
By Robert Goldrich
CANNES, France—This week 
Saatchi & Saatchi debuted its 16th 
annual New Directors Showcase 
during the Cannes International 
Advertising Festival proceedings. 
The presentation highlighted the 
work of 22 emerging directors 
(with the agency counting several 
teams as individual entries) from 
around the world.

The Showcase annually fea-
tures directors who are selected by 
ad shops from the entire Saatchi 

& Saatchi global network. And 
this year the depth of talent was 
remarkable, according to Bob 
Isherwood, Saatchi’s worldwide 
creative director who is based in 
New York.

“We could have easily had 
enough directors to fill three show-
cases,” he related. “I haven’t seen 
this kind of depth in years.”

What Isherwood has also 
seen is a shift in the nature of the 
projects that gain inclusion in the 
Saatchi Showcase. He said that this 

year just over one-third of the work 
consisted of commercials. That’s 
a far cry from what had been the 
norm. “Ten years ago, three-quar-
ters of the work would have been 
commercials.”

The change, he continued, can 
be attributed to several factors. For 
one, “The ad industry isn’t creating 
as many good creative opportuni-
ties as it used to for young direc-
tors. There are so few good scripts 
to go around and frequently estab-

By Robert Goldrich
NEW YORK—During its semiannual national board 
meeting in New York this month, the Association 
of Independent Commercial Producers (AICP) set 
a multi-faceted agenda, which includes: initiating a 
program to help the production community tap into 
substantive filming incentives that have emerged in 
states throughout the country; launching an award to 
recognize those in the public sector whose work has 
generated tangible benefits for the industry; institut-
ing an analysis of client guidelines; and creating a 
global communications infrastructure that will enable 
producers around the world to discuss issues and share 
ideas.

On the incentives front, the AICP intends to hold 
at least two seminars—one on each coast—and to 
develop a user guide so that producers can take full 
advantage of tax credits and other measures designed 
to keep and attract filming in various states and munic-

ipalities. New incentives have recently been passed 
and are slated to take effect in such states as New 
York, Hawaii and Wisconsin. Furthermore, incentives 
have been broadened elsewhere, a prime example 
being in Illinois which has expanded its tax credit on 
wages to cover virtually all production expenditures 
made in the state (SHOOT, 5/26). The new Illinois 
incentive is slated to be retroactive to May 1, 2006 and 
run through December ’07.

As chronicled in SHOOT in recent months, a major 
breakthrough was scored in the State of New York as 
the AICP played an integral role in helping to bring 
about an incentives program specifically targeting 
commercials. The state has allocated funding of $7 
million for the filming initiative, including $3 million 
for a growth credit provision that encourages compa-
nies to increase the amount of work they bring to the 
state by providing a refundable tax credit of 20 per-
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17 New York gets a new Toy, 
while Chicago welcomes two 
new chief creative officers to 
major ad shops.

Saatchi Showcase Tally: 22 Directors

By Robert Goldrich
SAN FRANCISCO—The San 
Francisco Board of Supervisors 
has passed a filming incentives 
program whereby producers of 
theatrical features and television 
programs can qualify for a rebate 
of taxes (local payroll, and a por-
tion of hotel and sales taxes) as 
well as fees paid to the city for 
those productions that shoot 65 
percent or more of their principal 
photography in San Francisco. 
Lower budget (less than $3 mil-
lion) features and TV shows only 
need 55 percent of their principal 
photography to take place in San 
Francisco in order to be eligible.

ScreenWork
Top Spot: Dante Ariola 
Scores With Famous
Big-Headed Athletes

10

Best Work: Discriminating 
“Skincare” Turns Ugly

11

4

4

This 
Week

Director Nelson McCormick 
Lands At Aero Film

Best Work: Camarda Helms 
“Dangerously Juicy” Spec Ad

U.K. ’s  Thomas Thomas 
Opens New York Shop

4

11

New Life For David Preizler’s 
Spec Commercial

Noel Castley-Wright Moves 
Into BeachHouse

4

iWork: MTV’s “Streaker” 
Bares Sexual Exploitation

12

Postproduction Series
17 Post artisans and executives 

assess opportunities created 
by emerging media

Looks To Help Producers Tap Into Filming Incentives, Launches 
ADvocate Awards, Will Analyze Guidelines Of Different Clients

Cinematography 
13 Camera rental  houses 

address the blurred line 
between production and post. 
And AICP Show-honored DPs 
reflect on their work and the 
state of cinematography.

Continued on page 6

’06 Cine Gear 
Shifts Venue, 
Expects 6,500
By Carolyn Giardina
WEST LOS ANGELES—The 
production community is readying 
for Cine Gear Expo 2006, which 
will be held June 23-24 in a new 
location—the Wadsworth Theatre 
and Grounds in West Los Angeles. 
Now in its 10th year, Cine Gear has 
grown as a film, video and digital 
media expo, networking event and 
seminar series. An estimated 6,500 
are expected to attend.

Like last year, when the event 
was held in Burbank, mem-

Hispanic Advertising
19 The AICP Hispanic Market 

Committee formulates its 
agenda, which carries posi-
tive implications for the spot-
making community at large. 
And leading Hispanic agency 
creative directors assess the 
current marketplace.
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Snickers  fac tory 
workers by day and 
defenders of old 

school hip-hop by night. 
That’s the alter ego story-
line in a series of shorts—
dubbed “digi-sodes,” short 
for digital episodes—that 
can be viewed exclusively 
at www.InstantDef.com over the 
coming months. The first digi-
sode debuted on June 5. Each 
subsequent digi-sode will break 
at three-week intervals, with the 
fifth and final installment slated to 
become available in mid-August.

The  ambi t ious  pro jec t , 
which teams BBDO New York, 
Atmosphere BBDO, New York 
(which created the site), musical 
artist will.i.am and director Jesse 
Dylan of Los Angeles-based 
Form, is designed to appeal to 

the elusive yet coveted 
teen market, imbuing 
Snickers with a new 
brand of cool.  The 
digi-sodes mesh live 
action, digital graphics 
in comic book style, 
and will.i.am-created 
music.

The factory workers are por-
trayed by will.i.am and fellow 
musical artisans Fergie, Taboo 
and apl.de.ap. They become for-
tified with super powers during 
a mishap at the Snickers plant. 
But with Snickers-induced super 
powers comes responsibility—in 
this case becoming the guardian 
of original hip hop.

The first digi-sode, The 
Knockout, shows us the factory 
workers before they gain super 
powers as they try to combat—but 

By Robert Goldrich
spot.com.mentary

College Rush
Th e  A m e r i c a n 

A d v e r t i s i n g 
Federation (AAF) 

is known on several prime 
fronts—for one, its ADDY 
Awards competi t ion 
which earlier this month 
bestowed its national 
best-of-show honor on Microsoft 
Xbox 360’s “Jump Rope” directed 
by Frank Budgen of Gorgeous, 
London, and bicoastal Anonymous 
Content for McCann Erickson, 
San Francisco, and 72 and Sunny, 
El Segundo, Calif. The spot then 
made AAF history as the first 
best-of-show winner to garner the 
ADDY Mosaic Award for multi-
cultural advertising.

The AAF also enjoys high-pro-
file status for its national network of 
200 ad clubs located in communi-
ties across the U.S. Headquartered 
in Washington, D.C., the AAF 
trade association represents some 

50,000 advertising indus-
try professionals.

But somewhat lost 
in the shadows are two 
other AAF attributes—
one being another 
awards competition, the 
other residing in a lesser 

known network of artisans that the 
organization maintains.

The latter is embodied in the 
AAF’s 215 college chapters. 
Through this college group, the 
AAF provides 6,500 advertising 
students with real-world case stud-
ies and recruitment connections.

The latest case study was for 
Postal Vault, a postal security 
company, which challenged those 
6,500 students on 215 campuses to 
develop a creatively engaging cam-
paign for its identity theft preven-
tion product line. The best entries 
gained recognition at the AAF’s 
2006 National Student Advertising 

Competition (NSAC).
For several months, students 

worked in teams conducted prima-
ry research to study Postal Vault’s 
target market, including its media 
habits, and the client’s competi-
tion. Getty Images provided use of 
images for the teams, and its mate-
rials were featured in the winning 
campaign.

Judges from Postal Vault 
and leading advertising compa-
nies assessed the field, declaring 
the winning entry as that from a 
team at the University of Virginia. 
Webster University, the University 
of Minnesota (Twin Cities) and 
the Art Center Design College 
(Albuquerque) took second, third 
and fourth place, respectively.

The University of Virginia won 
for its “The Think Campaign.” The 
campaign mission was to moti-
vate consumers to think about their 
mailboxes and the need to secure 

mail with a Postal Vault product. 
Utilizing traditional, nontraditional 
and business-to-business mar-
keting tactics, the University of 
Virginia team presented an emo-
tional appeal to prospective con-
sumers with the tagline, “Postal 
Vault. Now You’ve Thought of 
Everything.”

Making the presentation to 
NSAC judges for the University 
of Virginia were team members 
Jennie Averbrook, Zoe Chen, Erin 
Fromherz, Karen Land and Cathy 
Sposato. Faculty advisor is Jack 
Lindgren.

The NSAC judges includ-
ed Postal Vault Systems’ VP of 
sales and marketing Chuck 
Hosier, Adweek publisher Wright 
Ferguson Jr., BBDO West associ-
ate creative director Neil Levy, and 
The D-Group’s president/owner 
Danny G. Smith.

The first place team received 

$3,500; second place prize was 
$2,500, third place, $2,000, and 
fourth place, $1,000.

The NSAC is regarded as a 
leading student advertising com-
petition. It has been a proving 
ground for some 80,000 student 
participants over the years. Just as, 
if not more importantly, the NSAC 
is a showcase which ad industry 
recruiters scrutinize for new talent. 
The bottom line is that through 
the NSAC, the AAF mentors and 
opens up career doors for up-and-
coming artisans.

FLASHBACK
5 YEARS / 10 YEARS

5 Years Ago
❑ June 22, 2001/Director Allen Coulter, who has directed 
noted HBO shows such as Sex and the City and The Sopranos, 
has come aboard bicoastal/international Hungry Man for 
commercial representation….Due to financial hardships, 
Crash Films, a Santa Monica-based production shop, will 
close after nine years in business….Jason Mayo has joined 
Click 3X, New York, executive producer….Director Lionel 
Coleman has joined Pandemonium, San Francisco

10 Years Ago
❑ June 21, 1996/Chicago-based creative editorial shop The 
Lookinglass Company will be setting up a West Coast office 
by summer’s end, as an out-of-town base for the firm’s Windy 
City editors….GTN, Oak Park, Mich., a full service production/
post company, has entered into a joint venture with Montreal-
headquartered post/effects house Buzz Image Group. The 
firm’s combined efforts will focus on commercials….Jeff 
Doud, Tom Baker, and Dave Warner, former colleagues at 
DESIGNefx, Atlanta, will open graphics/special effects com-
pany Click 3XS, Atlanta. The new venture is part of the Click 
family, which includes Click 3X, New York, and Click 3 West, 
San Francisco….

The Medium Is The Message
By Millie Takaki

to no avail—Minister LP, a dimin-
utive yet powerful bad guy who 
has hijacked the essence of hip 
hop for the almighty dollar, and 
Mr. Boo-T whose Boo-T Records 
is producing commercialized 
junk, which seems to be gaining 
the ear of the mass populace.

Next we see our factory old-
school hip-hoppers on the job, 
making Snickers bars in an eerie, 
futuristic plant. However, a mind 
blaster contraption somehow 
winds up on the assembly line and 
falls into a vat of chocolate, trig-
gering a chain reaction which has 
the four workers magnetized and 
seemingly knocked out. We’re 
left at this cliffhanger moment, 
having to wait until the next digi-
sode to see their fate. But it’s clear 
that this factory accident could 
be the harbinger of better things 
to come in that it represents the 
origin of factory workers turned 
super heroes.

The digi-sodes can be down-
loaded and sent to “homies.” The 
first episode plays like a comic 
book adventure, with the promise 
of much more to come.

“We knew we had to go online 
to reach teens because that’s 
where they spend most of their 
time,” said Vic Walia, Snickers’ 
senior marketing manager. “But 
we also know that teens are very 
savvy consumers so we made a 
conscious decision to tone down 

our branding in an effort to build 
credibility with the online com-
munity. We wanted to communi-
cate the Snickers’ brand message 
in an authentic, credible and con-
tagious way. The Instant Def digi-
sodes allow us to do that.”

