduled to 
open its doors in mid-February.

Among the key staffers at 
Barbary Post are executive pro-
ducer Kristen Jenkins and editor 
Doug Brown. The latter worked 
with Spector at Bob ‘n Sheila’s. 
Jenkins’ credentials include 

having produced work for The 
Whitehouse and Red Car, both in 
Chicago.

For the past year, Spector cut 
at Teak, San Francisco, where 
his credits included spots for 
Microsoft via McCann Erickson, 
San Francisco, 7-Up for Young 
& Rubicam, San Francisco, 
Comcas t  ou t  o f  Goodby, 
Silverstein & Partners, San 
Francisco, Southwest Airlines 
for GSD&M, Austin, Tx., and T-
Mobile via Publicis, Seattle.

Prior to Teak, Spector was 
briefly at Red Car, San Francisco. 
He came there from Los Angeles-
based Jigsaw, which is the shop 
he joined after Bob ‘n Sheila’s.

Spector is best known for 

By Robert Goldrich
NEW YORK—Tommy Murov has 
been promoted from producer to 
executive producer at the New York 
office of bicoastal Spot Welders. 
He succeeds Tatiana Vasquez who 
left to go freelance. Murov’s execu-
tive producer counterpart in Spot 
Welder’s Venice, Calif., office is 
Heather Kojima.

Murov has been with Spot 
Welders since exiting King Cut 
Editorial, Los Angeles, in 1999 
where he served as exec producer. 
He has produced assorted projects 
during his tenure at Spot Welders, 
including the first BMW online film 
in “The Hire” series, directed by the 
late John Frankenheimer and edited 
by Spot Welders’ Robert Duffy for 
Fallon, Minneapolis; Nike’s “Mask” 

directed by Tarsem of bicoastal/
international @radical.media and 
cut by Duffy for Wieden+Kennedy, 
Portland, Ore.; and a multi-spot 
NFL package helmed by Tarsem 

and edited by Spot Welders’ Duffy 
in Los Angeles and Dick Gordon in 
New York.

In his new role as New York-
based exec producer, Murov will 
work closely with Gordon.  Murov 
brings extensive ad agency experi-
ence to the shop. He began as a coor-
dinator in the broadcast production 
department at Rubin Postaer and 
Associates, Santa Monica. He was 
there for 10 years, rising to the posi-
tion of senior producer and working 
on Honda, among other accounts.

In ’96, Murov moved to Fallon, 
Minneapolis, where he produced for 
such clients as BMW and United 
Airlines. He then made his first foray 
to the editorial house side of the busi-
ness, joining King Cut in ’98.

Continued on page 6

Shop’s Producer Brings Extensive Ad Agency Experience To His New Role

Match.com Wakes Daydreaming 
Singles For MindFindBind Dr. Phil
Independent Media's Peter Chelsom Directs Three Commercials 
That Offer Help To Those Who Have Been Unlucky In Love.

NEW YORK—Digital Kitchen 
(DK), the Seattle and Chicago-
based digital branding, design 
and production company, plans to 
relocate its Santa Monica creative 
facility to New York. The com-
pany will continue to maintain a 
Santa Monica office, which will be 
reconfigured to primarily service 
live-action work and support DK’s 
entertainment client assignments. 

DK’s West Coast executive pro-
ducer Bill Hewes will move to 
New York to head up the new oper-
ation. Hewes is no stranger to the 
East Coast, having served in exec 
producer capacities at several New 
York shops over the years. For DK 
he has also spent the past couple of 
those years running the company’s 
productions in New York.

DK founder/chief creative offi-

cer Paul Matthaeus said that cir-
cumstances justified establishing a 
permanent creative and production 
foothold in New York. He noted 
that DK maintains collaborative 
relationships with a growing num-
ber of New York ad agencies, and 
that Gotham has traditionally been 
the largest market for the com-
pany.

Meanwhile DK’s West Coast 
creative director Mason Nicoll 
will remain in Santa Monica to 
oversee work there, which pres-
ently includes title design for the 
features Superman Returns and 
Stick-It. Recent projects produced 
by DK, Santa Monica, include 
graphics work for Comcast from 
Goodby Silverstein & Partners, 
San Francisco, and Wal-Mart via 
GSD&M, Austin, Tx.

SANTA MONICA—The popular dating site Match.com 
has added another weapon to its matchmaking arsenal. The 

Web site that helps singles find their perfect partners has added MindFindBind with 
Dr. Phil. Three spots that Peter Chelsom, Independent Media, Santa Monica, Calif. 
directed for Hanft Raboy and Partners, New York—“Parade,” “Golf” and “Hood”—
are spreading the message to the masses.

The MindFindBind program is meant to attract people to the online dating site 
who may be reluctant to engage in this modern method. In the early stages of this 
initiative, when the agency creatives and Match.com staffers were considering how 
to attract more people to Match.com, Dr. Phil’s name kept coming up, creative direc-
tor/managing partner Doug Raboy said.

Dr. Phil worked with Match.com to create a program that begins with getting your 
mind right. In phase one, he helps users get ready to be a part of a good relationship. 
In the find phase, Match.com steps in. Then, to bind the couples, Dr. Phil returns to 
facilitate the process. The MindFindBind program includes video modules of the 
doctor along with an audio blog where he contributes his thoughts. There are also 
quizzes and workshops along the way.
USELESS FANTASIES

In “Parade” (:30 and :15), a waitress serving the outdoor section of a restaurant 
notices a marching band moving through the street. The unusual group is “The

By Emily Vines

Tommy Murov




IN THE WORLD OF FILMMAKING– where creative 

brilliance is more easily touted than attained– we 

thought it important to acknowledge the real deal.

Fearless to convention and unwavering in mission, 

this month the Sundance Film Festival celebrated 25 

years as the creative lightning rod for independent 

filmmakers the world over.  Despite astounding 

growth in size and popularity, the iconoclastic core 

of the Festival endures.

We at Digital Kitchen want to take this opportunity 

to honor the Institute, Robert Redford and all 

the people who believe in the infinite magic of film.

Finally, we were particularly honored with the 

assignment to recount the Sundance legacy, and 

brand the 25th Anniversary of the Sundance 

vision– a vision that has meant so much to so many 

people, ourselves included.

Best regards,

Paul Matthaeus

Founder / CEO / Chief Creative Officer

To view Sundance elements: 
www.d-kitchen.com
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“Mr. Pants” garnered the honor 
this past weekend (2/4) during 
the 33rd annual Annie Awards 
ceremony at the Alex Theatre in 
Glendale. The Annies are pre-
sented by the Burbank-headquar-
tered International Animated Film 
Society (ASIFA-Hollywood).

The United Airlines’ ad won out 
over four other nominees: General 
Electric’s “Tower” directed by 
Joe Pytka of PYTKA, Venice, 
Calif., with animation and effects 
from Quiet Man, New York, for 
BBDO New York; ConocoPhillips 
“1975,” from Ring of Fire, 
West Hollywood, for Dailey & 
Associates, Los Angeles; and two 
pieces from Laika/house (for-
merly Vinton Studios), Portland, 
Ore.—Coca-Cola’s “Futbol,” for 
Buenos Aires agency Santo, and 
They Might Be Giants’ “Crazy 
Bastard.”

“Mr. Pants” was a SHOOT “Top 
Spot” last year (6/10/05, p. 12). The 
ad depicts a pair of legs—those of 
a businessman—waking up in the 
morning and showering, then hail-
ing a taxicab to get to the airport. 
Along the way, the man encoun-
ters other legs as they do, well, 
the things that legs do—like play 

soccer, skateboard and walk along 
city streets. Whimsical, colorful 
and fun, “Mr. Pants” illustrates the 
message that United offers more 
legroom than any of the other air-
lines, and the spot makes it a point 
without getting too literal. We 
never see the legs stretched out in 
an airplane seat.

Tilby and Forbis also served 
as production animators on “Mr. 
Pants,” along with Maximilian 
Graenitz. Others in the Acme 
ensemble included executive 
producer Ron Diamond, senior 
producer Holly Stone, digital 
supervisor Michael O’Donnell, 
and offline editor/post supervisor 
George Khair.

The Annie Awards competi-
tion honors outstanding animation 
achievement in features, TV pro-
grams, commercials, home enter-
tainment and short subjects/special 
projects. The other big winner this 
year with ties to the spot commu-
nity was Aardman Animations, 
Bristol, U.K., for Wallace & 
Gromit: The Curse of the Were-
Rabbit, which took several Annie 
feature categories including best 
feature production, best animat-
ed effects, character animation, 
character design in an animated 

his dialogue and comedy work, 
including such Super Bowl fare 
as the high-profile Budweiser 
“Lizards” campaign through 
Goodby, Silverstein & Partners. 
He also cut that agency’s long-
standing talking chickens cam-
paign for Foster Farms. Spector 
began his career as an assistant 
at Cutters, Chicago, where he 
spent two years before moving 

to Northern California in ’89. 
Before Bob ‘n Sheila’s, Spector 
cut at such now defunct San 
Francisco houses as Fleet Street 
and Good Pictures.

Barbary Post’s resourc-
es include three Avid suites, 
which will double as Final Cut 
Pro rooms, and an AfterEffects 
room. Jen Allen is senior assis-
tant/graphics artist at the shop.

of scouting and customer service 
and based on what he tells me, and 
what I’ve seen as far as records in 
the files, the amount of productions 
that we have on our potential list is 
constantly growing and we’re on 
the radar screen. 

SHOOT: What is the state of 
your infrastructure right now?

Simpson: Well what I’m chal-
lenged with right now is…I mean 
there’s one school of thought—
build it and they will come. But I’ve 
watched that happen in other states 
and sometimes they didn’t come. 
So what we’re talking about, the 
people that are my inner cabinet, is 
getting the production to come in. 
… Phase one was the incentives, 
and phase two is building the crew 
base. Phase three is facilities. We 
do have some equipment. We have 
several key grips and gaffers who 
have grip and electric packages 
and trucks. But as far as sound 
stages, there are one or two small 
ones but we don’t have state of the 
art yet … what I’ve seen is that 

when the facilities are built before 
the activity is there, that has not 
been a successful model. I think 
it’s wise to have the work flowing 
in before you take on something 
like that.

SHOOT: Tell me about the 
range of locations in the state.

Simpson: Oklahoma has 
twelve eco-regions, which is more 
than any other state in the Union. 
The diversity here is incredible. 
We have sand dunes and salt plains 
in the west. We have pine forests 
in the east. We have mountains. 
We have prairies. It’s very diverse 
here and just seeing how the state’s 
laid out, you can kind of get an 
idea why. 

All of these different locations 
afford us [the ability] to duplicate 
almost anything with the excep-
tion of really high mountain peaks 
with lots of snow or the coast with 
sandy beaches … We’ve got an 
1,800 acre park called Little Sahara 
that looks like something out of 
the Middle East. That’s located in 
western Oklahoma. And there is 

an area up north, more toward the 
panhandle, that looks like a moon-
scape and it’s a naturally occurring 
salt plain, which also has incred-
ible wildlife and is rich in miner-
als. That is called Great Salt Plains 
State Park.

SHOOT: What are the most 
popular locations?

Simpson: We are constant-
ly asked about Route 66 and 
Americana nostalgia. And we’re 
focusing our ad this year on that 
because we’re coming up on our 
centennial year and we’ve got 
the longest stretch of Route 66, 
I believe, in the nation. When 
Elizabethtown came in 2004, that 
was one of the draws for [director/
writer/producer] Cameron Crowe. 
He came to shoot a day and ended 
up shooting three days. And he 
shot the National Memorial here, 
which is another big draw. We’ve 
had two or three productions inter-
ested [in filming here] specifically 
because of the bombing memorial 
in Oklahoma City, which is really 
quite beautiful and unique.

Oklahoma Film Commissioner Talks Legislation, Locations
Continued from page 2

Meet The Commish

“Mr. Pants” Wins Annie Award As Best Animated Spot Of ‘05
Continued from page 1

Films and through it got his start 
in directing commercials. (Dream 
Quest eventually was bought by 
and incorporated into Disney.)

In subsequent years, Klarenbeck 
directed via such commercial 
production houses as bicoastal 
Fahrenheit Films, t minus 30 films 
(now Boxer Films), Los Angeles, 
and most recently Space Program, 
Universal City, Calif.

He joins a TWC directorial roster 
that consists of Suthon Petchsuwan, 
Brian Baderman, Deavid Jellison, 
Michael Fueter, Trevor Cornish, 
George Jecel, Jeff France, Seamus 
Masterson, Martin Brierley and 
Elliot Hegarty.

Klarenbeck said a prime factor 
attracting him to TWC was com-
pany partner/executive producer 
Mark Thomas, whom he met sev-
eral years ago. The director cited 
Thomas’ extensive track record in 
helping to shape and build direc-
tors’ careers.

TWC Signs Director
Justin Klarenbeck
Continued from page 4

Thinking about 2006?

T he beginning of the year is a great time to think about 
the basics, and to start planning.  What are the things 
that your production company needs in order to keep 

it healthy in 2006 and beyond?  Here are some key things to 
consider.

Update your forms
Are you using hand-me-down production forms, such as 

talent releases, location releases, and prop releases, that a 
producer brought you 10 years ago when he or she left another 
production company?  Have you read them since then?  It’s very 
important to have up-to-date forms, which give you the rights 
(and the protections) you need.  Review your form releases now 
with your lawyer, to make sure that they still work for you.  You 
don’t want to find out that something is missing from a form 
when there’s a problem.

Review your insurance
Another aspect of your business – that you may not want to 

think about – is your insurance.  It’s critically important that you 
make sure that you’ve got the right insurance that covers the 
production risks you may encounter.  And that’s not as easy as 
it used to be.  With clients and agencies frequently providing the 
insurance today, you need to be prepared for situations when 
you’ll be insuring the job, and when you won’t.  (Remember, 
even when the client or the agency is providing the insurance, 
you’re still going to need some additional insurance as well.)  
I’d also suggest, in particular, taking a close look at your errors 
and omissions coverage.  Copyright and other intellectual prop-
erty claims can involve big dollars and big headaches.  Make 
sure you’ve got the coverage you need.

Start dealing with late payment
One of the big issues affecting the stability of production 

companies today is late payment by adver tising agencies.  
Unfortunately, there is no easy solution to the problem, and 
it appears that the problem is not going away.  What can you 
do?  There’s no one-size-fits-all solution for every company, but 
you do need to find the solution that is right for you, whether 
it’s charging interest on late payments, changing your payment 
schedule, charging more, changing your credit arrangements, 
or just reaching a different understanding with the agency about 
how you will be paid.  If late payment has been a problem for 
you in the past, talk to the agencies you work with right away, 
and come up with something that works for both of you – before 
it’s too late.  

Plan for what’s next
You can’t go to a conference today, or pick up a magazine, 

without people talking about the threats to the television com-
mercial as we know it.  Regardless of whether you believe all of 
the gloom and doom, Tivo and branded entertainment are here 
to stay.  If you haven’t already, it’s time to start addressing the 
threats to your current business, as well as all of the exciting 
opportunities that this presents for you and for your directors.  
For many companies, expanding their ability to create other 
forms of content (and understanding the business and legal 
challenges this presents) is going to be critical to survival in the 
coming years.  

I wish there were easy solutions.  There aren’t.  But if you get 
back to basics, and start thinking about how to protect yourself 
better in 2006, you should see some real benefits this year and 
for many years to come.  

***
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

Bob Spector To Launch Barbary Post
Continued from page 4

feature production, directing (for 
Nick Park and Steve Box), music, 
production design, and writing.

For The Record
In the 1/13 Top Spot, the 

music/sound design credits 
were omitted. Peligro Music 
and Sound Design, Culver City, 
Calif., handled both music and 
sound design for Ace Hardware’s 
“Grass.” Peligro’s Greg Kuehn 
was creative director/compos-
er/sound designer on the spot, 
with Jonnie LoFranco serving as 
executive producer.
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Study
   Hall

Bits & Bytes of Food For Thought

Consumers Prefer Commercials To Fees
Recent research from Points North Group and Horowitz Associates 
found that consumers would rather have free on-demand TV pro-
grams with commercials than pay $1.99 for programs without 
spots. The numbers showed a greater than three-to-one margin. 
Sixty-two percent of those surveyed indicated they would prefer 
TV shows with spots while 17 percent would pay $1.99 for online, 
cable or satellite without commercials. That left 21 percent 
who were undecided on the matter. Among consumers that are 
between 18 and 35 years of age, 68 percent would opt for free, 
ad-supported content while 26 percent would chose to pay for 
the service and forgo ads with 5% of respondents undecided.*

Shoppers Evaluate Auto Sites For Usefulness
The J.D. Power and Associates 2006 Manufacturer Web Site 
Evaluation Study – Wave 1 found Lexus.com to be the most use-
ful automobile manufacturer Web site for new-vehicle shopping. 
The study is conducted two times per year with evaluations from 
new-vehicle shoppers who comment on four areas: appearance, 
speed, navigation and information/content. The last category is 
the most important to the shoppers and it involves vehicle fea-
tures, specifications, images, configurators, payment calculators 
and dealer locations. On a 1,000 point scale, Lexus.com scored 
874. 11,800 new-vehicle shoppers participated in the study and 
they are defined as consumers who would be in the market for 
a new vehicle within the next two years. Pontiac and Suzuki had 
the next highest sores of 864. Next was Hummer with 857 and 
then BMW with 856.