A teaser trailer helped drive 
initial traffic to the site. The 
trailer broke in theaters during 
Memorial Day weekend, playing 
in the top 10 U.S. markets. During 
this month and next, the trailer is 
also running at the In-Store Sports 
Network, FootLocker, FootAction 
and Champs stores nationwide. 
The trailer can also be seen on the 
Web site itself, with visitors being 
able to request e-mail update reg-
istration.

“This is definitely a story our 
audience will want to check out,” 
said Jimmy Smith, executive cre-
ative director at BBDO New York 
and the creator of the campaign. 
“We’re talking music, superhe-
roes, comic book graphics…
everything that’s pop, wrapped up 
in an instant.”

The performers naturally dove-
tailed with and gravitated towards 
the project. “You know, this is 
fresh,” will.i.am said of work-
ing with Snickers in the creative 
process. “You mean I can make 
music, incorporate it into a film 
that’s on the Internet and wherev-
er else we can get it played? Oh, 
that’s tomorrow…all the way.”
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Hearing Snickers

Jimmy Smith

For The Record 
In the “Foreign Exchange” story on up-and-coming foreign directors making 
inroads stateside (6/9), SHOOT was provided with incorrect info relative to 
an awards credit for the directing team known as SamuelChristopher of bi-
coastal/international Hungry Man. It was reported that SamuelChristopher’s 
Channel 5 idents gained recognition at this past year’s British Television Ad-
vertising Awards. Instead the BTAA recognition went to the directing duo’s 
National Geographic TV promos.

In the “Meet The Professor” column by Benita Raphan (6/9), the gender of 
Gavin Guerra, former head of Black Logic’s CG division, was incorrectly 
referenced as “she” instead of he.
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By Robert Goldrich
S A N T A  M O N I C A —
BeachHouse Films, a Santa 
Monica-based house under 
the aegis of executive produc-
ers Dave and Patti Coulter, has 
signed director Noel Castley-
Wright for spot representation 
in the U.S.  Prior to branching 
out into directing commercials 
four years ago, Castley-Wright 
was best known as a leading 
visual effects artisan, primarily 
on the strength of his work at 
Company 3, Santa Monica.

During his Company 3 ten-
ure, Castley-Wright was visu-
al effects supervisor/artist on 
assorted notable commercials, 

including Nike’s “The Morning 
After” directed by Spike Jonze 
of now defunct Satellite (he is 
now with bicoastal/internation-
al MJZ) for Wieden+Kennedy, 
Portland, Ore., and Apple’s 
“Think Different” directed 
by Jennifer Golub of TBWA/
Chiat /Day,  San Francisco. 
Both spots won the coveted 
primetime commercial Emmy 
Award; “The Morning After” 
a lso  copped a  Gold Lion 
at the Cannes International 
Advertising Festival.

After departing Company 
3, Castley-Wright set up his 
own visual effects boutique, 

By Robert Goldrich
NEW YORK—Noted U.K. pro-
duction house Thomas Thomas 
Films is opening an office in New 
York. A prime catalyst behind the 
decision to launch a U.S. opera-
tion was the increasing amount 
of American work being done 
by director Kevin Thomas, who 
founded the London company 
with managing director Philippa 
Thomas in 2000.

In recent months, Thomas has 
directed jobs for Citibank through 
Fallon, Minneapolis, and the 
Oxygen network via New York 
agency Toy.  Facilitating those 
jobs was New York-based execu-
tive producer Jenny Gadd, who 
now heads Thomas Thomas’ state-
side shop. Gadd formerly served 
as exec producer at the Manhattan 
office of bicoastal/international 
Believe Media. Prior to that, she 
had a seven-year tenure produc-
ing at Fallon—the first six at the 

agency’s Minneapolis headquar-
ters, and the following year at its 
New York office.

Director Thomas gained a high 
profile stateside several years ago 
for his work on the Citibank iden-
tity theft campaign for Fallon, 
which included “Outfit,” winner of 
the coveted primetime spot Emmy 
Award in ’04.

Plans additionally call for 
Thomas Thomas’ New York shop 
to serve as a springboard into the 
American market for new directo-
rial talent that the London office is 
developing, such as director Jim 
Gilchrist, who joined the company 
in October ’05. Earlier Gilchrist 
had been directing via since shut-
tered production house Small 
Family Business, London, which 
was helmer Ringan Ledwidge’s 
shop. (Ledwidge has since teamed 
with director Daniel Kleinman in 
an as yet unnamed London pro-

CHICAGO—Director David Preizler of Epoch Films, 
bicoastal and London, is no stranger to the spotlight. He 

gained inclusion in SHOOT’s New Directors Showcase in 2003. The next year, he was 
part of the Saatchi & Saatchi New Directors Showcase. His work has garnered assort-
ed awards, including a Gold Clio, and recognition at the Association of Independent 
Commercial Producers (AICP) Show in the student commercial category (Speedo’s 

“Aquaman”).
Preizler’s latest coup paradoxically dates back to the early stages of his directo-

rial career. An Epoch-produced spec spot he directed in September ‘04 via Young & 
Rubicam, Chicago, has been bought by client Miller Lite for air, with the debut date 
yet to be determined. The commercial, “Runaway Fridge,” was based on a concept 
from a creative team at Young & Rubicam, Chicago, consisting of chief creative officer 
Mark Figliulo, creative director Dave Loew, copywriter Tohru Oyasu, art director Jon 
Wyville, director of broadcast production Matt Bijarchi, and producer David Fisher.

The premise involves the classic love affair that’s gone badly. But in this case, the 
relationship is between a man and his refrigerator. Indeed hell hath no fury like a 
fridge scorned. And the scorn comes in the form of the man electing to put a case of 
nondescript light beer in the refrigerator late one night. He then goes to bed only to 
awaken the next morning to find that his fridge has deserted him, leaving behind the 
light beer.

Thomas Thomas Films 
Launches Stateside Shop

Noel Castley-Wright Returns 
To U.S., Joins BeachHouseEditor Michael Hackett Comes Aboard Filmcore

Epoch Films Helmer Sees His “Runaway Fridge” Picked 
Up By Miller Lite; Ad Is Based On A Concept From Y&R
By Millie Takaki

Continued on page 7

Dir. Nelson McCormick Joins
Aero Film For Commercials

By Millie Takaki
SANTA MONICA—Editor 
Michael Hackett, who spent the 
past three years on staff with 
Crush Editorial, Santa Monica, has 
joined FilmCore, the edit house 
with operations in Santa Monica, 
San Francisco and New York.

Hackett brings experience in 
spots, music videos and episod-
ic TV to his new roost. Among 
his most recent work is a visual 
effects-driven spot Chevy spot 
directed by Olivier Gondry of 
bicoastal/international Partizan 
for Campbell-Ewald, Detroit. 
This represents the latest collab-
oration for Hackett with Gondry. 
The pair has teamed three times. 

Earlier this year, Hackett cut the 
Gondry-helmed “Throw It In A 
Tundra” for Toyota via Saatchi 
& Saatchi L.A., Torrance, Calif. 
That spot shows two men loading 
items into the back end of a vehi-
cle as their environment under-
goes rapid changes in weather.

And in late 2005, Hackett 
performed a re-edit of the clas-
sic Go-Gos’ music video, “Our 
Lips Are Sealed.”  The original 
video footage was blended with 
new footage of women wearing 
Nordstrom fashions. The piece 
was used to launch the retailers 
Nordstrom Silverscreen interac-
tive media channel in November. 
The branded entertainment chan-

nel, which offers broadband 
video content that combines fash-
ion, music, technology and pop 
culture, was created by Fallon, 
Minneapolis.

In addition to a remix of the 
Go-Gos’ song by Fatboy Slim, 
director Gondry created a remix 
of the song’s video. In the updat-
ed version, the Go-Gos are seen 
riding in a convertible and frol-
icking in a fountain; at the same 
time an updated crew of mod-
els mimics their moves, wearing 
fashions available at Nordstrom 
(users can click on the clothing 
to purchase it).

Hackett’s other credits include 

David Preizler Gains Airtime Commitment For 
Spec Spot He Directed A Couple of Years Ago

By Robert Goldrich
SANTA MONICA—Director/
w r i t e r / p r o d u c e r  N e l s o n 
McCormick has come aboard Aero 
Film, Santa Monica, for exclu-
sive spot representation. He is best 
known for his direction of popular 
drama/action TV series, including 
episodes of CSI-New York, Alias, 
Cold Case, The West Wing, ER, 
CSI, Nip/Tuck, and Third Watch.

At press time, McCormick was 
at Raleigh Studios, Los Angeles, 
helming an episode of The Closer, 
a series which airs on TNT. Last 
year he directed two episodes of 
Stephen Bochco’s acclaimed and 
controversial series for F/X, Over 
There, which chronicled the drama 
of soldiers serving overseas in 
Iraq.

McCormick is no stranger to the 

ad discipline. Early on in his career 
he had a stint helming spots via The 
Front (the former live-action arm 
of Los Angeles animation/multi-
media studio Duck Soup), and Red 
Sky, San Francisco. His spot cred-
its back then included Ultrawheels 
In-Line Skates for agency TDA in 
Longmont, Colorado, and Airwalk 
footwear via Lambesis in Carlsbad, 
Calif.

“Nelson is great at directing 
drama, action, and dialogue,” 
related Aero executive producer 
Lance O’Connor. “There’s hardly 
a person in this country that hasn’t 
seen or been affected by the televi-
sion shows he’s either produced, 
written or directed.  Every show 
he’s directed demonstrates what 
a strong storyteller he is.  I’ve got 

Continued on page 5

Continued on page 6

Taking A Flyer On A Lost “Friend”

Continued on page 23

TV Series Helmer Gets Back Into Spots

Continued on page 7
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many different [spot] jobs in mind 
for him.”

Ironically, it was McCormick’s 
commercial work eight years ago 
that brought him eventually to the 
forefront of directing primetime TV 
series.  According to McCormick, 
Reid Shane, a producer working 
at now defunct Propaganda Films, 
left for a position at Paramount.  
Shane, impressed by McCormick’s 
spot fare, brought him over to do a 
series titled Primal Force. I was 
immediately thrown into the mix,” 

recalled McCormick. “At first I was 
ambivalent about work in televi-
sion, but that quickly changed. The 
timing was right, TV work became 
very high caliber, with good writ-
ing and good stories.  Many great 
people like Jennifer Garner (Alias) 
and J.J. Abrams (Alias, just direct-
ed Mission Impossible 3)…their 
careers were born in television.”

McCormick sees no problem 
with translating his television 
work to the commercial world.  
“Characters are complex in televi-
sion, the rich drama is great for 

creating moments—the same with 
commercials.  The stuff I’m doing, 
whether it’s dialogue driven, emo-
tional or high risk scenarios like 
on West Wing, relate perfectly to 
commercials. Television gives a 
director the discipline to create 
moments and tell the story.”

McCormick has a highly 
unusual background for a film-
maker, getting most of his training 
and experience as a combat cam-
eraman while serving in the U.S. 
Air Force. “My experiences taught 
me how to capture the moment the 

first time, because most of the time 
you didn’t have the luxury of get-
ting a second chance.”

The director foresees no prob-
lems in terms of his availability 
for spot assignments.  “Television 
work has become very seasonal, 
schedules get hot in the fall, but I 
take one at a time, and can sched-
ule one or two week outs with very 
little notice,” he related.  “It actu-
ally takes less time to prep a show 
than people think.”

McCormick joins an Aero 
directorial roster that also includes 
Klaus Obermeyer, Henrik Hansen, 
Ken Arlidge and Brent Jones.

Continued from page 4

Aero-Dynamic Director: Nelson McCormick

Nelson McCormick

Musical Chairs
Mitchell Froom, producer of Daniel Powter’s hit “Bad Day” (which 
recently earned the number one slot on the Billboard U.S. music charts), 
has signed with Visual Music, Woodland Hills, Calif., for representation in 
film, TV, film trailers and commercials. Additionally, Froom’s experimental 
“sound paintings” on his “Monkey Tree” EP are being repped exclusively by 
Visual Music…..Audio mixer Dona Richardson has come aboard Union 
Editorial, Santa Monica. She formerly was a mixer at AudioBanks, 
Santa Monica. Already at her new roost, Richardson has worked on jobs 
for Chevrolet, Kia, Bell South and the NFL Network….Venice, Calif.-
based audio post house RavensWork has promoted Scott Burns to 
mixer. He had been an assistant mixer with the shop since 1997, working 
with RavensWork founder/mixer Robert Feist.  Burns will operate out of 
a new, state-of-the-art mixing studio, RavensWork’s third…..Composer 
David Horowitz of David Horowitz Music Associates (DHMA), New 
York, and audio engineer Michael Marinelli, a partner in Buzz, New 
York, recently wrapped Texaco’s “Car Whisperer” and “Souvenir” directed 

by Joe Pytka of PYTKA, Venice, Calif., for Young & Rubicam, New 
York…..Perfectly synchronized automobile convertible tops match music 
cues on Mitsubishi Eclipse’s “Song,” with scoring by Tony Phillips of 
Groove Addicts, Los Angeles. The sound-driven :30—directed by The 
Cronenweths of Untitled, Los Angeles, for BBDO West, San Francisco—
features the new Eclipse models adjusting in precision to the music, 
emulating the graphic representation on a recording console. As the music 
softens, the super “speed sensitive sound system” appears as the cars 
change pace to demonstrate the effect. The spot was recorded in a live 
player session featuring Matt Laug (Alanis Morrisette, Slash, Rod 
Stewart) on drums, Lance Morrison (Simple Minds, Don Henley) on 
bass and Bruce Watson on guitars and vocals…..The Alan Ett Music 
Group (AEMG), Studio City, Calif., is wrapping a spot for the Blue Man 
Group’s line of toy musical instruments. AEMG’s VP Scott Liggett com-
posed the music for the ToyQuest commercial directed by Leo Zahn of 
Picture Palace, Los Angeles….
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Digital Printer Lights Update
By Carolyn Giardina

A technology used in the film world is the Hazeltine 
console, which is an analyzer used in film labs for 
determining what grade of color and density should 

be applied to the printing of a distinct length of negative. 
Precise levels of these grades are communicated through 
three standard numeric “printer light” settings—three 
numbers that range from 1-50 and represent the red, 
green and blue levels in an image.

These settings are consistent, and universally recog-
nized by cinematographers. As the industry explores the 
promise of digital technology, many leading cinematogra-
phers have asked for the equivalent of printer lights in the 
digital realm, as part of a universally interoperable system 
of color management.

A significant breakthrough occurred earlier this year 
when Technicolor Content Services (TCS) introduced 
for select projects its Technicolor Digital Printer Lights 
system, which offers the ability to emulate in the digital 
realm exactly what a release print would look like at given 
printer light settings in a film lab (SHOOT, 3/24, p. 37). 
The system may be used for dailies or extend beyond this 
function.

Newly named ASC president Daryn Okada and David 
Stump, ASC, were the first to use the new system on 
actual productions, Stick It and What Love Is, respectively, 
and both gave the system high marks. Okada is using it 
again for digital dailies on his next feature, Sex and Death 
101, which is currently in production. And David Tattersall, 
BSC is currently using the Digital Printer Lights system on 
the feature Next.

Meanwhile, development continues on the system and 
Burbank-based Technicolor Digital Intermediates (TDI) VP 
of imaging Joshua Pines—the architect of the digital printer 
lights system—recently shared a preview of what’s ahead.

For starters, the operator of the system may move 
from a laptop to a control panel that looks and feels like 
one that would be found in a color correction suite—and 
is more robust than a laptop for use on set. The system’s 
software would run on a standard Grass Valley LUTher 
box.

A key development relates to the American Society 
of Cinematographers (ASC) Technology Committee’s DI 
subcommittee work on what it calls an ASC “Color Decision 
List” (CDL)—a developing open method of making color 
correction data interchangeable between systems made by 
different manufacturers.

Pines—who incidentally co-chairs the ASC Technology 
Committee’s DI subcommittee—is currently adding full 
ASC CDL support to the Digital Printer Lights system. “The 
intended purpose of the CDL was to be able to set a look 
at one point in the production process and have that look 
be transmitted easily and effortlessly to postproduction 
without baking the look into the image itself,” he explained, 
relating that Digital Printer Lights would exist as a sort of 
subset of the CDL.

Pines is also working on a method of embedding the 
printer lights settings directly in a dual link video stream 
as metadata. If this feature is used, it would mean that 
information would stay with camera footage as it moves 
from dailies to postproduction.

Lastly, Pines has created a set of options in which the 
user would select a digital cinematography camera model, 
launching a version of the printer lights system that is 
designed specifically for the individual characteristics of 
the selected camera. (This feature is already available on 
the laptop version of the technology.)

“There’s a magic about being able to communicate 
finally about doing HD dailies,” Okada said of using the 
Digital Printer Lights system. “Saying ‘three points’ is 
exact; you can’t get that anywhere else.”

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

bers of the American Society of 
Cinematographers (ASC) and 
the International Documentary 
Association will conduct a panel 
series.

The ASC sessions will include 
“How new film, digital and 
hybrid tools are affecting the art 
and craft of cinematography.” 
Here, ASC members will discuss 
their experiences with cutting-
edge tools while shooting com-
mercials and narrative stories 
for the cinema and television. 
Topics will include the revolu-
tion in Super 16 filmmaking, 
how digital intermediate technol-
ogy is affecting the role of the 
cinematographers, and things to 
consider when deciding whether 
to produce your project in film or 
digital format.

In “Dialogue with ASC 
Cinematographers, the panelists 
will answer questions such as 
why they chose to become cin-
ematographers, what films and 
which cinematographers inspired 

them, what are the most impor-
tant issues facing cinematogra-
phers today, and what is the out-
look for the future? A third ASC 
session “Point of View,” will be 
a discussion about favorite clips. 
George Spiro Dibie, ASC, and 
industry veteran Bob Fisher will 
co-moderate the ASC sessions.

In other program news, sev-
eral screenings/sessions will be 
hosted by companies, includ-
ing Panavision, Dalsa, Fuji Film 
and Band Pro Film & Digital. 
Burbank-headquartered Band 
Pro, for instance, will present a 
screening and discussion forum 
on both June 23 and 24 titled, 
“Compressed or Uncompressed: 
You Decide!”

Using original Digital Cinema 
Init iatives (DCI) Standard 
Evaluation Materials (StEM), 
HDCAM SR recordings will be 
compared to the original uncom-
pressed DCI data files and pre-
sented via 2k digital projection 
and 35mm film-out. Test materi-
als were created under the aus-

pices of the ASC Technology 
Committees with participation 
from Technicolor, Fotokem, Pac 
Tel, and Sony. Audience mem-
bers will be invited to take part 
in a Q&A session following the 
presentation of the test materi-
als. Panelists will include Band 
Pro CTO Michael Bravin, Sony’s 
Rick Harding and Simon Marsh, 
David Stump, ASC, and Jon 
Fauer, ASC.

Exhibitors include Arri, 
Band Pro, Doggicam, Eastman 
Kodak, Fuji Film, K-5600, 
Innovision Optics, Matthews 
S tud io  Equ ipmen t ,  Mole 
Richardson, OConnor, and 
Panavision. Red—the company 
that attracted a lot of attention 
at NAB—reported that it would 
be on hand with its nonworking 
prototype camera.

After the two-day Expo is 
completed, Cine Gear will con-
clude on June 25 with master 
classes held at nearby locations. 
(Preregistration is required for 
these sessions.)

Cine Gear Preview: New Venue; Full Slate Of Sessions, Exhibits
Continued from page 1

While formal regulations as to 
how the initiative is to be applied 
to projects were being worked 
on at press time, the incentives 
are currently available to pro-
ducers—with the understanding 
that the rebates will be paid once 
those regulations are finalized. 

Not included in the incen-
tive program are commercials. 
Stefanie Coyote, executive direc-
tor of the San Francisco Film 
Commission, explained that the 
focus of the initiative were those 
projects—features and TV pro-
grams—that had declined mark-
edly in terms of filming in San 
Francisco. Commercials, she said, 
have held steady and thus it would 
have been difficult to justify spot 
incentives to the San Francisco 
Board of Supervisors, which 
voted to have the newly instituted 
program in effect for three years.

Steve Caplan, executive VP of 
the Association of Independent 
Commercial Producers (AICP), 
said the organization was disap-
pointed over spots being exclud-

ed from the San Francisco mea-
sure. He noted that commercials 
have been a longstanding staple 
of Bay Area production, helping 
to sustain the production com-
munity there. He added that a 
rebate-type program is even more 
relevant to spots than longer form 
fare. “Recovering certain costs 
can have a significant impact on 
the decision of where to shoot 
commercials,” said Caplan.

AICP/West board member 
Lauren Schwartz, owner/executive 
producer of kaboom productions, 
San Francisco, also expressed dis-
appointment over commercials 
not being part of the incentives 
program. At the same time she 
harbors hope that spots might later 
be piggybacked onto the measure, 
benefiting the small entrepreneur-
ial Bay Area businesses that are 
involved in commercialmaking. 
She noted that it’s important that 
San Francisco compete globally 
for commercials, meaning that 
incentives are needed to help level 
the playing field when compet-
ing against other cities, states and 

countries for spot lensing. The 
financial bottom line, affirmed 
Schwartz, is critical to attracting 
commercial production business.

Schwartz contended that there 
has been a decline in spot filming 
in San Francisco over the years. 
She further noted that there’s 
been attrition in the city’s com-
mercial production house ranks. 
A San Francisco area market that 
at one time had assorted spot pro-
duction companies now has but a 
few shops active in commercials, 
such as kaboom, Roaring Tiger, 
new media house Mekanism, ani-
mation studio Wild Brain, and 
hoytyboy pictures.

Still Schwartz thinks it’s a 
positive step for San Francisco to 
have at least put some incentives 
in place, even if they’re currently 
just for features and TV pro-
grams. As these incentives hope-
fully draw filming into the city, 
they could serve to fortify the 
production infrastructure, which 
in turn could indirectly benefit 
the Bay Area commercialmaking 
industry.

Continued from page 1
S.F. Incentives Apply To Features, TV Shows—Not Spots

Platypus, in 2002. That venture 
was on the Company 3 premis-
es. During his year at Platypus 
he not only contributed effects 
to varied jobs, but also started 
to direct with a couple of spec 
projects.

In  ’03 ,  Cas t ley-Wrigh t 
moved his  family back to 
Australia, where he opened his 
own production house, Oxygen 
Pictures, through which he 
helmed visual effects/l ive-
action spots. At Oxygen, with 
offices in Sydney and Perth, 

Castley-Wright also diversified 
into people and dialogue-driven 
commercials. Though he and 
his family recently came back 
to live in Southern California, 
Castley-Wright will continue 
to be repped Down Under via 
Oxygen. His latest assignment 
at Oxygen was a three-spot 
package for Ikea.

Castley-Wright comes aboard 
a BeachHouse directorial ros-
ter that includes Larry Carroll, 
Jeff Gordon, Brandon Kraines, 
Domenic Mastrippolito, Des 
Mullan and director/DP Gordon 
Willis Jr.

Continued from page 4

BeachHouse Signs Noel Castley-Wright

Noel Castley-Wright
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spots for such clients as 
PacifiCare, Calvin Klein and 
Toyota’s Rav-4 sports utility 
vehicle. For the latter Hackett 
edited “Versatility” which 
premiered during this year’s 
Super Bowl telecast. Directed 
by Gavin Bowden of Plum 
Productions, Santa Monica, 
“Versatility” shows the SUV’s 
interior features and exterior 
environment undergo a series 
of instantaneous changes.

“The spot included run-
ning footage, car mounts, inte-
rior green screens and exterior 
background plates, in addition 
to a ton of  compositing and 
CG work,” related Hackett. “I 
worked very closely with the 
director and the visual effects 
house [Asylum, Santa Monica] 
on the project.”

Saatchi associate cre-
ative director Mark Taylor, 
who worked with Hackett on 
“Versatility” and several other 
jobs, said of the editor, “He is 
someone who will fight to the 
end. He just won’t let me down 
at any point. With the way cli-
ents will sometimes change 
their minds, you need an edi-

tor who will continue to do his 
best work even on the fourth 
revision. You want them to see 
the job through one-hundred 
percent all the way.”

Hackett began his career 
in production with t minus 30 
films, Venice, Calif. He later 
transitioned into postproduc-
tion via that company’s editorial 
division. Hackett worked as an 
assistant editor on the TV series 
Babylon 5, where he was intro-
duced to visual effects work. 
He then joined Avenue Edit, 
Santa Monica, where he gradu-
ated from assistant to editor. 
He has also freelanced through 
several Southern California 
edit houses, including Brass 
Knuckles and Oasis.

Hurt and bewildered (now 
he knows how his refrigera-
tor feels), the man heads out 
the door to find his fridge. The 
trail takes him to a bus driver to 
whom he shows a photo of the 
refrigerator. Indeed the fridge 
had taken an express bus to the 
big city. We later see the fridge 
being harassed by a baton-wield-
ing police officer for loitering.