Spending For Online Entertainment To Grow 260%
Consumer spending in the U.S. for online entertainment like on-
demand gaming, music and video services is expected to grow 
260 percent in the next five years according to Digital Lifestyles: 
2006 Outlook, from Parks Associates. From $2.4 billion in 2006, 
revenues are expected to reach nearly $9 billion by 2010. The 
increased revenues are driven by broadband usage and digital 
entertainment platform innovations. The number of consumer 
broadband subscribers worldwide should increase from 184 
million last year to 360 million in 2010. The number of house-
holds using data networking equipment worldwide is expected 
to increase from about 82 million in 2005 to more than 135 
million in 2010. Worldwide subscribers to IP multichannel video 
services (IPTV) is also expected to grow significantly from 5 mil-
lion in 2005 to almost 70 million in 2010.*

Online Consumers Splitting Time Evenly Between Web and 
TV The JupiterResearch report “U.S. Entertainment and Media 
Consumer Survey, 2005,” has found that the typical online con-
sumer spends 14 hours a week online and the same amount of 
time watching television. The Internet is also displacing the use 
of other media like radio, magazines and books with the latter 
suffering the most. Thirty-seven percent of those online users 
who were surveyed say that their online activities lead to them 
spending less time reading books. Additionally, the research 
found that intensive online users are the most likely group to use 
advanced Internet technology like streaming radio.

* Center of Media Research newsletters

China Businesses' IT Investment Plans in 2006
A new study, from AMI-Partners SMB research,  focuses on the 
IT adoption trends and attitudes of the small and medium busi-
ness market segments in China. SMBs invested $16.7 billion on 
information technology (IT) in 2005. Half of this was spent on 
computing-related technologies including PCs, servers, printers 
and peripherals. While new PC adopting SMBs will continue to 
push computing-related spending, a shift in spending patterns 
is expected in 2006 among current PC-owning SMBs as their 
investment plans focus more on connectivity, software, services 
and business solutions. "As it stands now, about two-thirds of 
SMBs in China are still operating without a PC," said Jackie 
Chan, Senior Analyst at AMI. "But many of these businesses 
have realized that IT implementation starting with PC deploy-
ment can really help them stay competitive in the increasingly 
global marketplace." Survey results indicate that more than 1.7 
million small businesses in China plan to purchase their first 
PCs in 2006.  AMI's 2005-2006 China Small Business Market 
Overview and Comprehensive Market Opportunity Assessment 
and 2005-2006 China Medium Business Market Overview 
and Comprehensive Market Opportunity Assessment studies 
highlight these and other major trends in the context of current/
planned IT, Internet and communications usage and spending. 
These data point to key opportunities and messaging hot but-
tons for vendors and service providers seeking to match their 
offerings to SB market requirements. 

cut to the chase: Reitman’s screen-
play ultimately fell into the hands 
of David Sacks, who after mak-
ing a fortune by selling PayPal, 
the company he had founded, had 
come to Hollywood to become a 
movie producer and wanted this 
film to be his first project.

The guy with the checkbook 
who says, “Let’s go make your 
movie.” It’s every filmmaker’s 
dream.

Reitman’s dreams continued 
to come true when it came to 
casting. He landed stars such as 
Robert Duvall, William H. Macy, 
Sam Elliott and Maria Bello, with 
Aaron Eckhart in the lead role of 
Nick Naylor, a tobacco industry 
spokesman who promotes ciga-
rette smoking while trying to be a 
role model to his 12-year-old son 
Joey.

“The main character’s son is not 
a very big character in the novel,” 
Reitman pointed out. “But he was 
an important character to me. I 
thought the son would be a win-
dow to the soul of the main char-
acter, and if the son could like him, 
we could like him, and likeability 
was a big deal in itself because our 
main character is the head lobbyist 
for big tobacco, an industry that 
kills half a million people a year. 
So I beefed up the son’s role and 
made him very integral to the main 
character’s journey.”

Film festival audiences have 
loved the film. In fact, when it 
premiered at the Toronto Film 
Festival, there was a bidding 
war that got ugly when both Fox 
Searchlight and Paramount each 
spent a week claiming they had 
bought the rights to the film—ulti-
mately, Fox Searchlight came out 
on top.

Certainly, the film, which pokes 
fun at both sides of the smoking 
debate, will spark more contro-
versy when it opens in theaters on 
March 17. People will see what 
they want in the film predicted the 
director. “The old joke of the book 
is that conservatives thought it was 
their book, and liberals thought it 
was theirs, and I imagine the same 
will be true for this film.”

Little Miss Sunshine
Jonathan Dayton and Valerie 

Faris, the husband-and-wife direct-
ing team out of Bob Industries, 
Santa Monica, have produced fea-
ture films but have turned down 
numerous offers to direct them 
over the years. “Doing a feature 
film was not this end all, pie in 
the sky goal,” Dayton said. “It was 
something that we wanted to do, 
but it wasn’t a generic wish. I was 
really about making a film that 
meant something to us.”

That film finally came along 
when the pair saw screenwriter 

Michael Arndt’s script for Little 
Miss Sunshine, which told the 
tale of an offbeat family trying 
to get a seven-year-old girl from 
Alburqueque to Redondo Beach, 
Calif. to compete in a pageant.

Both Dayton and Faris found 
the quirky road movie disarming. 
It took almost five years to get 
everything from financing to a cast 
in order, but the film got made and 
earned a premiere at the Sundance 
Film Festival.

After a week of rehearsals with 
an all-star cast that included Steve 
Carell, Greg Kinnear and Toni 
Collette, Dayton and Faris shot 
Little Miss Sunshine in 30 days 
on location in Los Angeles and 
Arizona last summer.

“I was just surprised at how 
easy it was,” Dayton said when 
asked if directing a first feature was 
at all overwhelming. “I expected it 
to be much harder than shooting 
commercials and that there would 
be some new aspect [of filmmak-
ing] that I had never experienced 
before.”

Faris enjoyed having the time 
to build real bonds with the cast. 
“In commercials, you just jump 
in, shake hands, and you’re work-
ing together,” she said, “so it was 
really nice to build longer-term 
relationships.”

It looks likely that Dayton and 
Faris will be fielding more film 
offers than ever given the posi-
tive response Little Miss Sunshine 
got at Sundance. The famously 
jaded Sundance audience at the 
two screenings the filmmakers 
attended gave the film standing 
ovations. “It was just unbeliev-
able to have an audience respond 
that way,” Dayton said, adding, 
“The film, hopefully, is entertain-
ing and makes you laugh, but 
what I’m hoping is it that does a 
little more—that it moves you and 
makes you think about your life.”

Old Joy
Peter Sillen, who directs 

spots through New York-based 
Washington Square Films, took 
a supporting role in the making 
of Old Joy, serving as DP on the 
feature film, which was directed 
by Kelly Reichardt, written by 
John Raymond and produced 
through Washington Square Film’s 
Independent Film Sales division. 
“The whole project was nice for 
me in that I got to change hats 
and immerse myself in a singular 
element of the production,” Sillen 
remarked.

Old Joy, which was screened 
at Sundance as part of the Frontier 
program, tells the story of two old 
friends (played by Will Oldham 
and Daniel London) who go on 
a camping trip and struggle to 
redefine a friendship that has been 
altered by time and life experi-

ences.
The film was shot on location, 

with much of it taking place in 
the woods of Oregon near Bagby 
Hot Springs. Surrounded by an 
amazingly beautiful backdrop, 
Reichardt, Sillen and a small crew 
shot Old Joy on Super 16 over 18 
days, with Sillen relying on his 
old Aaton camera. “It’s so small. 
It’s got a two-hundred foot mag 
and only lasts for about five min-
utes of film,” Sillen shared. “But 
it allowed us to get in and out of 
places easily.”

While Sundance festivalgoers 
were taken with Old Joy’s scenery, 
the film also earned praise for the 
performances of its lead actors. 
Sillen, too, was impressed with 
Oldham and London, and praised 
Reichardt’s ability to guide her 
performers yet give them the free-
dom they needed to fully inhabit 
their roles. 

Looking back on the project, 
Sillen said he had a great time help-
ing to make the film and getting 
back to nature. The crew actually 
stayed at a rustic old camp, Sillen 
said, “shooting by day and hang-
ing out by the bonfire at night.”

Bugcrush
Director Carter Smith, who 

directs spots through bicoastal 
Park Pictures, walked away from 
Sundance with a jury prize in short 
filmmaking for Bugcrush. Based 
on a short story by Scott Treleaven 
that Smith adapted, Bugcrush cen-
ters on a shy, awkward high school 
loner named Ben who winds up 
following a seductive new friend, 
Grant, down a dark, destructive 
path.

It’s a twisted story, according 
to Holle Singer, a partner at New 
York-based Consulate who cut the 
film. “It’s got homoerotic tension 
and bugs and boy crushes and gang 
sex. Everything you could want 
in a film,” enthused Singer, who 
admitted being partial to “sick” 
material.

Singer didn’t go to Maine to 
check out the shoot as she was 
working on another project at the 
time, but she was quite involved in 
the pre-production process. Smith, 
a director for whom she has cut 
numerous spots and other projects, 
sought her opinion on the script 
and asked for her feedback on his 
storyboards. Singer noted that they 
were both trying to ensure that she 
would have everything she needed 
in the editing room.

Once the film was shot, Singer 
said the biggest challenge was 
finding the rhythm. “It’s strange 
because it wasn’t until the very 
last scene, which we were really 
struggling with because it is a very 
tense scene, that we actually found 
the rhythm of the film,” Singer 
recalled, “then we went back and 

Spot Artisans Make Mark 
At Sundance Film Festival
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tweaked the rest of the film.”
Singer took what she described 

as a unique approach to the pacing, 
holding longer on shots than she 
normally might, then following 
up a longer-held shot with a short 
shot, then another short shot before 
going back to a longer-held shot. 
The technique helped to build ten-
sion and suspense, according to 
Singer.

Usually, Singer works alone in 
the editing room, but Smith joined 
her this time. “He had this amazing 
way of trusting me and sitting back 
and watching and looking,” Singer 
said, “and I would think if I was in 
his shoes, it would be very difficult 
to do that.”

Robin’s Big Date
Robin’s Big Date isn’t your 

typical date movie. The short 
film, directed by editor James 
Duffy of bicoastal Mad River 
Post and scripted by his friend 
Will Carlough, finds Robin—as 
in Robin of Batman and Robin 
fame—trying to make a good 
impression on a dinner date only to 
have his obnoxious boss Batman 
show up and ruin everything. 

Given the ridiculous premise, 
Duffy didn’t expect the film to be 
chosen for showcasing at any film 
serious festival, let alone Sundance. 
In fact, when Carlough, who sub-
mitted the film to Sundance with-
out telling him, broke the great 
news, Duffy didn’t believe him. 
“It took him an hour or two to con-
vince me that he wasn’t just joking 
around with me,” Duffy said.

Duffy rounded up favors from 
friends to get Robin’s First Date 
made, casting actor pals includ-
ing Sam Rockwell in the role of 
Batman and Justin Long as Robin, 
and shooting the film with DP 
Trish Govoni in under four hours 
at ’inoteca, a restaurant down the 
street from Duffy’s Manhattan 
apartment.

The actors got their scripts the 
morning of the shoot. “If you look 
closely, you can see them all read-
ing their scripts in the film,” Duffy 
pointed out.

You also can’t help but notice 
that the superhero costumes are 
ill-fitting—the cutouts in Batman’s 
mask through which he is sup-
posed to see aren’t even prop-
erly positioned over his eyes. “It 
wasn’t intentional,” Duffy says of 
that particularly notable wardrobe 
imperfection, “but we really went 
with it.”

By the way, one has to ask: Is 
Duffy afraid he might be hear-
ing from lawyers for DC Comics, 
which owns the right to the Batman 
and Robin characters? “We’re 
really hoping not,” Duffy said 
laughing, noting that he doesn’t 
expect there to be any accusations 
of copyright infringement because 
this short film is a farce.

Aruba
Hubert Davis, who directs 

PSAs and commercials through 
Toronto-based Runt, has seen 
his talent as a documentary film-

maker recognized—in 2004, he 
earned an Oscar nomination for 
Hardwood, a deeply personal 
film in which Davis, son of for-
mer Harlem Globetrotter star Mel 
Davis, explored his relationship 
with his dad. 

More recently, Hubert Davis’ 
ability to spin a compelling fiction-
al tale was acknowledged when the 
short film Aruba, which he wrote, 
directed and edited, was shown at 
Sundance.

The film centers on a boy who 
escapes the domestic violence and 
abuse he sees at home by imagin-

ing himself traveling to the tropical 
paradise of Aruba. “What we do 
in order to survive is the theme,” 
said Davis, who noted that he once 
worked with at-risk youth and was 
always “amazed at the adult things 
they were going through and what 
they did to survive.”

Davis cast a 13-year-old actor 
named A.J. Saudin in the lead role 
of his film, which was shot over 
the course of four days in Toronto, 
using a community center that was 
once a school and a housing proj-
ect as the central locations. 

David Tennant, who had 

worked with Davis on Hardwood 
as DP, also shot this project. “We 
wanted it to feel pretty stripped 
back and real but at the same time 
find some interesting framings,” 
Davis said.

The biggest challenge from a 
technical perspective was pulling 
off an effect involving making a 
postcard of a beach in Aruba come 
to life with swaying palm trees. 
For that, Davis called on the exper-
tise of design/effects house Crush 
in Toronto. “[Crush visual effects 
artist] Sean Cochrane talked me 
through how it should play out 

and what we should do. He had 
only three days to work on it and 
comp it and make it seamless,” 
Davis said, stressing, “I can’t say 
enough about his contribution and 
Crush’s contribution to making it 
all work.”

Losing Lusk
Director Vance Malone appre-

ciates the standard documentary 
form, but he set out to make his 
short, experimental documentary 
Losing Lusk something “that was 
a little bit more impressionistic.” 

Continued on page 18
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How did overnight pack-
ages get delivered back 
when dinosaurs roamed 

the planet? Not so successful-
ly as we see in “Stick,” a spot 
for FedEx that premiered dur-
ing Super Bowl XL and placed 
third in USA Today’s 18th annual 
Super Bowl ad meter. 

Created by BBDO New York 
and directed by traktor, the 
directing team represented by 
bicoastal/international Partizan, 
with visual effects courtesy of 
New York’s Framestore CFC, 
“Stick” opens on a caveman tying 
a stick that he needs delivered 
around the leg of a Pteranodon. 
The massive bird takes off only 
to be snatched out of the sky by 
a T-Rex. The stick falls to the 
ground, and the caveman goes to 
his boss to report that his attempt 
to get the stick delivered failed. 
Unfortunately for the caveman, 
his boss fires him. To make a bad 
day even worse, a Brac crushes 
the caveman when he steps out 
of the cave.

A wonderfully entertaining 
spot, “Stick” combines amazing, 
film-quality visual effects with a 
tight, funny script.

“Did you use FedEx?” the 
boss asks the caveman when he 
reports the failed delivery.

“No,” the caveman responds.
“Then you’re fired.”
“But FedEx doesn’t exist yet!” 

the caveman laments.
“Not my problem,” his boss 

replies.
What inspired BBDO associ-

ate creative director/copywriter 
Jim Le Maitre and his partner, 
associate creative director/art 
director Jonathan Mackler, to 
come up with such a bizarre idea? 
“If you sit around long enough, 
you come up with weird stuff 
like this,” Le Maitre remarked.

The goal of the spot, accord-
ing to Le Maitre, is simply to 

demonstrate the alternatives—
and the failings of those alterna-
tives—to FedEx’s services.

TALENT EXCAVATION
After an extensive director 

search, BBDO chose to partner 
with traktor on this high-profile 
project. “They’re just really good 
at telling stories and adding a 
little twist, something you didn’t 
expect,” Mackler said. (In this 
case, it was traktor that suggested 
having the caveman kick a little 
dinosaur in frustration as he exit-
ed the cave.)

Of course, hiring the right 
visual effects shop was also a 
crucial decision, and BBDO 
went with Framestore, which was 
charged with the task of—among 
other things—creating the dino-
saurs seen in the spot. 

“Traktor was very keen to 
make sure the dinosaurs were 
as realistic as possible,” said 
Framestore’s David Hulin, who 

served as VFX supervisor/head 
of CGI on the project.

Framestore certainly has 
expertise in the area of dino-
saurs. A few years ago, the visu-
al effects shop worked on the 
BBC’s Walking with Dinosaurs, 
which has been hailed as provid-
ing the most accurate depiction 
of prehistoric creatures ever seen 
on screen.

All of the dinosaurs seen 
in “Stick”—in addition to the 
Pteranodon, T-Rex and Brac, we 
see an Orny (that’s the little guy 
who gets kicked by the cave-
man)—are based on real crea-
tures.

Building the dinosaurs for 
“Stick” was a complex, time-
intensive process. First, dinosaur 
skeletons were built in Maya, 
then the painting of skin maps 
was done in Photoshop. Those 
skin maps were later applied to 
the skeletons in Maya. Using 
a plug-in Framestore wrote for 

Maya, the artists added muscu-
lature to the dinosaurs and even 
went as far as to add a slightly 
rubbery membrane to the wings 
of the Pteranodon.