The young man is relent-
less in the pursuit of his dearly 
departed fridge. He posts “Have 
you seen this fridge” signs all 
over town. Late into the night, 
he happens upon a streetwise 
female hooker who gestures 
down the sidewalk to the fridge. 
The man has finally caught up 
with his cool companion—but 
now the refrigerator is working 
a corner, in front of a theater 
playing a double feature, The 
Ice Box and Midnight Snack. 
A potential fridge/hooker cus-
tomer appears to be negotiat-
ing a deal when the refrigerator 
owner intervenes, shooing the 
would-be customer away.

Seeing the error of his ways, 
the young man presents his 
beloved fridge with a case of 

Miller Lite. All is forgiven and 
man and fridge are reunited. 
They head back home together. 
A parting super reads, “Good 
Call,” which is Miller Lite’s 
longstanding slogan.

At press time, Preizler was in 
India on a shoot. He and Epoch 
were gratified to see “Runaway 
Fridge” get picked up for real-
world airtime. Even a token 
run would qualify the spot for 
awards consideration.

The refrigerator theme in beer 
advertising gained a high profile 
earlier this year with the Super 
Bowl telecast debut of “Secret 
Fridge” for Bud Light. Directed 
by David McNally of bicoast-
al Villains for DDB Chicago, 

“Secret Fridge” scored the top 
slot in the USA Today Super 
Bowl commercials poll. The ad 
shows a guy stocking his fridge 
with Bud Light. When his friend 
sees the stash, he expresses con-
cern that their buddies—who 
are coming over to watch the 
Big Game—will drink all the 
beer. That’s when the first guy 
proudly shows off his solution to 
the problem: a revolving fridge 
that hides the Bud Light. What 
the pair doesn’t realize is that 
when the refrigerator revolves, 

it ends up in another apartment 
populated by a bunch of guys 
who worship the beer-bestow-
ing appliance. The spot ends 
with the more-than-grateful Bud 
Light recipients ritually bow-
ing down and chanting, “Magic 
fridge, magic fridge.”

Ironically the refrigerator-
centric concept of “Runaway 
Fridge” preceded that of this 
year’s popular “Secret Fridge.” 
But the Preizler-directed spec 
spot has finally been thawed out 
of deep freeze with airtime in 
the offing.

Epoch’s Mindy Goldberg 
and Jerry Solomon execu-
tive produced the commercial, 
with Anita Wetterstedt serving 
as producer. The DP was Eric 
Schmidt.

Mat thew Wood of  The 
Whitehouse, Chicago, edited 
the spot. Sue Dawson produced 
for The Whitehouse. Dave 
Gerbosi of Chicago Recording 
Company was the audio post 
mixer/sound designer. Music 
house was Human, New York. 
Visual effects house was Ring 
of Fire, West Hollywood, with 
John Myers serving as execu-
tive producer and Jerry Spivack 
as creative director. Principal 
actors were Joe Eggender, Jesse 
Goins and Julia Young.

Dir. Preizler’s Spec Spot To Gain Airtime
Continued from page 4

Continued from page 4

Editor Hackett Joins FilmCore

Michael Hackett
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cent of qualifying production costs 
on newly generated business. The 
amount will be based on the dif-
ference between the total qualified 
production costs of the current year 
and the total amount of production 
costs of the preceding year. The 
intricacies of the growth credit—
such as coming up with the best 
way to verify total qualified pro-
duction costs from one year to the 
next—are to be addressed in regu-
lations that will be formulated in 
the coming months. These regula-
tions governing how the incentives 
are to be applied will be drafted by 
the New York State Department of 
Budget, and the Governor’s Office 
for Motion Picture and Television 
Development.

The overall package of New 
York incentives—which also 
include upstate and downstate jobs 
credits—is scheduled to take effect 
in January 2007. At its meeting ear-
lier this month, the AICP national 
board decided that the next logical 
step in the incentives arena would 
be to make sure that members are 
well informed in terms of qualify-
ing for and deriving the proper 
benefits from these pro-filming 
measures.

AICP president/CEO Matt 
Miller said that the mood was 
decidedly upbeat at the organi-
zation’s board meeting—in part 
because of the gains made on the 
incentives front, particularly in 
New York. The advertising industry 
rebounded from a major setback in 
’04 when New York’s Empire State 
Film Production Credit measure 
passed, covering theatrical features 
and TV programs but excluding 
commercials. The AICP imme-
diately responded with a broad-
based campaign to gain a series of 
incentives for commercials; that 
lobbying bore fruit this year. 

However, rather than resting on 
those laurels, the AICP board now 
deems it necessary to follow up 
with an educational push so that 
its members will be equipped to 
realize the gains represented in all 
the incentive measures throughout 
the country.

AD-VOCACY
In a related upbeat development, 

the AICP board decided to launch 
the ADvocate Awards in order to 
recognize people in the public sec-
tor whose work has resulted in 
tangible benefits for the commer-
cialmaking industry. The first two 
recipients will be State Senator 
Martin J. Golden (R-Brooklyn) 
and Assemblyman Joseph D. 
Morelle (D-Rochester), legislators 
who offered pivotal backing to the 
New York State incentives pro-
gram for commercials. The date 
will soon be set for when the honor 
will be presented to Sen. Golden 
and Assemblyman Morelle.

“The ADvocate Awards are a 
way for us to publicly single out 
people who have made a posi-
tive difference,” related Miller. 

“It enables us to publicly tell the 
industry at large that these are 
people who have gone to bat for 
us—these are public officials who 
in turn deserve our votes and sup-
port.”

AICP chapters can petition the 
national executive committee on 
behalf of worthy candidates for the 
ADvocate Awards. The executive 
committee will then decide who 
will receive the honor. Miller and 
AICP executive VP Steve Caplan 
noted that the ADvocate Awards 
will be bestowed whenever appro-
priate, meaning there can be mul-
tiple recipients in the public sector 
during the course of a given year.

CLIENT GUIDELINES
The AICP board also instituted 

an analysis of client guidelines in 
order to educate its members about 
areas that warrant concern. Plans 
call for the guidelines of about a 
half dozen clients to be analyzed, 
published in report form and then 
distributed to AICP member hous-
es by sometime late in the third 
quarter of ‘06. Miller hopes to have 
the guidelines of a dozen clients 
analyzed by year’s end.

The analyses of client guide-
lines parallel the longstanding 
AICP program in which numerous 
ad agency production contracts are 
reviewed and updated. The AICP 
report serves as a road map to help 
AICP member production houses 
navigate their way through a maze 
of different agency contracts. The 
AICP study is designed to serve 
as a tool to raise awareness of 
contractual language and related 
issues, which range from receiv-
ing payment on a timely basis to 
postponement/cancellation contin-
gencies, legal liabilities and proper 
identification.

Miller explained that extend-
ing this scrutiny to client guide-
lines will be a valued service to 
the production community. While 
the AICP, said Miller, has issued 
memos on individual client guide-
lines when the situation merits it in 
cases of onerous or egregious pro-
visions, this will mark the first time 
that the AICP will offer a more 
comprehensive compendium of 
guidelines with detailed analyses 
so that production house execu-
tives can compare the policies of 

different clients.
GLOBAL VIEW

At press time, the third annual 
World Producers Summit at the 
Cannes International Advertising 
Festival was about to get under-
way. The scheduled three-hour 
session enables production com-
pany executives from around the 
world to discuss issues and con-
cerns, as well as share experiences. 
The event is held by the AICP in 
concert with the Commercial Film 
Producers of Europe (CFP-E).

Helping to set the agenda 
of topics to be discussed at the 
Summit was an AICP hybrid blog/
chat room/bulletin board, a com-
munications infrastructure in the 
beta test stage, which facilitated 
exchanges among producers from 
around the globe. They offered 
input as to what issues and devel-
opments were of particular con-
cern to them, and which should be 
taken up at the Summit.

Miller noted that plans call for 
this communications infrastruc-
ture to enable producers to con-
tinue their discussion online, well 
after the face-to-face Summit has 
adjourned. He dubbed the dynamic 
as a World Producers E-Summit. 
“Our intent is to always have a 
channel open so that producers 
from around the world can engage 
in meaningful dialogue and 
exchanges about their concerns 
and industry issues,” said Miller. 
“Comparing notes as to what goes 
on in the U.S. as compared to 
Europe, for example, could prove 
useful to the production commu-
nity at large.”

EMERGING MEDIA
The AICP national board also 

approved the formation of a com-
mittee that will explore emerg-
ing media and their impact on the 
industry. This committee was in 
the process of being organized as 
SHOOT went to press. Once it 
starts to meet regularly, the com-
mittee will develop a detailed 
agenda.

Committees, said Miller, are 
being started to address emerg-
ing areas. For example, an AICP 
Hispanic market committee was 
recently established. For more on 
this group, see this week’s Hispanic 
Advertising Series.
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Bits & Bytes of Food For Thought

Behavioral Targeting Is Transforming 
Effectiveness of Online Campaigns 
JupiterResearch, a leading authority on the impact of the Internet and 
emerging consumer technologies on business reported on June 14, 2006 
that advertisers and agencies that have tested early online behavioral 
targeting services are yielding positive results. Detailed in a new report, 
“Effective Targeting,” JupiterResearch estimates that one in four online 
advertisers will be using behavioral targeting by 2007. 
    “While behavioral targeting is still a new form of targeting for online 
advertisers and content publishers, early adopters are demonstrating its 
significance, especially advertisers with long purchase cycles,” said Emily 
Riley, Analyst at JupiterResearch and lead author of the report.    
    Service providers work with both advertisers and publishers and provide 
a layer of technology or expertise that enhances the advertiser / publisher 
relationship. Currently there are two popular forms of behavioral target-
ing: extended content targeting and purchase intent targeting. Extended 
content targeting focuses on a displayed interest of a group of people 
and allows advertisers to target people with this interest while they are 
viewing other types of content. Purchase intent targeting is employed 
by advertisers to define an audience at a certain stage in a purchase or 
conversion cycle. 
    When questioned about the effectiveness of online advertising cam-
paigns, JupiterResearch reports that 88 percent of advertising agencies 
that have used any type of behavioral targeting in the past 12 months are 
“very or somewhat satisfied.”    
    “Online advertisers are using behavioral targeting to uniquely build their 
brand, drive direct online sales and meet advertising goals,” said David 
Schatsky, President of JupiterKagan.(source: www.jupiterresearch.com)

Online’s Share of U.S. Measured media spend-
ing is poised to grow to 12 percent in 2006
TNS Media Intelligence on June 13, 21006 released a mid-year update 
of its annual advertising outlook, revising spending estimates for most 
media downward, but nudged the Internet’s ad outlook up considerably 
from earlier in the year. 
    TNS, which officially tracks only online display advertising, said such ad 
spending now is expected to rise 13 percent for full-year 2006--up nearly 
four percentage points from its January forecast of 9.1 percent--marking 
the greatest upward revision of any medium over the six-month period.
   Steven Fredericks, president-CEO of TNS MI, said the company’s initial 
estimates were far too conservative for online ad spending, and that 
much of the revision comes from an acceleration in the migration of 
traditional media ad budgets online.     
    Although it does not officially calculate other forms of online ad spend-
ing, including search, Fredericks said that TNS MI estimated total Internet 
ad spending would reach $20 billion by year-end, or about 12 percent of 
a $161 billion 2006 measured media ad pie when search is factored in. 
(source: www.mediapost.com)

Online Ad Revenue Up 38%
First-quarter online ad revenues reached a record $3.9 billion--marking 
a 38 percent increase from the first three months of last year, according 
to a report released Tuesday May 30, 2006 by the Interactive Advertising 
Bureau and PricewaterhouseCoopers. 
    The first-quarter revenues also marked a 6 percent increase from the 
last three months of last year, when Web ad spending totaled $3.6 bil-
lion. 
Web ad spending has now increased for five consecutive quarters, 
according to the Interactive Advertising Bureau. Last year, online ad 
spending came to $12.5 billion--marking a 30 percent increase from 
2004. Last year’s ad spend also totaled more than twice as much as that 
of 2002, when the market bottomed out at $6.01 billion. (source: www.
iab.org)
    