While Framestore labored 
to produce the dinosaur charac-
ters, the makeup artists at Stan 
Winston Studios in Van Nuys, 
Calif. created a properly pre-
historic look for the live-action 
cavemen played by actors Jim 
Jackman and Andrew Hawtrey.

CAVE DWELLERS
“Stick” was shot entirely on 

location (with Tim Maurice-
Jones serving as DP) just outside 
of Lone Pine, Calif., four hours 
north of Los Angeles. “We did 
a lot of scouting on this to try to 
find a place that looked as realis-
tic as possible but not necessarily 
a place you had seen in every 
other prehistoric commercial,” 
said BBDO executive producer 
Elise Greiche.

This particular desert area pro-
vided beautiful scenery, including 
the gorgeous background vista 
with the snowcapped mountains 
we see in the spot, as well as a 
cave to shoot in.

Hulin and his Framestore col-
league Murray Butler, VFX supervi-
sor/senior Flame artist, went along to 
share their expertise with traktor. 

Based on traktor’s storyboards, 
Framestore had created a pre-visual-
ization, which proved helpful on the 
shoot. “Once [traktor] would set up 
a shot, we would do a camera align-
ment so that the directors could see 
roughly the composition of the shot 
with our CG creature in it,” Hulin 
explained.

A body double of sorts for the 
Pteranodon was employed for use in 
the scene where the caveman ties the 
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Traktor, BBDO Take Us Back To Prehistoric Times For FedEx
Overnight Delivery Wasn’t So Reliable In The Days Of Dinosaurs And Cavemen

By Christine Champagne

Client
FedEx

Production Company
Paritzan, bicoastal/interna-

tional. 
Traktor, director/producer; 
Tim Maurice-Jones, DP. 

Shot on location near Lone 
Pine, Calif.

Agency
BBDO New York.

David Lubars and Bill Bruce, 
chief creative officers; Eric Silver, 
executive creative director; Jim Le 
Maitre, associate creative direc-
tor/copywriter; Jonathan Mackler, 

associate creative director/art 
director; Elise Greiche, executive 
producer; Rani Vaz, director of 
music and radio production.

Editorial
Mackenzie Cutler, New York.

Gavin Cutler, editor.

Post/Visual Effects
Company 3, New York.

Tim Masick, colorist.

Framestore CFC, New York.
Murray Butler, VFX supervisor/
senior Flame artist; David Hulin, 

VFX supervisor/head of CGI; 
James Razzall, VFX producer.

Sound Design
Mackenzie Cutler.

Mark Healy, sound designer

Noises Digital, Berkeley, Calif.
Kim Christensen, sound designer.

Audio
Sound Lounge, New York.

Tom Jucarone, mixer.

stick onto the dinosaur’s leg. “This 
gave our cavemen something to con-
centrate on and something to react 
to,” Hulin said.

Later, the body double’s leg, cov-
ered by green tights, was removed 
from the scene and replaced by the 
Pteranodon leg.

Editor Gavin Cutler of Mackenzie 
Cutler in New York cut “Stick.” The 
sound design was completed by 
sound designer Marc Healy, also of 
Mackenzie Cutler, and sound design-
er Kim Christensen of Noises Digital 
in Berkeley, Calif.

Reflecting on the project, Greiche 
said that while it was a lot of work, 
the process was remarkably fun. “It 
was my first experience with traktor. 
They’re crazy, and they’re wonder-
ful,” she said, noting, “They have 
really good ideas yet they are really 
collaborative. There was an instant 
trust with them.”

RADIO
by

Kamen

Kamen Entertainment Group, Inc. 212-575-4660

kamen@kamen.com

www.kamen.com
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By Robert Goldrich

The dedication, initial butterflies and artistry in 
performance of Winter Olympic athletes is cap-
tured in this image ad for Visa that’s currently 

airing in China.
We open on a lone ski jumper at the height of a slope, 

preparing for an Olympics run down the incline. Next 
seen are other Winter Olympians—a pair of figure skat-
ers, a line of speed skaters—each about to start their 
respective sports in competition, the venue in this case 
being a rink.

The camera takes us from one sport to the next as 
each performer starts his or her routine. The skier zips 
down the mountain, the figure skaters—a man and 
woman—begin their beautiful piece of ice choreogra-
phy, and then the speed skaters let loose. There’s some 
Visa signage in the rink, but it’s only a small bit of the 
backdrop.

The grace of each athlete is on display, culminat-
ing in the skier making her jump, twisting and looping 
through the air before ending with a perfect landing. She 

forms two of her fingers into a V for victory, which also 
serves as the V in a supered Visa as the spot concludes.

“Victory” was directed by Hari Carlos Sama of 
Catatonia Films, Mexico City, for BBDO Shanghai. 

Merrillyn Lim was executive producer for Catatonia, 
with Ari Madrid serving as international producer/
coordinator. The job was shot on location in China by 
DP Miguel Lopez. Facilitating production in China 
was Gravity Films, which has offices in Shanghai and 
Singapore.

The BBDO team consisted of executive creative 
director Johnny Tan, copywriter Rocky Hao, art director 
Kit Koh, and producer Grace Yu.

Editor was Yong of Video Headquarters, Singapore. 
Jerry Teo and Ricky Ho of Yellow Box Music House, 
Singapore, served as sound designer and music com-
poser, respectively. 

Principal actors were Yang Yang, Tong Jian, Pang 
Qing and Li Ni Na.

We open on a desolate country road, 
a truck parked off to one side in 
the immediate foreground. But it 

is what’s in the background that captures our 
attention.

Off in the distance, a twister comes into 
view. The tornado steadily, inevitably makes 
its way closer to us. Telephone poles are sent 
flying like tooth picks. Power lines unfurl. Farmland is 
uprooted. A picket fence along the other side of the road 
is turned into splinters.

As we witness this destruction, a voiceover relates:
“She doesn’t care whether you’re rich or poor.
“Young or old.
“She doesn’t know about your hopes and dreams.
“Your plans for the future.”
The twister picks up the truck as if it were a toy. It 

joins the other debris in a twisting whirlpool as the world 
seemingly turns upside down right before our eyes.

After the twister leaves the scene, we’re left with a 
pile of rubble. Except for the truck, it’s difficult to deter-
mine what many of the objects were originally before 
the tornado tore them asunder.

The voiceover concludes, “You see Mother Nature 
doesn’t discriminate.”

An end tag identifies the spot’s sponsor, Alfa 
Insurance.

Titled “Coming For You,” this spot is currently air-
ing regionally in the Southern U.S.. It was directed 
by Paul Santana via Sparks Productions, Toronto, for 
agency Lewis Communications, Birmingham, Alabama. 
(Sparks reps Santana in Canada. The director is avail-
able in the U.S. through Subliminal Pictures, Burbank, 
on a nonexclusive basis.)

Andy Crosbie executive produced for Sparks, with 
Tim Kramer serving as line producer on the :30. The DP 
was Greg Daniels.

The Lewis creative ensemble consisted of creative 
director Spencer Till, copywriter Stephen Curry and 
producer Jenny Burton.

The spot was edited by Santana and Joe Laffey, 
who’s with Laffey.tv, St. Louis. Laffey also multi-tasked 
as the animator, compositor and modeler. Teaming with 
him on the job was freelance modeler Mike Myers.

Santana found a barren stretch of land on the out-
skirts of Birmingham for the shoot, noting that it was 

necessary “so that the 2D film would mesh right with 
the 3D elements.” 

The telephone poles, fence and other objects were 
3D computer graphics, but the truck in the foreground 
was real. The movement of the tornado’s dust path was 
created by a whirring helicopter rotor. Once the truck 
slides towards camera, the action was a combination of 
real debris propelled by high speed blades, and special 
CG programs written by Laffey to simulate the objects 
being picked up, spun around, and then slammed down 
by the tornado.

Colorist was Clark Mueller at R!OT, Santa Monica. 
Audio post mixer was Barry Brooks of Brooks Audio 
Production, Birmingham.

Sound designers were Chuck Lovejoy, Ravi 
Krishnaswami and Peter Rundquist of Sacred Noise, 
New York. Rundquist also served as engineer. Michael 
Montes was creative director for Sacred Noise, with 
Jason Menkes serving as executive producer.

Twister Turns World Upside Down, Captures Emotional Impact Of Natural Disasters

“Victory”

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

By Robert Goldrich

Dir. Santana Shows That Mother Nature Doesn’t Discriminate
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By Emily Vines

By now most of us are 
fami l i a r  w i th  TBS’ 
“Very Funny” brand-

ing campaign—particularly the 
actresses from Sex and the City 
laughing and saying those exact 
words during brief promos for 
the show. To further that cam-
paign, Mother, New York has 
developed a Web site for the 
network at TBSHumorStudy.
com. The serious site solicits 
silly input from viewers on what 
is funny to them. 

At the TBS home page, John 

Cleese’s voice welcomes visi-
tors to the TBS Department of 
Humor Analysis. From there the 
site offers several paths. They 
are organized into three cate-
gories: Take the Survey, Play 
in the Humor Lab, and About 
the Department. There are also 
alternating links at the bottom 
of the page to things like Funny 
Shorts, Funny Desktops and 
Funny Animals.

Once the survey option is 
selected, viewers are taken to 
the humor survey and asked 
questions like “Who walks 
into a bar?” The choices, with 

accompanying photographs, are 
a.) a rabbi, b.) a bear in a white 
coat, c.) a thirsty horse or d.) 
two blonds.

Another question, which 
ties into the programming on 
TBS, asks, “In which language 
is Seinfeld funniest?” Then the 
participant has to choose a clip 
(either “Fun” or “$20”) and 
a language (original, French, 
German, Mountain Speak or 
Spanish). Once the choices are 
made, a clip of the TV show 
plays with the selected language. 
The clip can be sent to a friend 
as can many of the elements in 
the survey. 

A sadistic question asks, 
“Where is the funniest place to 
hit this man with a fast-mov-
ing ball?” The highlighted areas 
include his forehead, chest and 
groin. The survey questions 
change during each visit and 
one offers a video of the man 
being pummeled with small 
orange balls.

In the Play in the Humor Lab 
category, Web surfers can choose 
from the following options: 
Funny Shorts, Table of Periodic 
Laughter, Funny Movie Maker, 
Fun with a Pun, Create a Future 
Sitcom, Anthropomorphosize It 
or Wallpaper Generator.

The Funny Shorts are seven 
viral clips that range in sub-
ject from “recent lab analysis” 
that revealed Eva Glass is an 
anagram of Las Vegas to funny 
homes of the future. The former 
uses video footage and stills to 
tell the story of an Eva Glass 
who has been to Las Vegas and 
even had her picture taken with 
the famous Las Vegas sign, but 
is unaware of the “anagrammat-
ic comedy of this huge event.” 
The latter features clips from 
sitcoms that run on TBS and the 
respective housing structures 
and furniture arrangements, like 
those in Friends and Seinfeld. 

For example, the sofas in 
those shows are located in the 

middle of rooms, which is not 
the setup of most American liv-
ing rooms according to a cited 
study. Animations demonstrate 
how most Americans place their 
sofas against a wall. Later in 
the clip, apartment buildings are 
labeled as funnier than houses 
according to current research. 
TBS liked the virals so much 
that they are planning to broad-
cast them, creative director/part-
ner Paul Malmstrom related. 
The animation for the virals 
was done through Stardust, Los 
Angeles.

“It got very rich and deep, it 
just kind of grew and was so fun 
doing it,” Malmstrom said. “You 
can sit in front of a computer for 
quite some time I think.”

In the third category, About 
the Department, there is a video 
that is actually the cinema ad 
for the campaign. In the 2:45 
clip, John Cleese gives a tour 
of the Department of Humor 
Analysis and a glimpse into the 
research that takes place there. 
Again, we see the man who is 
part of the study to determine 
where the funniest place to hit 
a man with a ball is. In the final 
scene Cleese even takes a shot 
at him. The long spot as well 
as :30 broadcast cut downs of 
it are driving traffic to the Web 
site. Kevin Thomas of Thomas 
Thomas, London, directed the 
cinema ad.

 “He is kind of the grandfa-
ther of comedy in some ways.” 
Malmstrom said of Cleese. ”He 
was an absolute joy to work with 
and very cool, and of course 
had some opinions on what was 
funny and not funny, which was 
very interesting as we were kind 
of studying that ourselves in this 
campaign.” Additional credit at 
Mother goes to creatives Dave 
Clark and Rory Hanrahan as well 
as producer Margaux Ravis.

Mike Douglas of Cut + Run, 
New York, cut the spots as well 
as the virals, which are heavy on 

still images and clip art. “You are 
working from scratch and there 
was no film that was shot but 
that was kind of liberating too 
in a way,” he said of the virals, 
though the creatives did shoot a 
small amount of video for the 
Las Vegas clip. “I had a good 
time cutting it and it was really 
challenging, but in a way that 
I’m not normally accustomed 
to because it was wide open. 
Normally when you get the film, 
it’s like you’re confined visually 
to what was shot and here it was 
kind of wide open.” 

Mother Gives Birth To Online Humor Study For TBS
IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWORK IWO

iWork credits
Media Type/Platform: 

Web/Internet

Delivery Type: 
Web

Content Type: 
Television, Funny, Study

Client:
 TBS

Web site/Title: 
TBSHumorStudy.com 

Agency:
 Mother, New York.

Paul Malmstrom, creative direc-
tor/partner; Dave Clark and 

Rory Hanrahan, creatives; and 
Margaux Ravis, producer.

Production Company
 (for cinema spot): Thomas 

Thomas, London.
Kevin Thomas, director; and Bob 

Pendar-Hughes, DP.

Editorial: Cut + Run, New York.
Mike Douglas, editor; Conor 

O’Flynn and Merritt Duff, assis-
tant editors; and Susan Willis, 

producer.
Animation: Stardust, Los Angeles.

Jake Banks, executive cre-
ative director; Eileen Doherty, 

executive producer; Sam Sparks, 
designer/animator; and Erin 

Sullivan, producer.

Audio Post: 
audioEngine, New York.

Carl Mandelbaum, mixer; and 
Dave Huston, assistant mixer. 

(For the cinema spot: Rex 
Recker, mixer; and Sam Shaffer, 

assistant mixer.)

Interactive Partner: 
Big Spaceship, Los Angeles.

Daniel Federman, creative 
director; Scott Baggett and 

Jimmy Walker, art directors; Lisa 
Osborne and Kim Zaninovich, 
executive producers; Nathan 

Holloway, technology lead; Dex 
Cruz, designer/animator; and 

Scott Baggett, Jimmy Walker and 
Nathan Holloway, animators.
Programming: Big Spaceship.
Nathan Holloway and Michael 

Trezza, programmers.

Survey Says?
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Higher 
Learning

Agency heads of production 
look to stay in the know.

By Emily Vines

A
s technology continues to advance 
and the likes of video iPods, mobile 
phones and high definition are 
altering the shape of advertising, 
production departments have to 
stay ahead of the curve and quickly 

learn about emerging platforms and technology. 
Heads of production at leading agencies across the 
U.S. stay abreast of current innovations in various 
ways—from seminars to simply learning on the job. 
What they have in common, though, is the way they 
prioritize their efforts based on immediate client 
needs.

Rupert Samuel, VP/director of integrated produc-
tion at Crispin Porter + Bogusky (CP+B), Miami, 
explains that with the rapid pace of production at 
the shop, he and his staffers tend to learn on the job. 
“I think just by the sheer fact that we are out there 

producing it and working with all of these different 
types of media means that we have to learn it as we 
go,” says Samuel. “And often you don’t really know 
how it is going to work, but the kind of producers 
that we have here, who are very functional and very 
good at getting the right information, are really 
learning the whole time.”

Gary Krieg, head of broadcast production at 
Wieden+Kennedy (W+K), New York, reports a 
similar approach at his shop. “It’s everyone in our 
department’s responsibility to make sure that they 
are trained on whatever their job might require; that 
they become experts if they’re not already experts 
in it,” he says. “And a lot of times that [means] 
working with a facility to get training, on say, HD if 
they haven’t had that before.”

In addition to producers seeking out knowledge, 
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W+K hosts seminars, including 
an upcoming event on high defi-
nition. While Krieg notes that 
the HD finishing they have done 
has been selective, it’s expected 
that a client is committing to 
finishing everything in HD. He 
believes a refresher course at a 
finishing facility is a good idea 
for his staff—everyone from 
senior producers to production 
assistants.

“It’s a daunting prospect, but 
something you just have to dive 
right into—there is no learners 
manual yet printed,” says Matt 
Bijarchi, VP/head of production 
at Young & Rubicam (Y&R), 
Chicago, of keeping himself 
and his department up to date 
on the technology front. That 
was the case on a recent inter-

active project for Miller which 
included a series of six longform 
videos, directed by Spike Jonze 
of bicoastal/international MJZ, 
and available at www.milleraudi-
tions.com. Each film features an 
animal with human voices audi-
tioning for a part in a Miller Lite 
spot. The talent pool includes the 
likes of Stanley the penguin and 
a turtle named Marshall Manesh. 