Online Video Confirmed as an Effective Vehicle 
for Reaching the Male 25-34 Segment
comScore Networks released an analysis on May 23, 2006 based on its 
newly launched Video Metrix service, the first-ever monthly reporting of 
consumer video consumption of both content and ads across the Web 
along with the demographic characteristics of video viewers.  Among 
notable trends was the marked increase in the number of consumers 
viewing video online, which grew 18 percent from October 2005 to 
March 2006.  In total, consumers viewed 3.7 billion video streams in 
March and slightly less than 100 minutes of video content per viewer per 
month, compared to an average of 85 minutes in October.  
    While the composition of video consumers is fairly evenly split among 
males (52 percent) and females (48 percent), the male audience is much 
more engaged with video, with the average male viewer seeing nearly 
two hours per month, while females consume approximately one hour 
and twenty minutes of video per month.  Overall, males in the highly-cov-
eted 25-34 age group have the highest intensity of video consumption, 
with an average of 140 minutes of video consumed per month.
    “Video consumption on the Web is rapidly approaching the tipping 
point for advertisers,” said Peter Daboll, president and CEO of comScore 
Media Metrix.  “With two-thirds of consumers accessing the Internet 
from home using a broadband connection, and publishers continuing to 
innovate by using the latest technologies to deliver content in a way that 
engages users, video consumption is poised to become a standard part 
of the online experience for a majority of consumers.  Advertisers will 
increasingly seek opportunities to reach broad and frequently elusive 
markets, and do so with a level of engagement and richness that has not 
previously been available online.” (source: www.comscore.com)

AICP Agenda Includes Education On Film Incentives
Continued from page 1

AICP Show (l. to r.):Alan Suna, CEO, Silvercup Studios; Anthony 
"Skip"Piscitelli, Legislative Director, NYC Mayor's Offi ce of State Leg-
islative Affairs; Katherine Oliver, commissioner, NYC Mayor's Offi ce of 
Film Theatre & Broadcasting; AICP President and CEO Matt Miller.
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Agency Update

The creative team of Calle and Pelle Sjonell is join-
ing Fallon Minneapolis as group creative directors. The 
brothers come to Fallon from different ad shops in Sweden. 
Pelle Sjonell has been the creative director/co-founder/
CEO of King, while Calle Sjonell comes over from his post 
as creative director at Starring (formerly Moonwalk), 
Stockholm. Despite working at separate agencies, the 
brothers have collaborated on several projects in recent 
years. Fallon creative director Kerry Feuerman plans to 
use Pelle’s traditional ad agency background and Calle’s 
interactive industry experience by merging the two disci-
plines to work together as a single team…..Vic Palumbo 
has been promoted to director of broadcast production at 
Fallon Minneapolis, succeeding Brian DiLorenzo, who is 
leaving to become executive director, content, at BBDO 
North America. Palumbo joined Fallon a little more than 
a year ago as an executive producer. He came to Fallon 
from Wieden+Kennedy, Portland, Ore., where he pro-
duced Emmy and Cannes Lion-winning work for Nike……
Dave Weist has joined Modernista!, Boston, as creative 
director. He will manage various agency clients, including 
Cadillac, Hummer, TIAA Cref and Rockport. Weist spent 
the past nearly 10 years at Arnold Worldwide, Boston, 
where he moved up the ladder from junior writer to senior 
VP/creative director. At Arnold, Weist worked on the famous 
Volkswagen “Drivers Wanted” campaign….. Lisa Rettig-
Falcone has joined DDB New York as a creative director, 
overseeing the Subaru regional account, as well as work-
ing on United Technologies and new business. The move 
marks her return to DDB after serving for the last seven 
years as a group creative director at Lowe, New York….

schumacher
CAMERA
312.243.3400  Chicago www.schumachercamera.com

schumacher
CAMERA
312.243.3400  Chicago www.schumachercamera.com

meticulously maintained
custom camera packages
Arriflex/Aaton/Panasonic
Photo-Sonics 4ER+
35mm/16mm/DV/HD
Accessories/support
lenses/speciality items
filters/expendables.

16 years experience.
Film and now digital.

www.schumachercamera.com
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In an effort to capture the 
attention of the tween mar-
ket, Element 79 Partners in 

Chicago recently debuted “Big 
Head,” a :30 spot that finds 
the oversized noggins of pro-
fessional athletes Derek Jeter, 
Peyton Manning, Kevin Garnett, 
Dwyane Wade and Jennie Finch  
attached to the bodies of a group 
of rambunctious kids at play.

The work of an Element 79 
Partners creative team made up 
of creative director Jon Flannery, 
copywriter Jim Paul and art direc-
tor Max Stinson, “Big Head” 
is fun and lighthearted, and the 
big-headed athletes with their 
little bodies and high-pitched 
voices are cute, endearing even.

Flannery is happy to hear 
that assessment. The agency was 
going for a charming, playful 
vibe, although this spot could 
have just as easily turned creepy 
with the players looking like 
bobblehead dolls or aliens if not 
executed just right. “We were 
definitely afraid of that happen-
ing,” Element 79 Partners pro-
ducer Tom Cronin acknowledged 
with a laugh.

Therefore, great care went 
into selecting a director, and 
Dante Ariola of bicoastal/inter-
national MJZ won the job, which 
marked his first collaboration 
with the agency.

Why Ariola? “When every-
body here [at the agency] met as 
a group, we said, ‘We really want 
to find somebody who is going 
to think of this in a smart way,’ ” 
Cronin shared. “And Dante’s reel 
represented tremendous thinking 
on his part.”

Once the agency began talk-
ing to the director, “He didn’t 
come out and say, ‘This is how 
it should be done,’ ” Flannery 
noted. “He wanted to talk at 
length with a lot of different peo-
ple about how to best do this.”

Ariola ultimately teamed 
with Asylum in Santa Monica, 
Calif.. He has enjoyed success-
ful collaborations with the visual 
effects shop before—the fruits of 
their labor include the Juicy Fruit 
“Ant” spot out Chicago’s Energy 
BBDO, a former SHOOT Top 
Spot of the Week.

WRAP YOUR HEAD 
AROUND THIS

When Mitch Drain, VFX 
supervisor at Asylum, saw 
the boards for “Big Head,” he 
recalled thinking that the task 
looked “incredibly difficult. I 
hadn’t really seen anything quite 
like it done before.” While there 
were various options, including 

the creation of CG heads and the 
use of masks, it was decided that 
it was best to go the real route, 
shooting the athletes for real and 
the kids for real and melding the 
two together.

An  approach  ca re fu l ly 
worked out, Ariola and DP Toby 
Irwin, with Drain on location 
to advise them, began the pro-

cess by shooting footage of a 
group of children playing on the 
front lawn of a suburban home in 
South Pasadena, Calif.

To get the framing perfect, the 
kids were fitted with a prop head 
forty percent larger than an adult 
head, and camera lineup was 
done. “Once we had our camera 
lineup, we took that off and let 
the kids perform,” Drain says.

The kids performed their 
moves wearing beanies with 
tracking markers on them; they 
also had tracking markers on 
their faces.

Once the footage of the kids 
was in the can, the crew traveled 
to Minnesota and Miami to shoot 

the athletes. Essentially, the ath-
letes stood in front of a green 
screen and mimicked the action 
of the kids, which was shown to 
them via a monitor placed next 
to the camera. Thanks to quick 
test composites done right on 
set, Ariola and Drain were able 
to see which takes worked best.

The athletes really got into 

the process, Drain said, noting, 
“Surprisingly enough, we got 
through the [shots] really quick-
ly. These guys are athletes. They 
know how to control their bod-
ies, and they were really hitting 
their marks amazingly well.”

When Garnett took a look at 
the monitor and saw that he had 
to mimic a kid doing a rather 
funky little hopping dance, he 
asked if he was being Punk’d, 
Drain recalled laughing.

It is certainly easy to see 
why Garnett might be suspi-
cious. Still, he went ahead and 
impressed everyone when he 
replicated the kids’ wild moves. 
“None of us thought he’d be able 

to do it,” Drain shared. “The kid 
was like rubber.”

Back at Asylum, Drain and 
the artists got down to the task 
of using the Inferno and Flame 
to composite the athletes’ heads 
onto the kids’ bodies. “The ath-
letes’ necks were our biggest 
worry. You’ve got a guy like 
Peyton Manning whose neck 
is thicker than his head,” Drain 
explained. “How do you work 
that neck into the tiny neck of 
a 12-year-old?” The answer: 
The artists wound up making 
the necks of the kids’ supporting 
the heads of Manning and Wade 
a little wider than they normally 
would be.

Michael Heldman of Spot 
Welders, Venice, Calif., cut 
“Big Head,” and David Winer of 
stimmung, Santa Monica, com-
posed the music track, which 
has an appropriately nostalgic 
Our Gang feel to it, according 
to Cronin.

As for reaction to the spot, 
Flannery reported that it has 
been positive, with “Big Head” 
appealing not only to its targeted 
tween audience but to teenagers 
and adults, too.

In the end, Drain credited 
much of the success of the spot 
to Ariola’s mastery of visual 
effects. “Some people go out and 
shoot willy-nilly, and then it is 
your problem. Well, Dante is not 
like that. He’s not like that at all,” 
Drain praised, adding, “He gets 
the process, and he understands 
that the visual effects work will 
help tell the story, and he’s will-
ing to let go of something he’s 
madly in love with if he knows 
it’s not serving the project.”

TopSpot
OF THE WEEK

TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK TOP SPOT OF THE WEEK 

Dir. Ariola Teams With Asylum To Give Athletes Big Heads
Gatorade Commercial Out Of Element 79 Partners Has An Our Gang Feel
By Christine Champagne

Client

Gatorade

Production Company

MJZ, bicoastal/international
Dante Ariola, director; Toby 
Irwin, DP; Jeff Scruton and 

David Zander, executive 
producers; Natalie Hill, 

producer. Shot on location 
in South Pasadena, Calif., 

Minneapolis and Miami.

Agency

Element 79 Partners, 
Chicago.

Jon Flannery, creative direc-
tor; Jim Paul, copywriter; 
Max Stinson, art director; 

Tom Cronin, producer.

Editorial

Spot Welders, Venice, Calif.
Michael Heldman, editor; 
Edwina Lantigua and Jeff 

Maynard, assistant editors; 
Carolina Wallace, producer; 
Heather Kojima, executive 

producer.

Post/Visual Effects

Company 3, Santa Monica, 
Calif.

Stefan Sonnenfeld, colorist; 
Missy Papageorge, producer.

Asylum, Santa Monica.
Gabby Gourrier, VFX execu-
tive producer; Mitch Drain, 

VFX supervisor; Sean 
Faden, CG supervisor; 

Darcie Tang, VFX producer; 
Joe Ken, Tim Davies and 

Rob Moggach, compositors.

Music

stimmung, Santa Monica.
David Winer, composer; 
Kelly Fuller, producer.

Audio

Lime Studios, Santa Monica.
Loren Silber, mixer; Lindsey 

Alvarez, assistant mixer; 
Jessica Locke, producer.

“He [director Ariola] didn't 
come out and say, ‘This is how 
it should be done.’ He wanted 
to talk at length with a lot of 
different people about how to 
best do this.”

—Jon Flannery, Element 79 
Partners
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By Robert Goldrich

This spot opens like a beauty product 
demo, as we see a woman applying 
a skincare crème to her face. On the 

bottom left of the screen, an understated 
super simply reads, “Day 1.” 

The assumption is that we will see the 
remarkable improvement in the woman’s 
complexion as a result of this miracle 
cream as we move onto subsequent days. 
The only fleeting though unsettling obser-
vation is that this woman already has a 
perfect complexion. How could it get any 
better?

Next we see “Day 3” and the woman 
looks slightly worse, with the start of 
some subtle dark rings below her eyes. 

By “Day 5,” severe patches of acne 

have broken 
out on her face 
yet she contin-
ues to rub the 
crème on her 
forehead and 
cheeks. 

On “Day 7,” 
what had been 
acne now looks 
much more like 
open sores. Yet 
she still duti-
fully applies the 
crème.

A voiceover 
asks, “What’s the secret to this woman’s 
transformation?” At that point, we see the 
answer in the form of the word “Racism” 

which is the 
label on the 
jar containing 
the “beauty” 
c rème .  The 
voiceover con-
tinues, “The 
more you apply 
it, the uglier 
you get.”

A  s u p e r 
i d e n t i f i e s 
the sponsor, 
UN.ORG, and 
t h e  r e l a t e d 
occasion, the 

United Nations’ “Week of Solidarity with 
the People’s Struggle Against Racism and 
Racial Discrimination.”

“Skincare” was directed by Tim Gibbs 
via 8 Commercials, Sydney, for Saatchi 
& Saatchi, Sydney. (Gibbs is repped 
stateside by Mirror Films, Hollywood.) 
Mike Vanderfield was executive pro-
ducer/producer for 8 Commercials. The 
DP was Graeme Wood.

The agency team consisted of creative 
director David Nobay, copywriter Tim 
Hall, art director Noah Reagan and pro-
ducer Karen Bryson.

Editor was Peter Barton of Post Office, 
Sydney. Online editor was Drew Downes 
of Post Modern, Sydney. Colorist was 
Ben Eagleton of The Lab, Sydney. Audio 
post mixer was Simon Lister of Nylon, 
Sydney.