EDUCATIONAL ENTITIES
At GSD&M, Austin, Texas, 

staffers get an opportunity for 
higher learning at Idea U. The in-
house program brings in speakers 
to discuss emerging technologies 
like direct response television 

and gaming platforms, as well as 
issues like advertising that goes 
beyond the thirty second spot. 
Upcoming presentations include 
one from bicoastal/international 
@radical.media called “Beyond 
the :30,” which is open to all of 
the agency’s departments. “The 
other thing that’s great about this 
place is they really support you 
going to seminars that are placed 
elsewhere,” says Greg Lane, 
director of media production at 
the shop, referring to confer-
ences and industry get-togethers 
that focus on the changing ad 
landscape.

At Euro RSCG, New York, 
Joe Guyt, co-director of broad-
cast production, says that he will 
send staffers to seminars when he 
can or to visit facilities for tuto-
rials. He will also have people 
from post facilities or software 
manufacturers come to the agen-
cy to give demonstrations. “Just 
like when we have directors or 
production companies come over 
and present their stable of direc-
tors, or an editing facility with 
their editors, it’s important to 
have visual effects or technology 
companies come in and do that as 
well,” Guyt says.

And while seminars are 
helpful, the time commitment 
sometimes rules them out as 
an option. “I think because of 
the pace we’re moving that you 
will find that the producers 
here are very much in tune with 
what’s going on because they 
are already doing it before we 
even learn about it,” Samuel of 
CP+B relates. “If we spent time 
doing seminars and listening 
to talks, which would be great, 
we’d probably already be doing 
it anyway.”

EXTERNAL EFFORTS
In addition to setting edu-

cational priorities according to 
client needs, heads of production 
also share a common belief that 
vendors can be great educational 
partners. To learn more about 
HD, for example, Krieg at W+K 
said he would be likely to turn to 
The Mill, New York and London, 
a post shop the agency has been 

working with on standard defini-
tion projects.

Guyt says that he doesn’t have 
one particular outside source that 
he turns to with technology ques-
tions, but, like Lane at GSD&M, 
he cites @radical.media as a 
resource. “I do rely on @radical.
media and their [other divisions 
like] Outpost Digital,” he says, 
“because they’re into so much 
branded content and a lot of 
what’s revolutionary and they’re 
right down the street from us.”

A recent integrated project 
out of Euro RSCG Fuel for 
Jaguar included the Web site 
PreferGorgeous.com and a :90 
cinema/television spot. (Fuel 
is a division of Euro RSCG 
devoted to the Jaguar and Volvo 
accounts.) The project utilized 
Final Cut and Avid, which Guyt 
points out are completely differ-

ent editing systems. And, mid-
way through the project, finish-
ing was switched to HD because 
of the cinema release. 

At McKinney, Durham, N.C., 
director of broadcast produc-
tion Regina Brizzolara says that 
when reps and directors come in 
to present work, she seizes the 
opportunity. “We’ve had a lot 
of people come to us and share 
their work and screen and talk 
about their process,” she says, 
“and that has just been really 
great for us—everything from 
HD to some of the more inte-
grated concepts.”

McKinney has also held HD 
seminars for staffers with com-
panies like Nice Shoes, New 
York, and Click 3X, New York, 
expounding on the topic. Sound 
Lounge, New York, has edu-
cated staffers about mixing for 
HD projects. The most com-
prehensive project to come out 
of McKinney lately was “The 
Art of the H3ist” for Audi’s A3. 
Along with live events, the cam-
paign involved alternate reality 
gaming and Web casts on the 
expansive site StolenA3.com. 
Bicoastal Chelsea Pictures/
Campfire partnered with the 
agency for the project.

Samuel says that since he and 
his producers are often at post 
houses, they use the opportuni-
ties to learn about new processes. 
He relates that he recently dis-
cussed new technology concern-
ing telecine and scanning during 
a session with colorist Fergus 
McCall at The Mill. He also has 
gleaned information from Stefan 
Sonnenfeld, president/colorist 
of bicoastal Company 3. “He’s a 
really knowledgeable technician 
… so I often will sit in sessions 
with him and just bend his ear.”

Most of the projects out of 
CP+B have integrated com-
ponents. “We join the shoot-
ing process together with the 
interactive side so just from the 
nature of the way we’re work-
ing, we’re always sharing ideas 
and technologies,” Samuel says. 
Upcoming projects out of the 
shop include a campaign for 
Volkswagen’s GTI.

NATURE OF THE BEAST
The consensus is that produc-

ers are naturally inclined to eas-
ily take to new technologies. “I 
think as producers we are kind of 
inherently a bit of techno geeks—
if not techno geeks to the point 
of knowing exactly how things 
work, at least curious enough to 
know what’s out there and what’s 
available and how it can help us,” 
Guyt notes. “So I think that’s part 
of a producer’s personality in a 
general sense of course. Many of 
us are early adopters to the latest 
technology anyway.”

Bi l l  Goodel l  execut ive 
VP/director of broadcast inte-
grated production of Arnold, 
Worldwide, Boston, offers a 
similar observation. “I think you 

need to be instinctively very curi-
ous about what’s going on in all 
aspects—film, video, interactive, 
music, animation, et cetera,” he 
says. “Soak in everything you 
can and file it away in your own 
memory banks because the best 
producers have that amazing 
recall that lets them bring more 
options to the creative teams.”

Those options are increas-
ingly necessary, as evidenced by 
upcoming work. “We are break-
ing some new ground in the 
coming months with a number 
of accounts that will showcase 
some unique integrated technolo-
gies,” Goodell notes. “Interactive 
has now taken a lead role in cre-
ating a groundswell around new 
campaigns.”

At GSD&M clients like the 
U.S. Air Force are requiring a 
strong presence on the Web. “The 
Internet continues to be, even 
today, just this well, it’s a big 
deep well and we all keep staring 
into it trying to figure out, ‘OK, 

what we can do new on this? 
How do we do this? How do we 
do that,’ ” Lane relates. To help 
answer some of those questions 
he recently hired senior interac-
tive producer Jeff Bond.

Though there is a dizzying 
array of technologies to explore, 
one dynamic remains certain; 
agencies can always expect their 
clients’ needs to guide them. 
“What happens is the work that is 
on the table at the moment is the 
organic driver of it,” Brizzolara 
shares.

As Guyt relates, his educa-
tional priorities are shaped not 
only by “what would be most 
applicable to our clients’ imme-
diate needs” but also “where as 
an agency do we want to push 
them forward.”

Agencies Take The Educational Initiative
Continued from page 13

Regina Brizzorala

Rupert Samuel

Gary Krieg

Matt Bijarchi

Greg Lane

AGENCY HEADS OF PRODUCTIONAGENCY HEADS OF PRODUCTION, 



2006
CALL FOR
ENTRIES

NEW DIRECTORS SEARCHSHOOT'S
4TH ANNUAL

IS ON!

ENTER 
TODAY

You might 
be one of 

tomorrow's 
hot new 

directors.

What  Work is Eligible to Enter?
Category 1: Traditional broadcast 
(television spots, spec work, cinema, branded content)

Category 2: Alternative media content
(webisodes, spots created for online use, mobile-phone 
content, in-game advertising, advergaming, virals, alternate 
reality gaming, ads created for PDAs)

Category 3: Other
(music videos, short films, feature films)
*Must be directing in category of entry less than 2 years to enter.

Submission Form Available at:
www.shootonline.com/go/search.pdf

Page 15 | SHOOT >e.dition www.shootonline.com | (203)227-1699 February 10, 2006 	

news  news  news  news  news  news  news  news  news  news  news  news  news  news  news  news  news  n

Bowl can do, getting a com-
pany and brand talked about. 
Then with the Winter Olympics 
you can build on that Super 
Bowl buzz. With the Olympics 
we can follow up on the Super 
Bowl hype with messages that 
viewers receive in a different 
way while continuing to build 
the brand.”

Ross related that many Super 
Bowl viewers actually want 
to see the commercials. “By 
contrast, the Olympics attract a 
harder audience—more selec-
tive, more fickle and fleeting. 
They’re not there to watch 
spots. But I think we’re posi-
tioned well creatively with our 
commercials to bridge both 
events.”

Of that positioning, Ross 
explained that CareerBuilder.
com has gone to the next level 
with its monkey-at-the-work-
place campaign that premiered 
during the ‘05 Super Bowl. 
“That first year it was all about 
the monkeys,” said Ross. “This 
year the monkeys are back but 
the concepts are more human. 
It’s less about the funny chimp 
moments and more about funny 
business moments that people 
can relate to and empathize 
with. The story resonates more, 
which makes it well suited to 
engaging the [Olympics] audi-

ence. The campaign plays bet-
ter across the Super Bowl and 
Olympics platforms than last 
year’s [Super Bowl] campaign 
would have.”

I n d e e d  t h e r e  a r e  s ev -
eral Super Bowl advertisers 
who will surface during the 
Olympics, including the likes 
of Emerald Nuts with a spot 
out of Goodby, Silverstein & 
Partners, San Francisco, direct-
ed by Jim Hosking, who at the 
time was with bicoastal Partizan 
and has since joined Biscuit 
Filmworks, Los Angeles; and 
Nationwide Insurance directed 
by Kinka Usher of House of 
Usher Films, Santa Monica, for 
TM Advertising, Irving, Tx.

The average cost for 30 sec-
onds of ad time on the Olympics 
is running around $750,000. 
The Super Bowl carried a price 
tag on average of some $2.5 
million per :30 slot. However, 
on another high-profile numeri-
cal front, the Winter Olympics 
dwarf the Super Bowl.  In 
terms of hours of coverage, 
the Winter Games will reach 
record heights. NBC Universal 
N e t wo r k s — N B C ,  C N B C , 
MSNBC, the USA Network, 
NBC HD and Universal HD—
will collectively provide more 
than 400 total hours of coverage 
from Torino. That exceeds the 
some 375 hours the nets provid-

ed for the Winter Games in Salt 
Lake City in ’02. Additionally 
this year, NBC-owned Spanish-
language network Telemundo 
will show regular news updates, 
including a late night Olympics 
highlights show from Torino, 
following the NBC Olympic 
highlights program.

MEDAL CONTENDERS
At press time many clients 

and advertisers remained secre-
tive regarding their plans for 
the Winter Games. Through 
the grapevine SHOOT was able 
to shake loose some details 
and credits regarding the ad 
lineup. A prime starting point 
are the two earlier alluded to 
major advertisers who opted 
for the Winter Games over this 
year’s Super Bowl—Visa and 
McDonald’s.

The latter has prospective 
Olympics fare coming from two 
agencies: Leo Burnett USA, 
Chicago, and TBWA/Chiat/Day, 
Los Angeles. In the Burnett 
work, Ronald McDonald trains 
for freestyle skiing, pairs figure 
skating and ski jumping, among 
other events. The TV spot from 
TBWA/Chiat/Day is reportedly 
a combo live-action/CG piece 
which shows a youngster mov-
ing from the real world into a 
fantasy land where he performs 
breathtaking feats, including 
taking a snowboard jump over 

the moon. The director was the 
Motion Theory ensemble from 
Venice, Calif.-based studio 
Motion Theory.

TBWA/Chiat/Day also is 
behind the Visa work for the 
Winter Games. Meanwhile, 
underscor ing  the  in terna-
tional depth and breadth of 
the Olympics are campaigns 
worldwide. For example, Visa 
has a visually driven ad from 
BBDO Shanghai slated to run 
in China. That spot, “Victory,” 
is an entry in this week’s “The 
Best Work You May Never See” 
gallery. The commercial was 
directed by Hari Carlos Sama of 
Catatonia Films, Mexico City.

And Grey, London, may also 
have some new Visa projects 
to debut for European audienc-
es. Recently airing in Europe 
have been spots promoting a 
program whereby Visa users 
can accumulate points to earn a 
ticket to the Winter Olympics. 
The centerpiece spot, “Petrol,” 
shows three male truckers con-
tinuously stopping at petrol 
stations—two of the guys are 
raking in the points while the 
third, unaware of the program, 
only gains complimentary ice 
hockey figurines. “Petrol” was 
directed by Scott Vincent via 
bicoastal/international Hungry 
Man for Grey, London.

United Airlines’ “Dragon” 
will make its national debut 
during the Winter Games. The 
stop-motion animation spot ran 
in select markets (Los Angeles, 
S a n  F r a n c i s c o ,  D e nv e r , 
Chicago, Washington, D.C.) on 
the Super Bowl. Directed by 
Jamie Caliri of Duck Studios, 
Los  Angeles ,  fo r  Fa l lon , 
Minneapolis, “Dragon” centers 
on the relationship between a 
father and son, and is presented 
from the latter’s perspective as 
the youngster dreams about the 
heroic journey his dad takes 
when he leaves home on a busi-
ness trip.

BBDO New York has some 
possible work for GE in the hop-
per, and word is that Merkley & 
Partners, New York, may have 
some Mercedes-Benz work that 
could air in numerous markets 
during the Winter Games.

Among  o the r  po ten t i a l 
Olympic spots are: Coca-Cola 
directed by Phil Morrison of 
bicoastal  Epoch Films for 
Wieden+Kennedy, New York; 
Home Depot helmed by Phil 
Joanou of bicoastal/interna-
tional MJZ for The Richards 
Group,  Dal las ;  Microsof t 
directed by Andrew Douglas of 
bicoastal Anonymous Content 
for McCann Erickson, San 
Francisco; 24 Hour Fitness 
d i rec ted  by Jon Wat ts  of 
bicoastal Smuggler for Publicis 
& Hal Riney, San Francisco; 
and AT&T’s “Ski Lift” direct-
ed by Colin Gregg of Therapy 
Films, London, for GSD&M, 
Austin, Tx. 

In the AT&T commercial, a 
network of chairlifts transports 
American athletes from the U.S. 
all the way to Torino. Visual 
effects were done by Brickyard 
VFX, which maintains studios 
in Santa Monica and Boston.

A n o t h e r  s p o t  d y n a m i c 
entails advertisers who have 
ties to the Olympics but aren’t 
official Winter Game sponsors. 
For example, Sprint is playing 
up its U.S. ski team sponsor-
ship with “Crevasse,” a spot 
directed by Acne of bicoastal/
international RSA for TBWA/
Chiat/Day, New York.

Also noteworthy is NBC’s 
promo work for the Winter 
Games. Prominent in the mix 
is “Forces of Nature,” a piece 
directed by Kendall Bowlin 
of the in-house NBC Agency, 
with extensive visual effects 
produced by Ring Of Fire, 
West Hollywood. Assorted 
network promos were cut from 
this project.

Let The Games Begin; Advertisers Invest In The Olympics
Continued from page 1

Marshall Ross

AT&T’s “Ski Lift”
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As high definition makes 
its way into the commer-
cialmaking vocabulary, 

there are many new terms, con-
cepts and processes. And it’s no 
surprise that some misconcep-
tions have also surfaced in the 
professional community. SHOOT
surveyed a series of companies 
that offer HD services, looking 
for the most common miscon-
ceptions and frequently asked 
questions. This week, SHOOT
aims to clarify some of these 
points.

Still, as the industry proceeds 
forward, probably the best single 
piece of advice would be to com-
municate during prepro with your 
vendors—rental houses, post 
houses, etc. This could eliminate 
potentially costly mistakes that 
may arise later in the process.

Thank you to industry sources 
who assisted in compiling this 
list, from companies including 
West Hollywood-based Ring of 
Fire, New York-based Click 3X, 
Burbank-headquartered Plus 8 
Digital, Santa Monica-headquar-
tered Ascent Media and New 
York-based Nice Shoes.

Does high-definition 
commercial produc-
tion require images to 
be lensed with HD video 
cameras?

No. As long as you begin with 
a high resolution medium, and 
then post in HD and deliver in 
HD, than you have an HD com-
mercial. This means that other 
than HD video, a production can 
use what is already commonly 

used in commercial production: 
Film.

Film by definition is a high 
definition medium. So advertis-
ers may continue to shoot in any 
film format including 35mm and 
16mm. Then one would do a film 
to tape transfer in HD, post in 
HD and deliver in HD.

When is the most effec-
tive time in the produc-
tion process to decide to 
create an HD spot?

The best time to make that deci-
sion is in preproduction. If a 
client wants an HD version, it 
should be posted in HD up front. 
If you have a standard definition 
master, and decide at that point 
that you want an HD version, 
then you have to go back to the 
post house, retransfer the film in 
HD, and reconform the spot in 
HD. That is going to add unnec-
essary cost to the budget and 
time to the schedule.

Some also point out that 
one can “upconvert” a standard 
definition commercial to high 
definition. But upconversion is 
essentially the process of adding 
“pixels” (the building blocks of 
an image, if you will) to a stan-
dard definition image so that you 
can display it on an HD monitor. 
However, there is no increase in 
resolution, and one will not see 
more detail in the picture.

If the picture is 16:9 
widescreen, does that 
automatically mean that 
it is an HD picture?

No, image resolution is not tied 
to a specific aspect ratio.

There are three main qualities 

of an image: the number of hori-
zontal lines of resolution, which 
is measured by “pixels” in the 
data world; vertical lines of reso-
lution (also “pixels”); and bit 
depth (the number of bits repre-
senting the value of each pixel).

In today’s world of standard 
definition video, NTSC video 
is displayed at 640 X 480 lines 
of resolution; in high definition, 
commonly used formats include 
1920 X 1080 lines.

Aspect ratio is the ratio 
between the width and height 
of a picture. So while it may be 
common to see HD in a 16:9 
aspect ratio, and standard defini-
tion in a 4:3 aspect ratio, resolu-
tion and aspect ratio are separate 
concepts.

What about data? And 
what is a DI?
Some pundits believe that 
the industry may move 

toward data production and com-
mercials may be produced at a 
high resolution in “2k” data, or 
2,048 X 1,556 lines of resolu-
tion.

This is the resolution com-
monly used today on features for 
digital intermediate (DI) work—
which is the process of transfer-
ring film to data to accomplish 
tasks such as color correction 
to create a digital master, before 
returning to film for distribu-
tion. While DI is still a young 
workflow, already it is widely 
estimated that more than half of 
major Hollywood features now 
go through the process.

The most commonly used 
2k data has a 10-bit depth; this 
combination amounts to storage 

Addressing FAQ’s –Including Several
By Carolyn Giardina

SMPTE Proposes New Standard 
With Noteworthy Impact On 

Commercial Deliverables
By Carolyn Giardina

From an HD standpoint, there was a sense 
of history when the Society of Motion 
Picture and Television Engineers (SMPTE) 
held its joint winter conference with the 

Video Services Forum (VSF) last week in Hol-
lywood. Twenty-five years ago this month, at 
the ’81 SMPTE Television Conference at the St. 
Francis Hotel in San Francisco, NHK staged an 
elaborate demonstration of the state of HDTV 
research in Japan, and those present recalled 
that the demonstration was a catalyst for ques-
tions and discussion about HDTV in the U.S.

A quarter century later, SMPTE is continuing 
its work in this area, and one of the initiatives 
could have notable impact on the creation and 
distribution of commercial deliverables. To un-
derstand the development, let’s start with the 
process of “pan-and-scan”—during which a por-
tion of a widescreen image is selected to fill the 
proportions of a TV screen. And then consider 
that in today’s changing DTV landscape, con-
sumer sets may be 16:9 or 4:3 in aspect ratio.

“So post houses traditionally need to supply 
both [a 4:3 and 16:9 version of a commercial],” 
explained Graham Jones, director of communi-
cations engineering for the National Associa-
tion of Broadcasters. “Since the introduction 
of HD, there has never been a way to provide 
[pan-and-scan] information [on a single deliv-
erable].”

 That may be, until now. Jones chairs the 
SMPTE image formatting ad hoc committee (for 
those interested, this is under SMPTE’s S-22 TV 
Systems Technology group), which has devel-
oped a proposed standard that would enable an 
advertiser to send just one deliverable to a sta-
tion, in widescreen, which would include pan 
and scan metadata communicating what part 
of the widescreen image should be broadcast 
for 4:3.

The development—a format for pan and scan 
information—involves embedding the metadata 
into any standard or high definition digital vid-
eo format, meaning that it could be applied to 
any deliverable including a 1080I or 720P ver-
sion, Jones explained. This step would occur at 
the postproduction house when it creates the 
deliverables.

“Usually stations broadcast the center cut [of 
a 16:9 image for 4:3], but it doesn’t have to be 
[that portion of the image],” Jones explained. 
“This gives advertisers flexibility.”

The proposed standard is currently in final 
committee draft, and the balloting is scheduled 
to close at the end of the month. A few more 
steps will follow before completion of the pro-
cess.

“It will probably become a standard, hopefully 
by summer,” Jones said. He related that the de-
velopment will also be previewed at the Hol-
lywood Post Alliance (HPA) Technology Retreat 
later this month.

SHOOT’s senior editor, technology and postproduction 
Carolyn Giardina can be reached at 310-822-0211 or at 
cgiardina@shootonline.com.
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requirements of 12 megabytes
per frame. That is a staggering 
number, keeping in mind that a 
12 megabyte text file equates to 
the size of a document with more 
than 600 pages.

It should be noted that DI is 
a resolution independent pro-
cess, so 2k is not a requirement. 
Some believe the standard could 
go higher. In the feature world, 
some facilities are beginning to 
reach for 4k—4,096 X 3,112 
lines—or four times the picture 
information in a 2k file.

Has the federal govern-
ment mandated a switch 
to HDTV?

No, although this has long been 
a misconception. In December 
’96, the FCC made a decision 
that today’s analog terrestrial TV 
transmission system be phased 
out and replaced with one that is 
digital—meaning that the FCC 
mandate specifies digital televi-
sion (DTV).

DTV is not synonymous 
with high definition television 
(HDTV). DTV offers free tele-
vision of higher resolution and 
better picture quality than ana-
log broadcasting. According to 
the FCC, DTV options includ-
ed HDTV, or “television with 
theater-quality picture and CD 
quality sound… Alternatively, a 
broadcaster can offer several dif-
ferent (standard definition) TV 
programs at the same time, with 
picture and sound quality bet-
ter than is generally available 
today.” Therefore, HDTV is digi-
tal; however, DTV can offer stan-
dard or high definition images.

Still, it should also be noted 
that most broadcasters are focus-
ing on high definition program-
ming, which has clearly emerged 
as the most popular of the DTV 
options.

When is the analog TV 
shut off deadline?
This subject made big 

news last week, when Congress 
approved legislation (as part of 
a larger budget bill) requiring 
broadcasters to turn off their ana-
log broadcast signal to complete 
the digital television transition 
by Feb. 17, ’09.

Under existing law, the DTV 
transition is set to end on Dec. 
31, 2006, or be extended if cer-
tain conditions exist, including 
“if fewer than 85 percent of the 
TV households in a market are 
able to receive digital TV signals 
off the air either with a digital TV 
set or to a cable-type service that 
carries the DTV stations in the 
market.”

Reasoning behind the choice 
of mid-February, according to 
a spokesperson for the National 
Association of Broadcasters, 
included the desire to avoid con-
flict with major TV events, such 

as the 2009 Super Bowl. The 
spokesperson also pointed out 
that much still needs to be done 
to insure that consumers are pre-
pared for the transition, includ-
ing initiatives such as consumer 
education and proper labeling 
of sets.

Is the postproduction 
schedule for an HD com-
mercial the same as for a 
standard definition spot?

Here it is advisable to communi-
cate early with your post facility, 
as there are variables. If work-
ing with software-based systems, 
rendering time will take longer 
for high definition work because 
you are working with larger files. 
However, some point out that 
hardware-based systems used for 
some other tasks may continue to 
work in real time.

Does HD cost more to 
produce than standard 
definition?

Yes, no and maybe. There are a 
lot of variables. Options range 
from some very low cost HD 
formats (i.e. HDV) to some more 
advanced and higher cost digital 
cinematography systems, and of 
course there’s film. Rental costs 
must be considered. For post, 
some facilities charge a premium 
for HD services, while others 
charge the same for standard or 
high definition work. Some point 
out that post costs may rise if the 
work takes longer.

Ultimately, it’s about finding 
the best way to meet the creative 
goals, within budget.

What content is available 
in HD?
The major networks are 

broadcasting all (CBS and ABC) 
or much (NBC) of their primetime 
series programming in HD. Special 
events including sports are also on 
the rise. This year, the Super Bowl, 
Winter Olympics, NFL and NHL 
games are among the high-profile 
events scheduled for HD broad-
casting. As well, the number of 
HD cable channels has increased 
dramatically and today includes 
HBO, Showtime, ESPN, HDNET 
and others.

What is going on with 
high definition and the 
DVD format?

There are currently two incom-
patible high definition DVD 
formats that are vying to be 
the next generation of DVD. 
To some, this topic is already 
reminiscent of the Betamax / 
VHS fiasco of 20 years ago. 
This year’s drama pits support-
ers of Blu-Ray Disc technology, 
led by Sony Corp. against the 
incompatible players and media 
based on HD DVD technolo-
gy and a group led by Toshiba 
Corp. Stay tuned.

HD Misconceptions 

5

6

7

8

9

10



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

Page 18 | SHOOT >e.dition www.shootonline.com | (203)227-1699 February 10, 2006

Agency Update
By Kristin Wilcha

New Faces
Frank Lowe’s new agency will be called Red Brick 

Road. The new London shop opens in March with the 
Tesco account….Peter Kagan has joined Saatchi 
& Saatchi LA, Torrance, Calif., as creative director 
of interactive and emerging technology. Also joining 
the shop are John King, interactive communications 
director, and Zachary Gallagher, idea management 
director for interactive….Bob Robinson has been 
promoted to executive creative director at agency 
imc², Dallas, while Renee McKeon has been upped 
to VP of user experience….

Account Movement
Crispin Porter + Bogusky, Miami, has been 

given ad duties for the entire Miller Lite account. 
Eliminated from the roster are: Ogilvy & Mather, 
New York, Wieden + Kennedy, Portland, Ore., 
and The Martin Agency, Richmond, Va…..The Dr 
Pepper account has shifted to Young & Rubicam, 
San Francisco, from the New York office….Ogilvy & 
Mather, Chicago, will handle ad duties for the Quiznos 
sandwich chain….Euro RSCG Worldwide, Chicago, 
has been awarded ad duties on the Barilla pasta 
account….Tierney Communications, Philadelphia, 
will handle ad duties for Bayer Environmental 
Science, makers of pest and turf management prod-
ucts….JWT Chicago, and White Space, a brand 
consulting unit of Kirshenbaum Bond+ Partners, 
New York, have been added to the roster of shops 
Macy’s calls on for advertising…..

The result is a gorgeously poet-
ic film that melds spoken word, 
music and imagery to share a bit-
tersweet story about a young man 
named Ty Baker who had to leave 
Lusk, the small, Wyoming town 
where he grew up, and head off to 
the big city to make a living and 
have a career.

Malone, who directs spots 
through Food Chain Films 
in Portland, Ore., was actually 
inspired to make the film after 
meeting Baker, a creative director 
at New York-based advertising 
agency Momentum, and discov-
ering they had strikingly similar 
backgrounds. Like Baker, Malone 

grew up in a small Wyoming town 
and had to leave to pursue his 
dream. “It’s this bittersweet real-
ization once you realize, ‘God, 
the thing I love to do means I have 
to leave the place I love,’ ” Malone 
shared.

Malone shot Losing Lusk on 
Super 16mm in both Lusk, where 
he interviewed townspeople who 
had known Baker since he was 
a baby, and in New York City, 
where Baker now resides.

Malone commissioned Keith 
Schreiner, a Portland musician who 
is part of a group called Auditory 
Sculpture, to craft the music for the 
film. Malone was amazed to find 

that Schreiner was able to capture 
so much of the feeling in the imag-
ery in the music.

Drawn to the hauntingly 
detached quality of voiceover art-
ist Nick Eldridge’s voice, Malone 
brought him onboard as narrator.

While the film focuses on 
Baker’s personal tale, the story 
certainly has universal appeal and 
subtly comments on how big box 
retailers and the effects of global-
ization are killing our rural com-
munities in the U.S. “It’s my first 
attempt at social commentary,” 
Malone said, noting that he tried to 
go beyond “pointing fingers at big 
corporations.”

By Jason Reitman 

Without fail, you are 
certain to hear the fol-
lowing two things on a 

regular basis while attending the 
Sundance Film Festival: 

1. Check the list again, I 
know I’m on there. Do you know 
(insert name of publicist)? He/she 
put me on the list. They confirmed it 
with me last week. I’m the director 
of (insert title of Native American 
Lesbian musical that will never be 
seen outside of Park City). I can’t 
believe this! This is ridiculous! Do 
you feel important? Do you?! I 
mean, come on! (A beat of resigna-
tion). Do you have any extra gift 
bags?

But more often than not, you’ll 
hear the following:

2. It’s so much worse than 
last year.

The second statement refers to 
this idea that somehow this is the 
year that finally killed the fairy tale 
Sundance. If you talk to people 
who have been coming for over a 
decade, you’ll hear stories about a 
navigable Main Street, casual con-
versations with great directors, and 
even getting into movies. (Really!)

And to some extent, the state-
ment is true. I’ve been coming to 
the festival over the last nine years 
and I’ve never experienced traf-
fic like this. Ticket availability is 
almost impossible, and I almost 
got trampled trying to get into a 
party on opening night.

However, the best and most 
honorable part of the festival is very 
much still alive. This is one of the 
only places in the world where you 
can see thousands of people clam-
oring to see independent movies. 
People who would normally never 
get out of bed to see any of the 
films programmed are desperate 
to get into screenings. The whole 
town feels positively electric and 
I couldn’t be more excited to be a 
part of it.

This year, my first feature film 
Thank You For Smoking, played as 
part of the premieres section—a 
section mostly comprised of films 

with distribution (in my case, FOX 
Searchlight). Other sections include 
the dramatic competition, the doc-
umentary competition, the world 
competition, American Spectrum, 
and of course the shorts.

Since 1998, I have brought 
three short films to Sundance. 
These screenings changed my life 
as a director. The Sundance seal 
is like having USDA approval on 
your reel. It forced people to pay 
attention to my work and gave me 
legitimacy as a filmmaker. In fact, 
it wasn’t until I played Sundance 
that I started calling myself a direc-
tor.

The day of our premiere screen-
ing was simply a train of inter-
views moving 20 feet at a time 
down Main Street. It’s not very 
different from the 405. During the 
week of the festival, half of the 
shops and town homes on Main 
Street rent out their spaces to be 
converted into interview lounges, 
photo studios, swag rooms, and 
nightclubs. 

I did one interview in a convert-
ed jail cell. Another in some guy’s 
living room. Of course, some-
times an interview doubles up as 
a giveaway lounge. You can do an 
Access Hollywood interview and 
be rewarded with a Motorola Razr. 
Or as some of my cast members 

experienced, be rewarded with a 
washer/dryer or a plasma televi-
sion.

The evening started at the 
Northface House, where the cast 
and I dined with press. I felt awful 
for the woman from the Journal
seated next to me. I spent the 
whole dinner in another room, 
nauseous, trying to write my intro-
duction speech. I came back for 
a bite of dessert, just as we were 
being pulled away for the screen-
ing. Tourags took us to the Eccles 
Theater, the main ring of the 
Sundance circus. It seats around 
1,400 people. Yikes.

While we’ve had good screen-
ings already, there is nothing like 
the fear of premiering at Sundance. 
This one screening could deter-
mine the fate of your movie entire-
ly. Geoff Gilmore (the director of 
Sundance) got up on stage and 
introduced me. My first words 
reflected the fact that I had seen 
Geoff introduce all of my favor-
ite directors, and I couldn’t quite 
believe he had just brought me on 
stage. I went on to thank every-
one dear to the film and then gave 
way to the projectionist to start the 
screening.

The film opened strong. People 
were generous with their laughter 
and their applause. It continued 
like this throughout the movie. In 
fact, the screening turned out to be 
an enormous success. However, 
something strange happened at the 
end of reel two. Thirty minutes into 
the film, a reel change occurred 
around twelve seconds early, leav-
ing a short humorous scene miss-
ing. The scene wasn’t crucial to 
the plot. While the edit was jarring, 
most people didn’t miss a beat. 

It was only after the screen-
ing, that I told the audience they 
had missed a sex scene with Katie 
Holmes and Aaron Eckhart. You 
should have heard the groans. In 
fact, you may have seen something 
about this incident in recent press. 
Interestingly enough, no one really 
picked up on this until two days 
after that screening. There was a 

48-hour window in which no one 
seemed to care about this missing 
scene. Then all of a sudden I was 
being interviewed by every tabloid 
magazine and TV show I could 
name.

There were rumors flying all 
around Park City, passing off 
responsibility to everyone from 
Tom Cruise to the Mormons. I was 
even personally accused of snip-
ping the frames myself. However, 
the truth of the matter was that 
the missing footage was sitting on 
the floor of a film assembly room 
after a projectionist misjudged the 
tail leader. Sorry, I know that’s not 
quite as sexy. But it’s the truth. 

The footage was back in for 
the final screening at the end of 
the week. After days of the press 
building up what was thought to be 
a sultry scene, I think the audience 
was a little disappointed by what 
could only be described as tame. 
However, the true purpose of the 
scene remained. It’s a humorous 
scene and it got a great laugh.

While the first half of my week 
was comprised of mostly press, 
the second half opened up for 
me to see great films. Little Miss 
Sunshine is as good as its hype. 
Funny, charming, and a perfect 
feature debut by commercial direc-
tors Dayton/Ferris. Alpha Dog will 
be one of the best thrillers you’ve 
seen all year. 13 Tzameti is now 
one of my top five French films 
of all time. Quinciniera was just 
gorgeous. Shot by Eric Steelberg 
(who shot most of my commer-
cials and short films), it manages 

to capture what filmmakers are 
always trying to achieve but rarely 
succeed Consistent varite´ and 
beauty at all times.

The highlight of the week was 
meeting directors that truly inspire 
me. Alexander Payne scared the 
crap out of me by actually attend-
ing my film. When introduced to 
him before the screening, I took 
the moment to tell him how much 
I’d stolen from him as a filmmaker. 
After, he came up to congratulate 
me and told me to take as much 
as I like.

But not even this could match 
up to meeting Kevin Smith. When 
I list the three films that made me 
want to be a director, I say Slacker, 
Clerks, and Bottle Rocket. They 
came out at the right time for me 
and spoke to a different kind of 
comedy. A unique point of view 
that gave me the confidence to 
develop my own voice. 

Half way through my Sundance 
trip, I ended up playing in a celeb-
rity/pro poker tournament (I don’t 
know why I was invited either). 
As we’re walking in, I see Kevin 
and go up to tell him how much 
Clerks meant to me as a director. 
He asks me what film I have in the 
festival. I told him Thank You For 
Smoking. He brightens up, “Your 
trailer looks great. It got four out of 
five hamburgers on joblo.com… 
That’s really good.”