Principal actress was Elisa Sommet.

This spec spot centers on a couple in 
a moving car—and in love. The guy 
is behind the wheel and his gal is the 

front seat passenger. He touches her hand 
and kisses it as a playful flirtation begins. 
She reaches into a picnic basket perched on 
the backseat and pulls out an orange.

She peels the orange and holds a segment 
tantalizingly close to her boyfriend’s mouth, only to 
pull the citrus away from him as he’s about to bite it. 
This oral tease repeats itself until she finally chomps 
down on the orange, at which point the story takes an 
unexpected, dangerous yet humorous turn.

Her bite of the orange releases a spurt of juice which 
hits the guy in the eyes, blinding him to the point 
where he loses control of the car. The vehicle swerves 
across traffic onto the side of the road, narrowly miss-
ing being hit by an oncoming big rig truck.

The camera stays on the scared couple as a campy 
voiceover interjects, matched by accompanying supers 
that read, “Florida Oranges. Dangerously Juicy.”

Titled “Sunday Drive,” this commercial was direct-
ed, shot and co-written by Tom Camarda as part of his 
Group101Spots spec work regimen. The original intent 
was to make a car commercial, but Camarda could not 

find the script he wanted from the Group101 data-
base. So he came up with his own script, co-authored 
with Jeff Nicosia, a mainstay creative contributor to 
Group101.

The car commercial concept called for the driver to 
lose control of the vehicle due to an errant fly which 
lands on his cheek. The passenger rolls up a magazine 
and smacks the driver in an attempt to swat the fly, 
leading the car to careen across traffic to the road’s 
shoulder. At this point, we would hear about the intel-
ligent all-wheel drive capability of the car, likely an 
Infiniti model.

But for Camarda, the concept didn’t quite fly—no 
pun intended. Still the director had made all the 
arrangements for the shoot (including a scheduled 
road closure in Lancaster, Calif.), called in favors, and 
was under Group101 deadline pressure. Fortunately, 

inspiration hit him while he was walking his dog. He 
came up with the idea of a misdirect making the star 
product Florida Oranges instead of the car. A squirt 
from a juicy orange would be the cause for swerving 
into oncoming traffic.

Upon conjuring up the new twist, Camarda called 
Nicosia. “After telling him the idea, there was a long 
pause,” recalled the director. “ ‘Dangerously Juicy….
yeah, I like that.’ Jeff said I had ‘plussed the board.’ 
That was all the confirmation I needed.”

Donna Ellis produced for the spot for director/
DP Camarda. Editor was Tommy Park of Cut+Run, 
Santa Monica. Park also served as sound designer. 
Colorist was Marshall Plante at The Syndicate, Santa 
Monica. Audio post mixer was Jason Sikora of Sikora 
Productions, Santa Monica. 

Principal actors were Victoria Ullman and Ryan Wesley.

Car Concept Evolves Into Florida Oranges Pitch Via Group101 Collective

“Skincare”

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

Tom Camarda Directs A Juicy Spec Commercial

COMING
like nothing you’ve seen before

Sponsor & Attendee information available soon at www.shootonline.com
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By Millie Takaki

Streaking at sporting events 
has become an international 
pastime—and fodder for 

lauded advertising such as Nike’s 
“Streaker” directed by Frank 
Budgen of Gorgeous, London, 
for Wieden+Kennedy, Portland, 
Ore.  And the tradition continues. 
For example, among the honored 
spots at this month’s Association 
of Independent Commercial 
Producers (AICP) Show was 
Match.com’s “Andrea,” in which 

a man strips down to his briefs 
and runs across a football stadium 
field with a plea scrawled across 
his chest asking his girlfriend for 
forgiveness. Peter Chelsom of 
Independent Media, Santa Monica, 
directed “Andrea” for Hanft Raboy 
and Partners, New York.

In both spots, the stadium crowd 
reacts with cheers and laughter. 
Now the same is true for the latest 
streak, which is the centerpiece of 
an MTV Europe Foundation spot 
tied and timed to soccer’s World 
Cup. However, this time the laugh-

ter abruptly changes to poignancy 
for those watching on TV and the 
Web—and hopefully will drive 
traffic to an Internet site designed 
to address a problem fueled by 
World Cup fervor.

The MTV “Streaker” World 
Cup ad opens on a naked woman 
who streaks through a foot-
ball field in the middle of a soc-
cer match. The sight evokes the 
expected boisterous hoots, hollers 
and cheers from a predominantly 
male, testosterone-filled stadium. 
And then finally there are boos 
when two policemen catch the 
woman and cart her away.

Then we’re taken elsewhere—a 
secluded tunnel where a man and 
a woman are verbally and physi-
cally abusing a young scantily clad 
female. What little clothing is on 
the latter gets taken off forcibly. It 
turns out we’ve been taken back in 
time just a few minutes. The now 
nude woman is pushed out from 
the tunnel onto the football field.

A super then appears against a 
dark background; it simply reads, 
“Still Cheering?” A subsequent 
super elaborates: “Thousands of 
women and girls will be trafficked 
into Germany during the World 
Cup and forced into prostitution.”

And end tag implores us to 
“End Exploitation & Trafficking,” 
accompanied by the logos 
for the Swedish International 
Development Cooperation Agency 
and the International Organization 
For Migration (IOM), as well as a 
Web site address: www.mtvstreak-
er.com.

On the site, people can watch 
the spot again or for the very first 
time and obtain hotline info for 
anonymously reporting to the 
German authorities any cases of 
trafficking and forced prostitu-
tion they’re aware of. The site also 
directs people to www.mtvexit.org, 
the MTV Europe Foundation’s 14-
language anti-trafficking Web site. 
The MTV Exit initiative encom-
passes not only the Web site but 
also MTV feature programming 
presented by Angelina Jolie, Gavin 
Rossdale, Helena Christensen and 
Howlin’ Pelle from The Hives

“An increase on the demand 
side for sexual services during a 
major global sporting event, what-
ever the country, will inevitably 
attract traffickers who will see an 
opportunity to turn a quick profit,” 
stated IOM head of counter traf-
ficking Richard Danziger. “This is 
why we have decided to team up 
with the MTV Exit campaign. The 
campaign message is a strong one 
and we hope it will jolt viewers 
into changing their attitudes.”

According to IOM estimates, 
some 200,000 people are trafficked 
into and within Europe annually; 
the majority of them are women 
and girls who are forced into sex 
slavery.

The “Streaker” spot was direct-
ed by Dominic Murphy of bicoast-
al/international Partizan for JWT 
London. The JWT ensemble con-
sisted of executive creative direc-
tor Nick Bell, art director Mark 
Norcutt and copywriter Laurence 
Quinn.

Streak Of Poignancy Looks To Drive Web Site Traffic
iwork iwork iwork iwok iwork iwork iwork iwork iwork iwork iwork iwork Iwork iwork iwork iwork iwor

iWork
CREDITS

Client
MTV Europe Foundation

Agency
JWT, London

Nick Bell, executive creative direc-
tor; Mark Norcutt, art director; 
Laurence Quinn, copywriter.

Production Company
Partizan, London

Dominic Murphy, director; Emily 
Crofton-Atkins, producer; Ross 

MacLennan, DP.

Editorial
Jake McAuley, editor

Post
The Mill, London

Simon Hall, online editor; Jamie 
Wilkinson, colorist

Audio Post
Scramble, London

Dave Cooper, audio engineer

Principal Actors
Hannah Phaisey, Valera 

Riazanov, Irina Diva, Mazda 
Nievianovski, Antony Jardine

Emily Crofton-Atkins pro-
duced for Partizan. The DP was 
Ross MacLennan.

The MTV Europe Foundation 
is a registered U.K. charity closely 
affiliated with MTV Networks 
Europe. MTV’s “Streaker” ad 
premiered globally this month 
on MTV. Furthermore, the spot 
is being offered rights free to any 
broadcaster worldwide in 17 lan-
guage versions.

JWT’s Bell related, “Once in 
a while this business offers the 
opportunity to do something sig-
nificant for a worthwhile cause. 
This is such an opportunity and 
I would like to publicly credit 
Dominic Murphy and everyone 
involved in this project for mov-
ingly capturing the horrific nature 
of this issue.”
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request a sample DVD from
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Thousands of women and girls will be trafficked into Germany
during the World Cup and forced into prostitution.
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T
he past few years have seen the emer-
gence of various digital cinematography 
cameras: The Arri D-20, Dalsa Origin, 
Panavision Genesis and Thomson’s 
Grass Valley Viper, among others. And 

with those cameras, 
new digital workflows 
have evolved, tapping 
into the benefits of HD 
as well as data. These 
workflows extend into 
post, as the materials 
must be prepared and 
delivered in a non-
t radi t ional  manner.
As all of this occurs, 
the rental community 
seems to agree that 
the lines are blurring 
between where pro-
duction ends and post 
begins. All who spoke 
with SHOOT confirm 
that rental houses are 
increasingly getting 
involved in postpro-
duction planning and 
support. And they are 
more frequently see-
ing, on set, tools typi-
cal ly used for  post 
tasks such as editing 
and color correction. 
Tools that enable com-
munication between 

directors of photography and colorists are also becom-
ing more common.

So where is this trend going? As digital technology 
continues to evolve, are some rental houses moving 
closer to the post realm?

At least one rental 
house says absolutely 
yes; a couple says not 
really. Others have a 
view somewhere in 
the middle, in some 
cases using the term 
“pre post” services to 
describe their offer-
ings .  Most  of  the 
change appears  to 
be occurring in Los 
Angeles, where digi-
tal cinematography 
and the digital inter-
mediate process are 
evolving the fastest.

A notable exam-
ple of the changing 
business model was 
introduced a couple 
of months ago when 
The Camera House 
opened a unique post-
product ion uni t  a t 
its North Hollywood 
location to support its 
data cinematography 
workflow. 

T h e  f a c i l i t y  i s 
designed for features, 
television and com-

New 
Modes

As Digital Workflows Evolve, 
Rental Houses See A Blurring Of The Lines

 Between Production And Post

13-New Modes  14-Cinematography Standouts

Continued on page 15
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By Carolyn Giardina
The Association of Independent 
Commercial Producers (AICP) 
recently unveiled its 2006 AICP 
Show Reel. In cinematogra-
phy, the honorees were: Nike’s 
“Awake,”  directed by Jake Scott 
of bicoastal/international RSA 
Films via Wieden+ Kennedy, 
Portland, Ore., lensed by DP 
Crille Forsberg; adidas’ “Gimme 
the Ball,” directed by Fredrik 
Bond of bicoastal/international 
MJZ for 180 Amsterdam (180\
TBWA), lensed by DP Ben 
Seresin; and the Centers for 
Disease Control and Prevention’s 
“Sun,” directed by Chris Palmer 
and produced by London-based 
Gorgeous Enterprises  and 
bicoastal Anonymous Content 
for Saatchi& Saatchi, New 
York, lensed by DP Phillippe 
Rousselot.

SHOOT talked with Forsberg, 
Rousselot  and Seresin about 
their honored work and their 
business.

Crille Forsberg
Forsberg’s range of work 

includes commercials (recently 
a campaign for Ikea Europe), 
music videos (Jane’s Addiction, 
Primal Scream), and features. His 
latest film, God Willing, earned 
best cinematography honors at 
the ’06 Gothenburg International 
Film Festival.

Nike’s  “Awake”—which 
depicts athletes waking up to 
work out—was lensed in 35mm 
film on location in U.S. cities, 
including Los Angeles, Boston 
and Miami. “We wanted a very 
naturalist approach, but some-
thing more than documentary 
style—a warm tone that did not 
feel lit,” Forsberg explains, add-
ing that he deployed old lenses 
from the ’60s to achieve a softer, 
“contrasty” look.

Lighting was used to show the 
passage of time. “It’s super dark 
in the beginning and then you see 
the sun coming up during course 
of spot,” Forsberg relates.

Each image is unique. Among 
them is a person on a surfboard 
in a shot that gives the viewer 
the feeling of being out on the 
wave. Forsberg explains that they 

placed the camera in waterproof 
housing and sent it out in the 
water on a floatation device to 
capture that feel.

“What I want to point out is 
teamwork, it proves that great 
teamwork can go far,” the DP 
says of the spot. “It’s an honor to 
work with [director] Jake Scott 
… Jake has a very clear point of 
what he wants to get, which is 
very nice. At the same time, if 
it feels like you are on the right 
track, he really gives freedom… 
He is very involved in framing 
and execution. He is like a pho-
tographer himself.”

The cinematographer named 
additional members of the team, 
including underwater DP Peter 

Romanov (who shot a swimming 
pool sequence) and first a.d. 
Howell Caldwell.