So, have things changed? I 
don’t know. I may not know what 
it’s like to have a sit down meal in 
Park City. But I wouldn’t it trade it 
in for the world.

Reflections On Sundance

Sundance Showcases Spotmakers
Continued from page 9

Jason Reitman directs commercials 
via Tate USA, Santa Monica. Thank 
You For Smoking, his feature film 
debut, opens this spring.
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Hot Tunes
For Winter

A look behind the top three chart toppers.
By Kristin Wilcha

T
he winter top 10 music and sound design chart yielded 
a trio of tracks that effortlessly drives the picture. In 
ESPN’s “Believe,” part of the long-running “Without 
Sports” campaign, a simple score perfectly illustrates 
the hope people harbor for their favorite sports team 
to win—and the agony fans suffer when experienc-

ing defeat . “What’s Inside,” for adidas, uses a sparse piano track to 
show the many facets of Minnesota Timberwolves’ forward Kevin 
Garnett. And Longhorn Steakhouse’s “Girlfriend” uses a catchy 
tune and humorous lyrics to show what can happen when you 
indulge your desire for great steak.

NUMBER ONE
Like Boston Red Sox, and Chicago 

White Sox fans of yesteryear, those 
who root for the Buffalo Bills football 
team know all too well the heart-
break of defeat, as well as the lure 
of believing that just once, things 
will go their way. In the animated 
ESPN spot “Believe,” out of Wieden 
+ Kennedy (W+K), New York, 
and directed by Mark Gustafson, 
of LAIKA/house, Portland, Ore., 
the Mitchell family watches the 
Bills play on a rainy day. The fam-
ily’s drab living room matches the 
mood—it seems that, as usual, the 
Bills are about to lose. Suddenly, 
there is hope—the team makes a 
fumble recovery that leads to a 
touchdown. The sun begins to shine, 
and the family’s home is flooded 
with color while the Mitchells joy-
ously celebrate. A little boy, who 
was curled in a ball and watching in 
a desultory fashion, begins spinning 
around with delight. Even Grandma 
Mitchell gets into the act, dancing a 
jig of joy. Alas, the elation is short-lived—the touchdown is disal-
lowed, and the color and joy is leached from the Mitchells’ home. 
“Believe” is accompanied by a strong voiceover, which narrates the 
highs and lows of the game, as well as a spare, simple score that 
moves with the story arc—resignation, joy, and back to resigna-
tion. Jeff Elmassian creative director/composer and composer Andy 
Rehfeldt, both of Endless Noise, Los Angeles, composed the track. 
Lance Limbocker of Downstream, Portland, created sound design 
and did the audio mix.

Elmassian notes that the track for the spot needed to provide 

“a very subtle sort of build, and not [overwhelm] the announcer’s 
voice—the voice was integral.” Work on the spot’s track began when 
the agency received the pencil sketch from the animation house. 
“The advantage of animation is more time,” relates Elmassian. He 
also praised the agency for having a clear vision of the music from 
the beginning. 

Elmassian had previously worked with W+K on some Sharp 
Aquos spots, which led to his involvement in the ESPN work, 
reports Jesse Wann, the agency producer on “Believe.” “I felt like 
there was a certain sensibility that was present in some of the tracks 

we didn’t use [on Aquos] that would 
work well with the spot,” he relates, 
“and other folks seemed to agree.”

The agency wanted a track that 
would enhance, not overwhelm the 
action in the ad. “We were actually 
looking for something very simple,” 
Wann relates. “There is an awful lot 
going on in the spot, both visually and 
in the audio realm—voiceover, sound 
effects—so we wanted to be very care-
ful to find the right balance and get the 
most out of each element, but ultimate-
ly keep focused on telling the story in 
the best way possible.”

Both Elamssian and Wann note that 
the process was a smooth one, with-
out a ton of revisions. “There are two 
major emotional shifts in the spot,” 
explains Wann, “and we wanted the 
music to both support and enhance 
those shifts, in addition to setting the 
right tone for our little puppet world.”

NUMBER TWO
“What’s Inside,” the latest tour 

de force for adidas out of TBWA/
Chiat/Day, San Francisco, and 180, 
Amsterdam, features Kevin Garnett 

wearing many hats. The spot, which was directed by Noam Murro 
of Biscuit Filmworks, Los Angeles, opens on the NBA superstar 
dressed in combat gear, leading a battalion into battle. That scene 
segues into a shot of Garnett in super hero-style gear rescuing a 
woman from a burning building. The next image is of a young boy, 
perhaps Garnett, imaging what he might be when he grows up. That 
scene shifts to the basketball great in a gladiator’s outfit, in victori-
ous pose after defeating his opponents. He is next seen as a stand 
up comic. The final image is of Garnett as the world knows him: 
stepping onto the hardwood in his signature adidas sneakers. The 
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TITLE MUSIC/SOUND AUDIO POST AGENCY PRODUCTION

1 ESPN,
“Believe”

Endless Noise, Santa Monica
Jeff Elmassian, creative director/
composer; Andy Rehfeldt, composer; 
Shari Christensen, executive producer

Downstream,         
Portland, Ore.
Lance Limbocker, mixer

Wieden + Kennedy,               
New York  

LAIKA/house,      
Portland, Ore.
Mark Gustafson, director

2 Adidas,
“What’s Inside”

Elias Art, bicoastal
Jonathan Elias, composer

Sound Lounge, New York     
Tom Jucarone, mixer

180/TBWA & TBWA/
Chiat/Day, 
San Francisco

Biscuit Filmworks,
Los Angeles
Noam Murro, director

3 Longhorn 
Steakhouse, 
“Girlfriend”

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

Sound Lounge, New York 
Tom Jucarone, mixer

McKinney, Durham, 
N.C.

Biscuit Filmworks,
Los Angeles
Mike Bigelow, director

4 Expedia.com,  
“Anthem”

Asche & Spencer Music, 
Minneapolis
Thad Spencer and Richard 
Werbowenko, composers; Janell 
Schmitt, producer

Lime Studios,
Santa Monica
Loren Silber, mixer

Deutsch,
Los Angeles   

Moxie Pictures, 
bicoastal/international
Errol Morris, director  

5  Siemens,
“Building 
Blocks”

Siblings Music, New York
Mario Grigorov, composer; Michelle 
Barbieri, producer 

Bionic Media, New York
Jody Nazzarro, mixer

Publicis,
New York 

Mass Market TV,
New York
Chris Staves and Marco 
Spier, directors

6 Toyota RAV4,
“Boxes”   

Mutato Muzika, Los Angeles
Mark Mothersbaugh, composer; 
Robert Miltenberg, producer; John 
Enroth, engineer 
Machine Head, Venice, Calif.
Stephen Dewey, sound designer; Vicki 
Ordeshook, head of production/pro-
ducer 

Ravenswork, Venice, Calif.
Eric Ryan and Robert Feist, 
mixers; Katherine Morgan, 
managing director

Saatchi & Saatchi 
LA, Torrance, Calif.

Villains, bicoastal
Phillipe Andre, director

7 Nike,
“Awake”

Lost Planet, bicoastal
Hank Corwin, editor/sound designer          
AC/DCs "Rock and
Roll Ain't Noise Pollution"

Eleven, Santa Monica
Jeff Payne, mixer; 
DJ Fox-Engstrom, 
executive producer

Wieden + Kennedy, 
Portland, Ore.

RSA USA, bicoastal
Jake Scott, director

8 American 
Express,
“Open Minded”

Big Foote Music, New York
Darren Solomon, composer; 
Ray Foote, executive producer

audioEngine, 
New York
Tom Goldblatt, mixer  

Ogilvy & Mather,   
New York
Sara Matarazzo, 
music producer

Form, Los Angeles
Jesse Dylan, director

9 Reebok,
“Hockey 
Centric”

Tonefarmer, New York
Jimmy Harned and Raymond Loewy, 
composers; Tiffany Senft, executive 
producer

Final Cut, New York
Roland Alley, 
mixer/sound designer

mcgarrybowen,       
New York        

Biscuit Filmworks,
Los Angeles
Steve Rogers, director

10 Sony 
PlayStation 
Portable,  
“Pass”

Elias Arts, bioastal
Ben Kahle, composer

Ravenswork, 
Venice, Calif.
Eric Ryan, mixer

TBWA/Chiat/Day,
Los Angeles

Believe Media, bicoastal 
Vogel.Villar-Rios, 
directors

®
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By Kristin Wilcha

More and more, tradition-
al music houses along 
with their agency part-

ners are branching out in terms 
of where advertising—and its 
music—is featured. That means 
songs and tracks aren’t thirty 

or sixty seconds in length. For 
instance, Grey Worldwide, New 
York, recently created several 
tunes, including the hip-hop 
themed song “Get Your Ice On” 
that aired on Sirius Satellite 
Radio. (Music Beast, New York, 
worked on the project.) That 
project led to the agency creat-
ing full-length tracks for its next 
Tanqueray project. In the holiday-

themed “Lapland,” directed by 
Ben Mor of bicoastal Smuggler, 
the track was also available in a 
viral e-card, as well as on a vir-
tual CD online. 

Late last year, director Jeff 
Labbé of bicoastal/international 
@radical.media, and Michael 
Folino, who is now chief cre-

ative officer at DDB Chicago, 
created a series of short films for 
Motorola and MTV which aired 
exclusively on mobile phones. 
Machine Head, Venice, Calif., 
created sound design for all of 
the shorts, as well as music for 
some of the films. Sound design-
er Stephen Dewey, owner of 
Machine Head, served as cre-
ative director for the shop.

And bicoastal JSM Music 
and agency BBDO Detroit, Troy, 
Mich., created a mash-up proj-
ect called “Unleashed,” which 
combined the tunes “Hair of the 
Dog” from Nazareth, and “Live 
& Loose” from Chris Classic, 
who is on JSM Records, a label 
run by the music shop. The ini-
tial track was featured on two 
spots for the Dodge Charger; 
it was later decided that a full-
length version of the mash-up, 
complete with a music video 
featuring Chris Classic (the clip 
was directed by Eric Heimbold 
of Plum Productions, Santa 
Monica), should be produced. 

To launch the Virgin digital 
online music service, agency 
Ground Zero, Marina del Rey, 
Calif., created an animated viral 
short that was made up of images 
that signified well-known songs. 
For instance, in the opening 
scene the letter “I” hits a sheriff 
(“I Shot The Sheriff”). National 
Video, a Los Angeles-based ani-
mation collective, directed the 
project, which was driven by the 
tune “Sing Sing” from Serena 
Ryder. 

The question becomes, with 
projects such as these, does the 
process of creating and selecting 
music for those ads change, or 
does it remain the same? “Not 
to the point where you have to 
retool the operation to get music 
written, recorded, produced 

and distributed. It still always 
starts in the studio,” relates Joel 
Simon, president/CEO of JSM, 
which in addition to creating 
music for advertising also has the 
aforementioned JSM Records, 
whose artists can contribute to 
ad work. And Simon is a partner 
in www.decentx.com, a Web site 
that offers ringtones and other 
products from emerging art-
ists. “Whether it be for a film 
soundtrack or an ad or a ring 
tone, the creative process doesn’t 
change,” says Simon. “The 
medium is what changes, and 
then that kind of spins off dif-
ferent applications and how you 

get it to these different formats, 
whether it be ring tones, whether 
it be a PDA or a cell phone or 
whatever the case may be.”

Simon notes that with emerg-
ing media, there are more 
“opportunities for companies 
like JSM to explore, just like the 
advertising agencies and respec-
tive clients.” And while some 
technological tweaks might 
become necessary—for instance, 
converting files for use as ring 
tones, the creative process does 
not change that much. “The 
music company just has to be 
open-minded enough to want 

Expanding Horizons
As delivery of advertising changes and grows, music execs keep pace.

Continued on page 22
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action is scored by a dreamy, ele-
gant piano track composed by 
Jonathan Elias of bicoastal Elias 
Arts. 

Jennifer Golub, the agency 
executive producer on the spot, 
relates that the music in “What’s 
Inside” helps to enhance the cre-
ative. “Kevin Garnett is a really 
soulful player and individual,” 
she states. “This score was writ-
ten for him.”

The creative team on the proj-
ect wanted a score that worked 
in tandem with the spot’s many 
layers. “We sought something 
simple and internal to juxtapose 
against the grandeur of the visu-
als,” explains Golub, who adds 
that Elias was called on because 
of his prowess with “emotional, 
spare scores.” 

The direction for the track, 
notes Golub, came in “the pro-
cess of the edit. Avi [Oron of 
Bikini Edit] was an integral part 
of this process.”

For his part, Elias has high 
praise for the agency: “They are 
really very generous to work 
with, and it was a nice experi-
ence.” Elias began working on 
the track after a very rough cut 
had been assembled, and says he 

quickly wrote the tune. “There 
were very free flowing ideas,” on 
the project, he notes, “and they 
were very good to work with.”

NUMBER THREE
Longhorn  S teakhouse’s 

“Girlfriend,” out of McKinny, 
Durham, N.C., and directed 
by Mike Bigelow of Biscuit 
Filmworks, Los Angeles, uses 
a catchy, toe-tapping country-
style tune to extol the virtues of 
the chain restaurant.

The story is told from the 
POV of the singer, as he walks 
into the restaurant and is led 
to his table; along the way, he 
observes juicy-looking steaks 
being placed in front of appre-
ciative diners. He sings about 

how he “expected a tasty steak,” 
but didn’t expect the meat to be 
so well prepared. He also sings, 
“and I didn’t expect my ex-girl-
friend to be there, and I didn’t 
expect her to be dating Lou 
Ferrigno.” Cut to a shot of the 
original Incredible Hulk, who 
adds a line to the tune: “And he 
didn’t expect me to join him in 
this song.” The spot’s tagline: 
“Longhorn Steakhouse. Expect 
More From Your Steak.”

Judson Crane, of Fluid, New 
York, composed the track, with 
lyrics created by McKinney 
copywriter Mitch Bennett and art 
director Wes Whitener. (Both are 
members of Pants, the agency’s 
band, which last year won first 
place at Fluid’s Battle of the Ad 
Bands.) Bennett notes that he and 
the creative team were looking 
for a track that would stand out 
for viewers. “When you look at 
restaurant advertising, music is 
such a big part of it,” he relates. 
“Instead of fighting that conven-
tion, we wanted to let the music 
be part of what makes the spot 
surprising and funny and memo-
rable—and it never hurts to have 
Lou Ferrigno dating your ex-girl-
friend.”

Bennett and Whitener wrote 

the lyrics and the basic song. 
“We had a specific progression 
and a melody we liked a lot,” 
explains Bennett, who sang the 
song for the spot. “So rather than 
coming up with something from 
scratch, we needed someone who 
could take our incredibly rough 
sketch and make it come to life 
as a believable, fully orchestrated 
modern-country track. We were 
amazed at what an awesome job 
Jud and the gang did with it.”

Crane reports that Bennett 
and his team gave him the demo 
to begin working with prior to 
the shoot. “The agency wanted 
a flavor of country music that 
wasn’t overly spiced with ‘coun-
try music’ elements or feel,” 
relates Crane. “My goal was to 

create a vibe you might hear on 
top-forty country radio. … It was 
important that the track could be 
tailored for multiple spots and 
lyrics, as well as be flexible for 
some rocking-good radio scripts. 
Being great musicians in their 
own right, the creative team was 
extremely helpful throughout the 
music creation process.”

Bennett and Whitener worked 
closely with Crane during the 
process; that collaboration was 
made easier because Fluid editor 
Scott Philbrook cut the spot. “We 
basically moved into their office 
for two weeks and made our-
selves at home,” says Bennett. 
“Since I ended up being the sing-
er, it wasn’t like a normal record-
ing session where you record an 
hour session and that’s it. We’d 
be editing in one room, get an 
idea of something to try, run into 
Jud’s studio, record it, then run 
back and throw it into the edit. 
They were extremely flexible 
like that—it’s s amazing they’re 
still speaking to us, come to think 
of it.”

As for how the spot turned 
out, Crane and the Fluid team are 
pleased with the final result. “I 
think the new Longhorn ad cam-
paign is funny and memorable,” 
enthuses Crane. “I can’t get the 
tune out of my head!”

Winter Chart Toppers: ESPN, Adidas, Longhorn Steakhouse
Continued from page 19

to branch out into [other areas] 
or not,” asserts Simon. “To me, 
it’s always been just music—it 
doesn’t matter if it’s for a thirty-
second spot or a thirty that then 
turns into a campaign, or if it’s 
for a movie soundtrack. … if it’s 
got legs, and if the track is right, 
it can find a home in any one of 
these different mediums.”

READY FOR THE CHARTS
Marketers are increasingly 

recognizing that having a brand 
associated with a song that’s well 
perceived can increase awareness 
and customer interaction. Josh 
Rabinowitz, senior VP/director 
of music production at Grey, 
advocates that, if feasible, full-
length versions of tracks should 
be created in addition to what 
is used on a particular ad, in the 
hopes that those tracks will cross 
over into the consumer market.