Forsberg also sat in on the tele-
cine session with colorist Sean 
Coleman of bicoastal Company 
3. “The color correction is very 
important,” Forsberg says. “You 
shot it in a certain way; it’s a 
great way to maintain the look 
through the process and it makes 
people comfortable when they 
see the dailies.”

He adds that while he watch-
es technological development, 
today he shoots mostly film. 
“Film has so much more lati-
tude and is nicer to look at at this 
point. Video formats are getting 
better and better, but Nike would 
have been impossible to achieve 
on video at this point without 
months of postproduction.”

Phillippe Rousselot
Rousselot’s honored “Sun,” 

directed by Palmer, had a most 
unique look. “Kids are playing 
with a ball and the ball is the 
Sun,” the DP relates. “So we 
started with only one source of 

light—the ball.”
Rousselot went on to explain 

that a 2k tungsten was placed 
inside the ball in order to be 
the source of light; the ball was 
attached to a cable. Since the ball 
was meant to be the sun, there 
could not be competing daylight, 
so he explains that the schedule 
was important—only shooting 
very early morning or late, when 
there were no other visible light 
sources. The spot was lensed in 
35mm film at a variety of loca-
tions in New York, New Jersey 
and Arizona. The aforementioned 
cable was removed in post. 

A veteran of commercials 
and features, Rousselot’s film 

Cinematography Standouts
DPs Reflect On Their AICP Show-Honored Work
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mercial productions. It features 
a digital intermediate/color 
grading suite equipped with an 
Assimilate Scratch color grad-
ing/mastering system, a digital 
projector and an eight-and-a-
half-foot screen. It also offers 
editing suites for both Final 
Cut and Avid systems, sound 
services, 24 TB of storage and 
supports for formats includ-
ing HD D5 and Digi Beta. The 
Camera House hired editor and 
colorist Robert Douglas. Or 
companies may rent the facili-
ties and bring in talent to use 
the operation.

“ I t ’s  happen ing ,”  s ays 
Rufus Burnham, owner of The 
Camera House, reporting a 
successful start and positive 
customer response. “We did 
this mainly because of the digi-
tal workflow.”

The Camera House offers 
a 4:4:4 uncompressed data 
cinematography option with 
Thomson’s Grass Valley Viper 
and an S.two data recorder. 
Burham says that The Camera 
House built a full data infra-
structure to support this unique-
ly designed workflow, explain-
ing “most post houses today 
are tape based, and workflow 
from [an S.two] hard drive is 
what we are doing.”

“It is the workflow that is 
the future,” Burnham says of 
where production is heading, 
explaining that the company 
can now offer a complete ser-
vice package when requested.

“Raw data, that is the only 
way you get the film look in 
digital,” he suggests.

The line between produc-
tion and post is definitely blur-
ring, acknowledges Robert 
Glassenberg, VP of market-
ing and sales at Plus8 Digital, 
which has locations in Burbank, 
New York, Vancouver, B.C. and 
Houston. He says rental houses 

are moving toward post “in the 
sense that more can be done 
on set; the newer workflows 
allow that … The equipment is 
more portable, and it’s easier to 
use. But at the end of the day, 
I wouldn’t say come and color 
grade on set. I would say grade 
dailies on set.”

He adds that on set look 
management-style systems 
are becoming more popular as 
a method of communicating 
to post talent. “Those kind of 
things are viable. It used to be 
a postproduction process, but 
it isn’t anymore,” Glassenberg 
says. “The line is at least 
blurred. But we are not intend-
ing to open a post house.”

Plus8 now offers L.A. and 
New Orleans-based startup 
Crea t ive  Br idge’s  Mobi le 
D ig i t a l  Lab  and  Thea te r 
(MDLT), a mobile vehicle 
that inside is equipped to offer 
“pre-post” look management 
and supervision in a controlled 
environment at a production 
location. “We are not inter-
ested in doing postproduction 
services; we bill ourselves as 
pre-post services,” Creative 
Bridge partner Dan Lion says. 
“We started the company to 
assist in getting data from the 
camera and taking that infor-
mation in and preparing it for 
postproduction.

“With data, you can just go to 
postproduction, but there needs 
to be data management and pre-
paring for postproduction … 
We have [Assimilate’s] Scratch 
and Iridas’ Framecycler—tools 
traditionally used in postpro-
duction. But we are trying to 
use the tools to make it more 
of an efficient experience in 
post….but we are not going 
into postproduction.”

[Postproduction] requires an 
infrastructure,” Lion continues. 
“It requires having that equip-
ment on hand. It also involves 
having a colorist, an IT guy…It 

is essentially a different busi-
ness model.” 

Tom Fletcher, VP of Fletcher 
Chicago, has a different per-
spective, saying he doesn’t 
intend to take a post route.

He explains that his com-
pany once did try to offer post 
tools—offering Apple’s Final 
Cut when it first came out, as 
well as an [Avid] DS. “They 
were failures from a rental 
standpoint,” he explains. “At 
least in my market, people 
would rather buy it.”

Recently, Fletcher instead 
made a large investment in film 
technology. “We spent about 
$2 million on new film cam-
eras, mostly Arricam LT 35mm 
and we are going to buy the 

Continued from page 13
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credits include Charlie and the 
Chocolate Factory, Big Fish and
Planet of the Apes. A big differ-
ence between his commercial and 
his feature projects, he relates, 
is that for his features he has 
been involved with the Digital 
Intermediate and color grading 
process. In contrast, the com-
mercial work is typically handed 
off after the shoot. “Obviously 
there’s no room for that [in com-
mercials],” he says, citing the 
usual schedules.

He adds that this reflects a 
fundamental difference between 
commercials and features. “In 
features, the goal is to entertain 
or to be an artist… for commer-
cials, the goal is to sell things. 
It’s very different,” he acknowl-
edges.

His next outing in the feature 
arena will be The Brave One, 
directed by Neil Jordan and star-
ring Jodie Foster and Terrence 
Howard; an ’07 release is sched-
uled.

Ben Seresin
Seresin explains that the 

look of “Gimmie the Ball” was 
inspired by 19th century French 
painter Eugene Delacroix, par-
ticularly his “Liberty Leading the 
People.” The painting, he relates, 
shows a battle—in the commer-
cial, the battle happens to be a 
soccer game, and the spot culmi-
nates with an image resembling 
the painting.

The epic-looking spot was 
lensed in 35mm on location in 
the country, just north of London. 
Seresin explains that the lighting 
was a unique experiment for him. 
“I’m usually a great fan of natu-
ral light sources, but [the light in 
the Delacroix painting] was very 
pronounced and beautiful but 
with an artificial source of light,” 
he relates. “It’s unusual for me 
to use a lot of artificial light in 
exteriors. I rarely do.”

More recently, Seresin lensed 
additional spot work for adidas, 
with director Jake Scott. He was 
also readying to embark on a 
Coke production with director 
Victor Garcia of MJZ.

Seresin shared some of his 
impressions of trends occurring 
in his art. “My biggest concern 
is what I see now as the pressure 
and desire to take short cuts,” 
Seresin relates. “I really noticed 
a huge sort of movement to com-
promise… It sort of lowers the 
bar.”

Addressing digital cinema-
tography in particular, he adds, 
“I’m interested in any new tech-
nology … But what worries me 
about HD is the reason it is being 
used. I think there is a perver-
sity for cost cutting in filmmak-
ing. This makes sense from a 
purely financial point, but when 
it comes to new technology I 
feel very strongly that the stan-
dards of photography are being 
eroded… I want to preserve the 
quality of the filmmaking. I feel 
very strongly that film is still a 
long way ahead. I love the organ-
ic nature of film and I worry that 
[the aforementioned use of HD 
for cost savings] is another step 
in the erosion of the aesthetics of 
filmmaking.

“When  qua l i ty  can  be 
enhanced by digital I will be the 
first to sign up. Until that point, 
I’d rather stick with film,” he 
concludes.

Continued from page 13
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Arrri 416 [Super 16mm camera 
introduced at the recent NAB] 
later this year.” Fletcher also 
invested in Arri’s 435 Extreme, 
535 B, 235, and Arri Master 
Primes.

He agrees that production 
and post are “becoming closer 
and closer. For instance there 
are [color/look] management 
systems that allow communi-
cation between a director of 
photography and colorist like 
never before…. But that’s not 
affecting us.”

James Pope, general manager 
of Chicago-based Schumacher 
Camera, has a similar per-

spective. “Postproduction’s a 
whole different ball of wax,” 
he relates. “It’s something that 
is constantly changing and 
the investment and expertise 
needed is huge. The most we 
do is purchase decks so their 
customers can down convert… 
with the new versions of Final 
Cut and Avid, it is within the 
price range of most people to 
just buy the [editing] systems.”

Pope relates that film makes 
up most of Schumacher’s busi-
ness. “For international com-
mercials, [productions] can 
take film and go back to their 
countries—and don’t have to 
worry about conversion to PAL 
[etc.].”

Continued from page 15
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Rental Houses Adjust As
Digital Workloads Evolve
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T
he consumer electron-
ics landscape continues 
to change—and with it, 
viewing habits. There 
is much attention being 
paid to emerging mobile 

content delivery services, including 
Modeo and MediaFlo, Internet video 
with improved resolution, games, and 
other alternative fare. Some of these 
new delivery options are on-demand 
services, offering viewers what they 
want, where they want and when they 
want. But does this represent a real 
business opportunity for commercial 
postproduction and visual effects com-
panies? SHOOT surveyed industry arti-
sans to find out the current state of mind 
and affairs.

Alex Weil, executive creative director, 
Charlex, New York

Reports of the death of the 30-sec-
ond commercial are greatly exagger-
ated. That is not to say that the day 
when an advertiser has to reach out and 
find audiences in new places and in new 
ways has not already been here for a 
while now.

Charlex has created content for Web, 

mobile and gaming. Most recently we 
did screen design and animation for one 
of the big three wireless companies. 
We also did an award-winning open-
ing for the game “Midnight Club” for 
RockStar, makers of Grand Theft Auto.

A number of years ago we had a 
subsidiary, Grain, which specialized in 
Web site design and Web content but 
we disbanded it to focus on our core 
business.

Though our eyes are open to new 
venues, we remain focused on creating 
mind-blowing visuals for display in any 
format.

Ed Ulbrich, senior VP, Digital Domain, 
Venice, Calif.

We see all three of those plat-
forms—Web, games and mobile—as 
major growth segments each presenting 
considerable business opportunities in 
the future. Digital Domain artists have 
already done some amazing visuals for 
Web and videogame projects and we 
feel mobile is not far behind.

The best example is an ongoing Web 
project for VW. We were approached 
by VW’s ad agency Crispin Porter + 
Bogusky to bring the “Build Your Car” 

feature on the company’s Web site 
to another level entirely. Browsers, who 
customize their virtual GTIs, Jettas, and 
soon the new Rabbit, will experience 
the car through watching a first-person 
film that complements VW’s television 
campaigns. In the film for the GTI, 
the end-user can take the exact car he 
or she built online for a test drive, and 
for the Jetta, the customer can send the 
car through a series of crash tests. The 
color, the options, the packages are all 
according to the selections made. De-
pending on the selections, characters in 
the film react differently and say differ-
ent things. However, with 300 different 
options and five colors to choose from, 
doing this movie the traditional way 
meant shooting 1,500 cars and that is 
obviously far too time- and cost-pro-
hibitive. Instead, we used some serious 
computing horsepower and bleeding 
edge proprietary software to not only 
create this nonlinear film comprised of 
thousands of shots, but one that would 
pop up instantly on your computer 
screen.

In the gaming space, we are current-
ly creating ads using a game engine for 
a major game publisher. We are using 

the publisher’s next-generation, real 
time HD rendering videogame engine 
to make spots for cinema, TV and the 
Web. This is done to be sure the game 
is represented accurately, but using the 
game developer’s tools to create ads is 
a precursor to inserting an ad into the 
videogame itself. We have all the game 
assets, all the architecture, and now, 
should the publisher want to insert an 
ad into a game, we can do it with ease.

Johnnie Semerad, co-founder/creative 
director, Quiet Man, New York

Post for alternative content will offer 
a real business opportunity for com-
mercial makers.  As the new/alterna-
tive media sector continues to grow, 
commercial makers are going to have 
to tap into this industry to continue to 
move forward and keep up with the 
ever-evolving tech-savvy consumer. As 
of now, we have not done any games, 
but we have worked in other fields. 
We often aren’t awarded a job, but a 
campaign. In the past, it would be a TV 
commercial and print. Now we get full-
fledged campaigns for movie theaters, 
TV commercials, print, billboards, Web, 
direct mailers, itunes, and cell phones. 