“[In those cases], it’s songs 
that are lateral to advertising, that 
are brand-influenced,” explains 
Rabinowitz. “Songs that coincide 
with the brand, and also have 
legs, and speak to people on its 
own. That’s been one of my main 
pursuits here—we try to educate 
clients on that all the time—that 

it’s really worthwhile and a good 
way for cross-branding.” Grey 
has created full-length versions 
of songs, including the afore-
mentioned Tanqueray project 
(Jared Schlemovitz was the Grey 
music producer on the project); 
and on a track for Kmart. Though 
Grey has done full-length tracks 
for some its clients, Rabinowitz 
cautions that when taking the 
approach, it should be pursued 
because the song is strong, not 
simply because it can be done.

For  the  Virg in  Digi ta l 

job, the music selection had 
certain parameters, reports 
AnneKatherine Friis, the agency 
producer for Ground Zero on 
the project. The track had to be 
something available on Virgin 
Digital, though it did not have 
to be from an artist signed to the 
Virgin Records label. Ultimately, 
the agency went with “Sing 
Sing” from Ryder, a relatively 
unknown Canadian artist signed 
to Universal Canada. “In theory, 
we were going to be launching 
an artist with this,” relates Friis, 

who added that this wasn’t the 
initial intention with the piece—
it happened to work out that way. 
“People hearing the song would 
be hearing it for the first time.

“… The fact that we could 
launch an artist,” she continues, 
“was pretty cool since we were 
launching this whole new music 
service.” Friis notes that in terms 
of picking music for a viral short 
versus selecting a tune for a more 
traditional spot, the major differ-
ence was the length of the track. 
“The length was a challenge,” 
she explains, “because we had to 
find something that would either 
loop well, or that we liked a full 
one-minute, twenty-seconds 
of—it was an interesting chal-
lenge we usually don’t have to 
deal with.”

As for whether or not the 
process for selecting tracks 
will change as media changes, 
Friis predicts not. “It will prob-
ably stay the same,” she states, 
“The media that we choose will 
change a bit; I don’t think the 
music will be affected by that.”

TECHNOLOGY
In terms of technology, dif-

ferent types of delivery format 
have little effect on the creative 

process. “What we were deliv-
ering technically speaking was 
pretty much the same stuff,” 
says composer Adam Schiff of 
Machine Head, who composed 
music for some of the Motorola/
MTV mobile phone shorts. “All 
of the squishing and compress-
ing for its final delivery was 
done by someone else.”

Dewey, who recently com-
pleted work on a forthcom-
ing Internet short film from 
Pirelli Tires, featuring John 
Malkovich, and directed by 
Antoine Fuqua of bicoastal 
Anonymous Content, says the 
process on the Motorola/MTV 
project was unencumbered 
by where it would ultimately 
air. Dewey notes that the time 
factor on projects like Pirelli 
makes them enjoyable to work 
on. “[They are] really fun, 
because you stretch [the track] 
out,” he notes.

Whatever the project, and 
wherever it will ultimately 
appear, music houses—and the 
agencies they work with—will 
continue to be able to experi-
ment with new formats and 
new technologies. “It’s a great 
time right now,” states JSM’s 
Simon. “Years ago, these kinds 
of opportunities were closed to 
companies like mine—now the 
gates are open.”

Music Artisans Assess Emerging Media Opportunities

l-r, Adam Schiff and Stephen Dewey

Judson Crane Jeff Elmassian

Continued from page 21

YOU WON’T GO ON FOREVER, but your spot will. Enter your television, theater, web, or mobile phone 

spot into one of the 25 categories and your reward may be immortality. Honored work becomes part of the 

permanent collection of the Department of Film and Media at The Museum of Modern Art in New York City.
2006 AICP CALL FOR ENTRIES
The 15th Annual AICP Show, The Art & Technique of the American Commercial.

ENTRY DEADLINE: ENTRY FORMS & INSTRUCTIONS:Feb. 15, 2006 www.aicp.com or 212-929-3000

MUSIC & SOUND 
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ative directors had to say about 
the latest round of Super Sunday 
ad fare:

David Baldwin, executive 
creative director/partner, 
McKinney, Raleigh, N.C.

The advertising overall was 
much better than last year—this 
time we went without Cialas and 
the [Budweiser] farting horses. 
At the same time, I still don’t 
think anyone used the Super 
Bowl stage to its full effect to 
make a major statement that 
causes people to take notice. For 
$2.5 million [the average cost 
of a :30 time slot], you’d like to 
achieve something that grand.

But there was a lot of good 
advertising. The FedEx cave-
man spot [“Stick” directed by 
Traktor of bicoastal/international 
Partizan for BBDO New York] 
was my favorite. It was a new, 
charming, funny way to say the 
same old thing about getting your 
package out on time.

ESPN’s “Sports Heaven” 
[directed by Jake Scott of 
bicoastal/international RSA for 
Arnold, Boston] was also a nice 
idea, pulled off well.

I thought the best Super 
Bowl spot was Hummer H3’s 
“Monsters” [directed by Noam 
Murro of Biscuit Filmworks, 
Los Angeles, for Modernista!, 
Boston]. But because that spot 
has aired before, it was kind of 
disqualified from the Super Bowl 
running, which is a place to debut 
commercials.

The Ameriquest spots were 
good again [directed by Craig 
Gillespie of bicoastal/inter-
national MJZ for DDB Los 
Angeles], but not as good as the 
two that premiered on last year’s 
Super Bowl. That’s probably 
because last year they came out 
of nowhere. Nobody knew who 
Ameriquest was until those first 
Super Bowl ads, and the risk-tak-
ing concepts put them on the map 
and into the general conscious-
ness of the public. They got every 
penny’s worth last year.

For me a disappointment 
has been Diet Pepsi [directed 
by Joe Pytka of Venice, Calif.-
based PYTKA for DDB New 
York]—not that the spots were 
bad but mainly because Pepsi 
used to define the best Super 
Bowl advertising.

Carolyn Hadlock, principal/
creative director, Young & 
Laramore, Indianapolis

I was surprised to see so 
many promos for movies and TV 
shows. It seems like there were 
many more than usual. Having 
three spots for Lost seemed a bit 
odd.

For me the Dove spot [“Little 
Girls” directed by Michael 
Rowles of bicoastal Order for 

Ogilvy & Mather, N.Y., Chicago, 
Toronto] had stopping power. A 
lot of young girls watch the Super 
Bowl and this sent out a posi-
tive message about self-esteem. 
I don’t think it was money mis-
spent.

Another spot with stopping 
power was Motorola’s “PEBL” 
[directed by David Fincher of 
bicoastal Anonymous Content 
for  180 Communicat ions , 
Amsterdam]. “PEBL” came out 
of Europe and it concerns me that 
more of the interesting spots are 
being created there. It’s a differ-
ent take, sort of looking at things 
sideways.

The Super Bowl seems to be 
the one event where the spots 
are often entertainment just for 
entertainment’s sake. And some 
agencies seem to lose sight of 
the fact that you can be entertain-
ing while also being relevant and 
serving the client’s purpose.

There also seemed to be a lot 
of looking back in this year’s 
Super Bowl. “PEBL” is going 
backwards through evolution. 
FedEx took us back to the dino-
saur age. United Airlines [direct-
ed by Jamie Caliri of DUCK 
Studios, Los Angeles, for Fallon, 
Minneapolis] took us back to 
King Arthur’s time.  MasterCard 
took us back to the TV series 
MacGyver [directed by Tom 
Kuntz of bicoastal/international 
MJZ for McCann Erickson, New 
York].

Maybe there’s comfort in the 
past, and the stakes are so high in 
the Super Bowl that people tend 
to gravitate to properties that are 
tried and true. Maybe that’s why 
you rely on a known entity like 
Kermit The Frog for Ford Escape 
[directed by Bruce Dowad of 
Bruce Dowad Associates, Los 
Angeles, for J. Walter Thompson, 
Detroit].

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

The bar was raised nicely. 
There were more good spots this 
year than last. Funny money sells 
hard in the brilliant, hard working 
ads from Ameriquest Mortgage. 
Just think—a mortgage company 
telling us they will give us a sec-
ond chance if we have bad credit. 
I like that message—relevant to 
anyone who has the dream of 
owning a house (all of the 90 
million watching, I’m sure can 
relate)—and I like the way they 
tell it even more. We are at a 
party, so money may not be an 
appropriate subject. But funny 
money will sell in this environ-
ment because it will be talked 
about.  Taste issues are a concern 
but even though these deal with 
serious topics like death, money 
and sex, they win. The commer-
cial of the woman in the airplane 
who finds herself on the man’s 
lap looks like they might have 

had some 350,000 mile club 
action, and the commercial about 
the patient who looks he died 
on the operating table (the poor 
kid thinks she lost her daddy) 
showed great comic timing and 
twists . This will work for them 
in the marketplace. Sign me up.

There were good loud jokes 
like Ameriquest and FedEx, but 
there were also quieter spots that 
were quite effective. I liked the 
ESPN Mobile ad that was quiet, 
about a guy walking along and 
keeping to himself even though 
he’s surrounded by a cast of 
seemingly thousands.

Dove was quiet, yet had a 
positive message. It speaks to all 
of us This isn’t about girls, this is 
about a positive self-reflection. 
And it is wonderful to see—even 
if you think the audience is a 
bunch of meat-chewing, beer-
swillin’ Neanderthals. Even 
they will be melted by the girls’ 
beautiful open faces. Signed off 
by Dove for their Self-Esteem 
Fund, it was a great way to close 
the commercial. The site will be 
crowded by men, women, girls 
and boys all relating to the call. 
Now let me open up  this spot 
just got me, I guess. I’m frigging 
jealous (need to use the word 
“frigging” to make sure I haven’t 
lost my inner man)! Boys can use 
some of that self- esteem too! 
Especially after the girls beating 
us up in the Michelob spot and the 
Bud Light spots make guys look 
like stupid lazy losers. Reminded 
me of Nike’s “If you let me play” 
spot, which was a vision for all 
of us to follow—not just girls!  
This spot has a big heart and is 
Super Bowl worthy now is the 
Bowl worthy of it? What is the 
Self-Esteem Fund?  I wanted to 
know. Where does the money 
go? Like I said, people will go to 
the site and learn.

That’s part of the surrounding 
campaign approach—going to 
a Web site for more, or getting 
more from another outlet. It’s not 
as much about the single Super 
Bowl knockout punch delivered 
by an Apple in “1984” or Mean 
Joe Greene for Coke. Look at 
Burger King this year [directed 
by Bryan Buckley of bicoast-
al/international Hungry Man 
for Crispin Porter+Bogusky, 
Miami]—is it a Busby Berkeley 
musical or a hungry adolescent’s 
moist dream? But there’s an 
afterlife to the spot—Meet the 

Whopperettes was sent out to my 
Sprint cell phone. BK may finally 
get men to eat their veggies.

Alan Pafenbach, creative con-
sultant (former managing part-
ner/executive creative director, 
Arnold Worldwide, Boston)

An ad that would be really 
great in the normal broadcast 
world disappears in the noise of 
the Super Bowl. People expect so 
much more. As a creative direc-
tor, you look for a visceral reac-
tion to a spot along with accom-
plishing the objective in the brief 
of the original assignment. There 
were a lot of commercials in the 
game that were great entertain-
ment, but I’m not sure they were 
effective as advertising.

With the caveat that there’s 
what ad people like and what real 
people like, I made a list of the 
spots I thought were effective and 
entertaining. My favorite was the 
FedEx spot. The production, the 
effects, the casting. What I like 
about their advertising gener-
ally is that it’s a straight A-to-B 
idea. It’s about what FedEx does 
and in this case the storyline was 
funny and got your attention.

I also liked the two Sprint 
ads [directed by Hungry Man’s 
Buckley for TBWA/Chiat/Day, 
New York]—the silliness of the 
one in the locker room, and then 
the one where the couch is on 
fire and the storyline erupts into 
a scene from The Benny Hill 
Show. I laughed the most at the 
Benny Hill piece, though I’m not 
sure how many people know who 
Benny Hill was.

On a different track, the 
Disney World spots were quite 
good—getting genuine perfor-
mances from the athletes, includ-
ing the Steelers quarterback. 
They [directed by Joe Pytka of 
PYTKA, Venice, Calif., for Leo 
Burnett USA, Chicago] were 
good takes on a pretty standard 
yearly thing—winning players 
saying they’re going to Disney 
World.

The Dove ad also worked. 
The message was positive and 
the writing was good.

The Sierra Mist commercial 
with Kathy Griffin in the air-
port was also straightforward 
and funny [“Wand” directed by 
Partizan’s Traktor for BBDO 
New York]. I also liked the humor 
of Budweiser’s “Magic Fridge” 
[directed by Dave McNally 
of bicoastal Villains for DDB 
Chicago] and Crispin’s spot for 
Burger King. Overall, the crop of 
ads this year was better than last.

Mike Wolfsohn, VP/creative 
director, Ignited Minds, 
Marina del Rey, Calif.

I have to admit that I’m a life-
long Steelers fan. The way the 
game was going at a given point 
in time affected my viewing 
state…But clearly Super Bowl 

advertisers and agencies expose 
themselves to a level of scrutiny 
that goes beyond normal viewing 
conditions, where people subcon-
sciously see or absorb commer-
cials. For the Super Bowl, people 
consciously view the work. 

Generally I found that the 
spots that tried too hard didn’t 
work. There are certain ingre-
dients that people think go into 
a Super Bowl spot; they throw 
those ingredients into the work 
and try to get attention. The ones 
that try too hard were really 
noticeable. 

By contrast, those with simple 
self-confidence that didn’t count 
on humor or special effects were 
effective.

I very much wanted to like 
what I saw on the Super Bowl. 
But I found it hard to find work 
I would be proud to have done. 
Three pieces did that for me.

The Disney World spots, in 
which Steelers and Seahawks 
give their take on the “I’m going 
to Disney World” line, was a 
great simple idea, with perfect 
media placement, perfect use of 
players, and great performances 
from those players. The brand 
was a star among these stars. 
The agency hit on the equity that 
has become part of the culture—
going to Disney World.

Another I liked was the 
Mastercard “MacGyver” spot—a 
smart way to keep a campaign 
fresh that’s over a decade old. 
It was like the cartoon execu-
tion of a few years ago that 
injected new life into the work. 
The brand, like the campaign, 
is consistent, reliable, you know 
what to expect—pretty impor-
tant qualities for a credit card. 
The attributes of advertising are 
ultimately going to be projected 
upon the advertiser and that con-
sistency is what’s great about his 
campaign. MacGyver offers a 
nice twist on this.

The third was the Hummer 
“Monsters” spot, even though it 
debuted long before the Super 
Bowl…It separates Hummer 
from the rest of the SUV pack—
it doesn’t need to play in the tes-
tosterone-filled world of macho 
competitors.

At the other end, the usual 
offerings from Bud Light were 
disappointing…It reminds me of 
the guy at a party trying hard to 
make everybody laugh but ulti-
mately just embarrassing him-
self.

The Dove ad tries to get peo-
ple to contribute money to a fund 
for girls’ self-esteem. Why not 
put the $2.5 million you paid 
for the ad time into the fund? 
That’s how I felt watching that 
spot. They spent the money to 
improve their own self-image, 
not the self-image of the girls 
being portrayed. I’d prefer they 
just promote the product and 
spare us the philanthropic angle.

Creative Directors Assess Super This Year’s Crop Of Super Bowl Commercials
Continued from page 1

Alan Pafenbach



Page 24 | SHOOT >e.dition www.shootonline.com | (203)227-1699 February 10, 2006

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

Classifieds
HELP WANTED

Kelly Boyle, Classifieds Manager, kboyle@shootonline.com

By Emily Vines
After an 11-year absence from 
the Super Bowl advertising blitz, 
Burger King appeared at Super 
Bowl XL with a dancing spec-
tacular from the Whopperettes 
in “America’s Favorite” through 
Crispin Porter + Bogusky 
(CP+B), Miami. Dressed as 
the top of a bun, Brooke Burke 
headed up the troupe of danc-
ing ladies outfitted as other 
Whopper components like 
the patty, onions and tomato. 
Bryan Buckley directed the spot 
through bicoastal/international 
Hungry Man.

The King entered the scene 
toward the end of the spot to 
light a canon and shoot a woman 
dressed as ketchup into the air. 
Eventually the women began to 
form a Whopper as they piled 
on top of one another: the patty, 
onion, ketchup and so on. For 
the finale, Burke is dramatically 
lowered over the Whopper to 
top it off. Her costume is quite 
regal with a crown and jeweled 
necklace. The King then blows 
her a kiss and the URL www.
whopperettes.com appears.

On the site, visitors can create 
their own Whopperette extrava-
ganza. The home page allows 
one to decide what they want on 
their burger. Then the viewer can 
type in his or her name and click 
“Start My Show.”

The site builds the show and 
the Whopperettes will throw 
themselves into the sandwich 
according to the specifications. 
Burke finishes the creation as 
the top of the bun and the King 
makes a brief appearance during 
the process. Of course you can 

send the show to a friend. 
The site also has bonus mate-

rial like screensaver downloads, 
photos and profiles of the top-
pings. And, for Sprint subscrib-
ers with a Sprint Vision or Power 
Vision phone, there are down-
loads of the commercial, mak-
ing of the video and “Meet the 
Whopperettes.”

The spot was shot last year 
and wasn’t concepted for the 
Super Bowl, but rather to further 
the brand platform of “Have it 
your way.” Once it was decided 
that it would run during the big 
game, Brooke Burke and the 
King were added to the piece. 
The original spot was shot in Rio 
de Janeiro with additional ele-
ments shot in Los Angeles. 

Of the Brazilian shoot, CP+B 
creative director Rob Reilly said 
that with most of the performers 
not speaking English, directing 
them presented some challeng-
es. However, he added, “Rio is 
a great place because it’s got a 
great history of Carnival and all 
of these things so you’ve got a 
lot of dancers down here who 
certainly when explained the 
concept, they got it. It definitely 
took a lot of time to get the right 
choreography.” Angus Strathie, 
Academy Award-winner for 
Moulin Rouge, was the costume 
designer and Michael Rooney 
(son of Mickey Rooney) was the 
choreographer.

Creatives at CP+B approach 
integrated projects with all ele-
ments of the campaign in mind. 
Therefore, footage for the site 
was shot in Rio during the seven-
day shoot. The shoot was also for 
two more spots in the initiative: 

“More Mayo” launched Feb. 8 
and “Extra Cheese” will premier 
on Feb. 14. Corresponding Web 
elements appear on the site as 
the spots air.

Efforts for the integrated 
campaign began weeks before 
the Super Bowl with photos of 
the King together with Brooke 
Burns appearing in tabloids and 
blogs. Among the sightings, the 
two appeared at a Lakers game 
together. Burke appeared in 
the BK spot “Fantasy Ranch,” 
which David LaChapelle 
directed through bicoastal HSI 
Productions, and the rumors are 
that she and the King are dating. 

“The King has a lot of clout,” 
Reilly explained. “In the original 
cut of the Whopperettes there 
was no King or Brooke Burke, 
and once the King heard we 
were going to be in the Super 
Bowl, he decided it was time he 
got in the action. So we actually 
re-shot the King lighting the fuse 
[of the canon] and the King had 
Bryan Buckley re-shoot Brooke 
Burke as the top bun because 
why not try to put your girl into 
it.”

For “America’s Favorite” 
additional credit at CP+B goes 
to Alex Bogusky, chief creative 
officer; Andrew Keller, executive 
creative director; John Parker 
and Mark Taylor, art directors; 
Bob Cianfrone and Evan Fry, 
copywriters; Rupert Samuel, 
director of integrated produc-
tion; and Matt Bonin, executive 
integrated producer.

At Hungry Man, credit goes to 
Thomas Rossano, Alex Mehedff 
and Steve Orent, executive pro-
ducers; and Cindy Becker, line 
producer; 

Postproduction shop Smoke 
and Mirrors, New York, worked 
on the spot. 

Melissa Ferrara was post-
production producer and Sean 
Broughton was visual effects 
artist.

At bicoastal Bug Editorial, 
Andre Betz was editor and 
Andre Castiglioni was assistant 
editor. Mary Graham and Kim 
Nagel were producers.

For whopperettes.com, credit 
at CP+B goes to the aforemen-
tioned Bogusky, Keller, Samuel, 
Bonin, Reilly, Parker, Fry 
and Cianfrone. Jeff Benjamin 
was interactive creative direc-
tor; Winston Binch, execu-
tive interactive producer; Paul 
Sutton, senior integrated pro-
ducer; and Darren Himebrook, 
integrated producer. Chean Wei 
Law and Thomas Rodgers were 
designers. 

EVB, San Francisco, served 
as a development partner. Lucas 
Shuman and John Mastri were 
programmers.

CP+B Brings Burger King Back
to The Bowl With The Whopperettes

Show Stopper

Up Close and Personal with Patty
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DUPLICATION SERVICES

POSTPRODUCTION SERVICES

REAL ESTATE

Beautiful West LA Post facility has 
space available for short term lease. 
Long term is possible as well. 2nd fl oor 
Edit/Video/Audio bays with isolated VO 
booth, lobby and separate entrance.

Reply to: 
cbmsd@earthlink.net

Seeking an Assistant Editor for a 
commercial post production house.  
Must be bright, motivated, organized 
with previous experience in the fi eld; 
including prepping for online, fi lm to 
tape and audio sessions.  Knowledge 
of fi nal cut is a must.  Great benefi ts, 
salary based on experience.

E-mail: Job_Opportunity_NY@Yahoo.com
Fax: (212) 685-8686

Unique Partnering Opportunity
Established Music Studio/AV Media 
Duplicator has recently expanded and 
relocated to a prime midtown location.  
We have installed an editing suite 
and would like to add video post-pro-
duction to our roster of services.  We 
would entertain partnering with an 
experienced and/or established video 
pro or firm who can contribute both ex-
perience and ideally a client base.

Please contact: 
mastering@att.net

Busy Los Angeles commercial pro-
duction company seeks experienced 
West Coast/Texas Sales Rep. In 
house preferred, but fl exible.

Please send resume to:
jobpostKLC@hotmail.com

Established Music Video Production 
Company looking to hire an Executive
Producer with production experience 
to help build its commercial division.

Please contact 
Lifechangingjob@aol.com

Staff Production Coordinator
LA commercial production company 
seeks experienced staff production
coordinator for full-time position.

Email resumes to 
hsi.resumes@gmail.com

Staff Bidder/Staff Producer
LA commercial production company 
seeks experienced staff bidding pro-
ducer for full-time position. 

Email resumes to:
hsi.resumes@gmail.com

MESSENGER
Busy NYC Post Production house looking 
for messenger...must be friendly, hard-
working, and motivated. interest in the 
post production industry a must...

email resumes to:
postprod05@yahoo.com

Editorial suites with/without avid 
available in the fl atiron district in a beau-
tiful 10,000 square foot post facility with 
plenty of natural light.  Available immedi-
ately for short term/long term lease. 

Please call 
646-502-1250 and ask for Nicole.

AVID ASSISTANT EDITOR
National editorial shop seeking 
Avid Assistant Editor in Dallas,TX. 

Please forward resume to:
ccrcd32@yahoo.com

TO PLACE A CLASSIFIED AD:
E-mail:

classified@shootonline.com

FILM AND VIDEO SERVICES

Editorial House based in Chelsea NY 
is seeking to fi ll two staff positions:

Receptionist – Position requires receiv-
ing clients, answering phones and light 
accounting duties.  Candidate must have 
excellent people skills, word and excel 
computer knowledge and ability to be de-
lightful under heavy phone call volume.  

Client Services - Position requires gen-
eral catering and excellent people skills, 
while creatively managing, stocking and 
maintaining a clean kitchen/client area.  
This smart, enthusiastic candidate will be 
an important client contact and must be 
dedicated to keeping them happy!

Please forward resume to: 
212-367-9552, attn: Executive Producer
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bulletinboard

rep report

street talk
Director Samuel Bayer, formerly of RSA, has returned to bicoast-
al/international HSI Productions….Numero 6, the directing duo 
of brothers Laurent and David Nicolas, has split up. Each has 
embarked on solo helming careers with Laurent Nicolas joining 
Passion Pictures, London and Paris, for worldwide represen-
tation, while David Nicolas remains at Partizan…..Production 
house Twist, Minneapolis, has opened a New York office and 
added two directors, Grady Cooper and Jonathan Bekemeier. 
Amyliz Pera has been named New York-based executive producer 
of the company’s commercial division. Twist president/executive 
producer Jim Geib—who co-founded the company in ’97 with 
director/DP Rich Michell—continues to head up the Minneapolis 
office as well as the branded entertainment division. Twist has 
also promoted Jared Yeater to head of production….. Director/
DP Richard Reens has come aboard Kandoo Films, Sherman 
Oaks, Calif…..Bicoastal Brand New School has added executive 
producers Jennifer Sofio on the West Coast, and Brent Holt on 
the East Coast. Holt most recently served as exec producer at 
Little Bull Films, Torino, Italy. Sofio brings an agency pedigree 
to her new roost, having served as a producer for MVBMS Euro 
RSCG, New York, from 2000-’02.  She later became executive 
producer of bicoastal/international visual effects house creocol-
lective…..Michael Neithardt has joined Stardust Studios as 
senior producer. He will work out of the bicoastal company’s New 
York office. The overall shop continues to be headed by executive 
creative director Jake Banks….Wendy Bryant has joined New 
York-based editorial house The Well as executive producer……

Aardman Animations, Bristol, U.K., has parted ways with inde-
pendent rep Nancy Jacobs, ending a 15-year relationship. Jacobs 
handled East Coast representation for the animation studio, which 
is slated to soon announce its new arrangement on the East Coast. 
During the interim, Aardman’s Bristol-based head of commercials/
executive producer Heather Wright will be fielding inquiries from 
the East Coast…..Nikki Weiss & Co., Chicago, has signed director/
DP Ken Arlidge of Aero Films, Santa Monica, for exclusive rep-
resentation in the Midwest (excluding Detroit)…Red Truck Films, 
Raleigh, N.C., has signed independent rep Michael Eha to handle 
the company for commercial production….Sabrina Mehar has 
joined New York-based digital production studio Click 3x as in-house 
sales and marketing associate. She joins Click 3x from repping 
agency Miller Arnold, which represents Click on the East Coast….
Global Production Network (GPN), Los Angeles, has added to its 
roster of production services companies, signing a deal to handle 
North American representation for Iceland-based Truenorth, which 
is headed by exec producer Leifur Dagfinnsson…..

❑Feb. 15/New York: Jim Riswold: A Retrospective, hosted 
by The One Club and  Wieden + Kenned, at at the Helen Mills 
Theater. A $20 donation is suggested; all proceeds go to the OHSU 
Cancer Institute for the Leukemia Program. Call 212.979.1900 to 
purchase tickets in advance.

❑Feb. 19/New York: Call for entries deadline for the 
Association of Independent Commercial  Producers (AICP 
Show.) www.aicp.com/entries….

❑Feb. 22-24/Palm Springs, Calif.: Hollywood Post Alliance 
(HPA) Technology Retreat. www.hpaonline.com….

❑March 10/London: Call for entries deadline for the film 
and press and outdoor competitions for the Cannes Lions 
International Advertising Awards. www.canneslions.com….

❑March 17/London: Call for entries deadline for the Radio 
Lions, Media Lions, Lions Direct and Promo Lions competi-
tions for the Cannes Lions International Advertising Awards. 
www.canneslions.com….

❑March 20-24/San Jose, Calif.: The Game Developers Conference 
at The San Jose Convention Center. www.gdconf.com….
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Available Men Parade” and fea-
tures guys carrying signs like 
“Bad Boys” and “Trust Fund 
Babies.” The delighted woman 
waves enthusiastically until her 
customer, Dr. Phil, calls her out 
for daydreaming about Mr. Right. 
After pointing out her attractive 
qualities like her I.Q., he says 
she just needs a little Guy Q. A 
voiceover explains that Match.
com will “show you who” while 
Dr. Phil will “show you how.”

For “Hood,” (:30 and :15) 
agency creatives brought one of 
Dr. Phil’s longstanding observa-
tions to life. Many times he has 
said to women looking for men 
that with the way their lives are 
constructed, a man would have to 
jump in front of their cars to meet 
them. These women have not set 
themselves up for success in the 
dating world. 

In the spot, an attractive 
woman, Peg, is parking her com-
pany minivan. She is startled 
when men start dropping from the 
sky onto her vehicle.  As romantic 
music plays, the woman’s smile 
gets bigger. Of course, like the 
woman in “Parade,” she too is 
daydreaming and Dr. Phil brings 
her back to reality.

The MindFindBind service is 
not only for women as “Golf” (:30 
and :15 ) reveals. In it, a young 
man stands on a golf course day-
dreaming of scantily clad women 
frolicking nearby. Dr. Phil pulls 
up in a golf cart and asks him 
if he is going to hit his ball “or 
hatch it” and the man explains 
that finding the right woman is 
driving him crazy. Dr. Phil says 
he just needs to change his game, 
and his pants.

All of the spots are directly 
tied to Dr. Phil’s take on dating. 
In addition to the reference in 
“Hood,” he has said to women 
that parades of available men are 
not going to march in front of their 
houses. The idea behind “Golf” is 
simply that men need to change 
their game. Though he is known 
for his Dr. Philisms, like the hit it 
or hatch it comment in “Golf,” the 
agency used them sparingly.

“We didn’t want him playing 
Dr. Phil. We wanted him to be 
Dr. Phil and there is a difference,” 
Raboy noted. “We are so used 
to seeing people spoof him right 
now, and people have this idea of 
what Dr. Phil should say and what 
he should be and sometimes that 
clouds the brilliance of the guy…
And again, it’s the partnership 
with Match, as well, that needs 
to come through. We wanted to 
make sure that both brands were 
being noticed for the great brands 
they are and what they bring to 
the party.”

STRONG RELATIONSHIPS
The agency creatives looked 

to Chelsom to helm the spots 

for several reasons related to his 
experience. First, he worked on 
the Match.com spots “Football,” 
“Drawer” and “Amber” last year, 
which were also through Hanft 
Raboy and Partners, and he gets 
the brand, Raboy remarked. 
Secondly, having worked with big 
Hollywood names—like Warren 
Beatty and Diane Keaton when 
he helmed Town & Country or 
Richard Gere, Jennifer Lopez 
and Susan Sarandon in Shall We 
Dance—he understands how 

Continued from page 4 celebrities work.
“He runs a really efficient, 

tight set in a way that only a film 
director can. And when you’re 
working with a guy like Dr. Phil, 
who has so many things on his 
plate, you need to make sure that 
you are getting him in and out and 
doing his thing and not wasting 
any time,” Raboy said.

With Dr. Phil’s schedule, 
Chelsom only had two hours with 
the talk-show host on each day of 
the three-day shoot in Los Angeles. 

The schedule worked well for the 
director who enjoys collaborating 
with celebrities. “I like finding the 
personality and making it work. 
In other words, getting perfor-
mances out of people who would 
not normally do that,” he said. “I 
like to make people like Dr. Phil 
comfortable enough to look good 
and feel good. And I will always 
base the shape of the shoot and 
the scene about what makes them 
feel comfortable and strong.”

Additional credit at Hanft 
Raboy and Partners goes to 
Sean LaBounty, creative direc-

tor; Nathan Manske, copywriter; 
Josh Webman, art director; Rob 
Newman, executive producer; and 
Kathleen Raftery, producer.

At Independent Media Susanne 
Preissler was executive producer.  
Janusz Kaminski was DP.

At Final Cut, New York, Sarah 
Iben cut “Parade” and “Golf” 
with assistant editor Michael 
Dart Wadsworth. Carlos Arias 
cut “Hood” and Wadsworth was 
assistant editor. Stephanie Apt 
was executive producer and Rana 
Martin was the producer for Final 
Cut.

Peter Chelsom Helms Dr. Phil For Match.com

Branded Entertainment
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HERE'S A PREVIEW OF SHOOT'S 
UPCOMING PRINT ISSUE FEATURES 
....

EVERY ISSUE OFFERS A NEW 
OPPORTUNITY TO REACH SHOOT'S 
AUDIENCE OF AD AGENCY 
CREATIVE & PRODUCTION DECI-
SION-MAKERS WHO READ SHOOT 
FOR  THE LATEST NEWS, COLUMNS, 
AND SCREENWORK SECTION.

PLACE A PRINT ISSUE AD & 
YOU'LL RECEIVE AN AD IN SAME 
WEEK'S PDF VERSION (WELL READ 
INTERNATIONALLY) AT NO CHARGE!

FEBRUARY 24
New York / Creative Clients
Stock Footage & Music Libraries
VES Award Winners
Argentina & Brazil

MARCH 10
Editing & Postproduction
Interactive: web & gaming
HPA Tech retreat wrap up
Road to NAB 1

MARCH 24
Directors Issue EXTRAVAGANZA
& Cinematographers and cameras
Chile, Uruguay & Columbia
Road to NAB 2

APRIL 7
Ad Agency Creative 
Film Commissions / Hot Locations
California: North & South / Road to NAB 3
Bonus Distribution:  Locations

APRIL 21
Music & Sound

Visual Effects & Animation
Florida / Mexico & Cost Rica
Bonus Distribution:  NAB

MAY 12
Agency Producers
SHOOT's New Directors Showcase
Music Video Directors 
Bonus Distribution: SHOOT's New Directors 
Showcase, MVPA Awards, Clio Festival

MAY 26
New York
Cinema Adv. & Mobile Adv. 
Cinematographers & Cameras
South Africa / D & AD winners
AICP Preview / One show winners
Bonus Distribution:  CineGear Expo, AICP, 
AICE

JUNE 9
Independent Film Directors
Broadcast Promos / Music Trailers
Hawaii
Europe
Cannes Ad Festival Preview

Commercial Production & Post

Contact us today to reserve ad space:
• Ad Material Deadline: Fridays, one week prior to issue date

W W W . S H O O T O N L I N E . C O M

East/Midwest:
Robert Alvarado
ralvarado@shootonline.com
203.227.1699 ext. 15

West/International:
Roberta Griefer
rgriefer@shootonline.com
203.227.1699 ext. 13

Classi  ed:
Kelly Boyle
kboyle@shootonline.com
203.227.1699 ext. 14

SHOOT
Twice-monthly print issues 
& same date PDF version

www.shootonline.com
News + Searchable Editorial & Database 

Resources

The SHOOT Directory
Online/dvd Industry listings

The SHOOT HTML >e.dition
Weekly news via email

SHOOT Events
New Directors Search / Annual Forum

mailto:rgriefer@shootonline.com
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