Consider Your 
Alternatives

By Carolyn Giardina

17-Consider Your Alternatives

Continued on page 18

Post/Effects Artisans Offer Feedback On 
Business Opportunities
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For Chester “Cheetos,” we even 
did the art for the bags of chips. 
We also have a podcast of origi-
nal content, Josh W, which was 
picked up by animation distribu-
tor Channel Frederator.

Marc Schwartz, managing part-
ner, Fluid, New York

We can supply various forms 
of content but what we’re real-
ly talking about is diversified 
delivery formats and the creative 
decisions that go along with pro-
ducing for the large, small, or 
extra small screen. And yes, we 
can, and have, delivered high 
resolution for HD and complet-
ed the “One Second Theater” 
for GE, exclusively for Tivo and 
DVR recorders, and low resolu-
tion for the Web and mobile.  
It’s all about the budgets though, 
and how we modify our current 
business model to include these 
(products) in our workflow.

Dave Holloway, executive pro-
ducer, Northern Lights Post, 
New York

It already has [offered a real 
business opportunity]. Just this 
spring, we’ve done webisodes 

for BMW Motorcycles, MSN/
Sprite and USA Network. And 
partnered with mobile market-
ers. The work’s better than some 
of the traditional :30 boards 
out there yet demands the same 
precision of our editors. It’s 
all storytelling, but each medi-
um demands its own special 
nuances. 

Dave Waller, co-owner/visual 
effects specialist, Brickyard 
VFX,  Santa  Monica and 
Boston

We’ve seen some opportu-
nities in providing alternative 
content here at Brickyard VFX. 
For the most part, it has been 
an additional component of tra-
ditional jobs. But it’s a steady 
trickle, not a gush. We haven’t 
marketed ourselves for the alter-
native market, and the following 
projects have been mostly from 
our existing clients:

1) Last  fall  we created 
some really fun viral shorts for 
Volkswagen’s Web site high-
lighting features of the new 
Passat.

2) For Monster.com, we did 
a few animations for big screens 
(Gillette Stadium, the NASDAQ 

Time Square display).
3) For Hummer, the task was 

to make some off-road demon-
strations for its Web site, and 
the material we created was also 
used in some other promotional 
videos.

4) Our CG division recent-
ly  animated a  promo for 
Electronic Arts via Arnson 
Communications promoting the 
EA Sports NBALive game. It 
was projected in 360 degrees as 
part of a trailer for EA’s recent 
Electronic Entertainment Expo 
(E3) 2006 video wall. This was 
definitely a new format for us.

5) ESPN required a special 
web promotion for their new 
mobile phone service featuring 
Trey Wingo.

I think there might be a worry 
that commercial post houses are 
just too expensive for this kind 
of work, but it really isn’t neces-
sarily so. We try to give a com-
petitive bid on all our jobs, and 
we’re always finding ways to 
save our clients some money. 
It really matters on the meth-
odology we use to get the jobs 
done, and the art of knowing 
how good is good enough when 
we’re compositing for the small 

screens. We love doing new 
things here, and our artists get 
excited when they get to apply 
what they know for new media, 
so the alternative content work 
that we do get tends to be a bit 
high-end.  I think a lot of our 
more traditional projects (like 
TV spots) wind up recycled as 
alternative content without us 
even knowing it –there’s a big 
demand for content but smaller 
budgets. At the end of the day, 
the money is mostly spent on 
the artist’s time, so whether it’s 
feature work, HD spots or Web 
content, it’s all about the hours 
we put into it.

Jennifer Suttlemyre,  gen-
eral manager, Umlaut, San 
Francisco

I think that alternative con-
tent is indeed a viable business 
opportunity for postproduc-
tion companies because there 
is far more content being cre-
ated. As a post house we can 
help projects make the technical 
transitions from film to alterna-
tive mediums. We have done 
quite a bit of work on this front.  
We’ve cut a viral campaign 
for AOL that had great produc-
tion value. Recently, we created 
a sound design alphabet with 
live-action letters. These ele-
ments were then integrated into 
Sprite’s “SubLymonal” Web site 
in support of   its current TV 
campaign.

Darren Orr,  owner/visual 
effects artist, Spy Post, San 
Francisco

Postproduction for alterna-
tive content like games and Web 
use is a growing opportunity in 
many ways.  It allows for small-
er budgets, because the purchase 
of airtime is eliminated, and 
very accurate tracking of actual 
results. The interesting aspect 
of this from a postproduction 
standpoint is that most of the 
commercials that we’ve worked 
on that were Web-targeted were 
approached in the exact same 
way as a for-air commercial.  
Shot on film, telecined and fin-
ished on a Flame—the reason 
being that so many are either 
dual-purpose or finished with 
the idea that if the spot is suc-
cessful, they will air it later.  In 
some ways, it’s almost being 

used as a test of the spot’s via-
bility. A great example of this is 
the recent GameTap commercial 
we did to promote Pac-Man, 
which ended  up garnering a 
lot  of attention and became 
much more than it was origi-
nally intended to be—develop-
ing from a viral spot to broad-
cast.  We’ve also had success 
with some recent adidas spots 
for their new Clima Cool shoes, 
which in the same way went 
from being a successful Web 
campaign to running on air.

Harold Moss, creative direc-
tor, and Tammy Walters, execu-
tive producer, Flickerlab, New 
York

As a studio, we focus on 
both commercial production 
and creating original content 
across different mediums, so 
this area has definitely gotten 
our attention. While the bud-
gets can sometimes pose a real 
challenge, there are also real 
upsides to working in these 
new media (are we still call-
ing them new?). First, there is 
such a huge demand for content 
across so many platforms that 
there is room to break formulas 
and take more risks. Concepts 
that would never fly in a net-
work can be produced and find 
an audience, creating great 
opportunities to incubate new 
ideas. In the commercial realm, 
the new   demand for original 
content allows us to leverage 
our storytelling skills into the 
area.

Online content, in particular, 
has been steadily growing as a 
proportion of our business, both 
for work we’ve been engaged in 
and bidding. 

Overall, we’re finding that we 
need to conceptualize all the 
original content and advertis-
ing campaigns we’re working on 
as platform independent. Shows 
and ads need to be sliceable and 
diceable, and easy to repurpose 
for a platform none of us has 
heard of yet, but that will be all 
the rage six months from now. 
It’s becoming increasingly clear 
that being able to respond to 
budget and schedule challenges 
with creative solutions and new 
pipelines is key to our studio 
being able to thrive in the new 
media environment.

Alternative Media Offer Alternative Opportunities For Post Industry
Continued from page 17
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V
iva la difference—and for that matter, the similarities. As the 
recently formed Association of Independent Commercial 
Producers’ (AICP) Hispanic Market Committee develops 
a detailed agenda, clearly many of its members’ concerns 
parallel that of the English-language general market—
from figuring out how to best capitalize on new media 

opportunities to angst over late payment, contractual and insurance issues. 
At the same time, the committee is looking to address challenges that 

are specific to the Hispanic spot industry such as the limited pool of experi-
enced, Spanish-speaking commercial actors in the U.S., and dealing effec-
tively with visa considerations for Latin American directors.

A relevant means to both ends—addressing concerns shared and those 
distinctly different from their English-language, general market coun-
terparts—was defined by the AICP 
Hispanic Market Committee during 
its first meeting, which was held in 
Los Angeles. Simply put, says com-
mittee organizer Massimo Martinotti, 
a member of the AICP board of direc-
tors and executive committee, a con-
structive dialogue needs to be estab-
lished with the agency business and 
creative communities.

A first step towards that goal is for 
the Hispanic Market Committee to 
reach out to a pair of key organiza-
tions: The Association of Hispanic 
Advertising Agencies (AHAA) and 
El Circulo Creativo. Commercial 
director Martinotti—who is presi-
dent of AICP’s Florida chapter and of 
Mia Film, a production house based 
in Miami with offices in Mexico, 
Argentina and Costa Rica, and asso-
ciate offices in Europe—relates that 
establishing relationships with AHAA and El Circulo Creativo are priorities 
on the AICP committee agenda.

Martinotti envisions, for example, the organizations teaming to conduct 
seminars that will educate and inform different sectors of the industry at 
large. “Most of all, we want to listen and learn from agencies and clients as 
to what the production community can do better to help them. And hope-
fully they will listen to our concerns, and we can share ideas and come 
up with solutions together. We can define the areas in which we need to 
establish stronger cooperation. It’s important that we open up this kind of 
industry-wide dialogue.”

COMMUNICATION
That dialogue also needs to take place within the production community 

itself. Martinotti estimates that there are currently about a dozen or so AICP 
member production companies that are primarily in the Hispanic spot busi-
ness. His goal is to see that AICP membership representation grow to 30 or 
40 shops.

In turn Hispanic company AICP members need to exchange ideas with 

executives and artisans at other AICP general member production houses. 
“We need to broaden the scope of the participants in the discussion so that 
more of us can compare notes on areas like new business models and new 
platforms,” says Martinotti.

The committee also touched upon the AICP in some cases extending to 
Hispanic shops what it does for its core constituency of English-language, 
general market spot production houses. AICP executive VP Steve Caplan 
cites as an example the work the AICP has done over the years in the analy-
sis of ad agency production contracts. 

Per that AICP program, ad agency production contracts are reviewed, 
resulting in detailed reports. Agency production contracts are shown with 
clauses highlighted that could prove problematic or that merit careful 
examination. The contract analyses not only identify those provisions, but 

also may make recommendations 
on how to deal with them. Such rec-
ommendations include production 
companies striking out objectionable 
language, replacing it with revised 
wording, and/or simply initiating a 
dialogue with agencies about legal 
issues and concerns.

The AICP research serves as a 
road map to help AICP member pro-
duction houses navigate their way 
through a maze of different agen-
cy production contracts. The AICP 
study is designed to serve as a tool 
to raise awareness of contractual lan-
guage and related issues. This in turn 
helps production companies to make 
informed choices in dealing with 
agency contracts. Ultimately, it’s an 
individual company’s decision as to 
what options or recommendations it 
adopts, if any. Contract issues range 

from receiving payment on a timely basis to postponement/cancellation 
contingencies, legal liabilities and proper indemnification.

Hispanic agency contracts need to receive the same AICP scrutiny so that 
production houses working on those spots can similarly benefit. 

Another committee goal is to stimulate Hispanic spot representation on 
the awards show circuit, specifically the AICP Show. The Hispanic Market 
Committee plans to promote the AICP Show among Hispanic agencies and 
production companies in order to help increase the number of competition 
entries in Spanish.

Martinotti adds that there’s an appetite for the AICP Show in Spanish-
language countries. The AICP Show tour went to Madrid last week and 
plans are afoot for events in Mexico and other Hispanic countries, notes 
Martinotti.

As for challenges specifically pertaining to the Hispanic ad community, 
Martinotti says the AICP committee will explore different avenues. For 
example, relative to the aforementioned shortage of experienced, Spanish-
speaking commercial actors, he observes, “The tendency is to often see 

Constructive
 Dialogue

By Robert Goldrich

AICP Hispanic Market Committee
Looks To Build Relationships With Agency Community

19-Constructive Dialogue  20-Creative POVs

Continued on page 21
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By Luis Clemens
Jose Mollá of Miami’s La 
Comunidad, Favio Ucedo of 
Grupo Gallegos in Long Beach, 
Calif., and Aldo Quevedo of 
Dallas-based Dieste Harmel & 
Partners are three of the most 
important and talented creative 
directors in Hispanic advertis-
ing. SHOOT recently interviewed 
each of them. The following 
rundown contains some of their 
observations:

What, if anything, has to be 
distinctive about Hispanic cre-
ative?

Mollá: It is a mistake to limit 
yourself solely to cultural cues. 
There are cultural insights that 
work very well for Hispanics and 
there are human truths that also 
work very well with Hispanics 
simply because they are human 
beings. 

Ucedo: That’s the million dollar 
question. For us, the most impor-
tant thing is to have a great idea. A 
large percentage of our commer-
cials have no Latino insight what-
soever. They are ideas that work in 
any part of the world.

Quevedo: The flavor and the 
insights are different but it is a 
two way street. Just last week we 
presented a client with a commer-
cial that for us featured inoffen-
sive and well-intentioned humor. 
The American client perceived it 
to be super-offensive and said we 
are not going to be able to air this 
commercial. 

Much of your production is 
done in Argentina and Mexico. 
Why?

Mollá:  If the filming is going 
well and the director is enthusi-
astic, you keep working and you 
don’t stop because seven hours 
have passed and you have to cut. 
There is more freedom.

Ucedo: First and foremost, 
because of the budgets we are 
assigned. For our Got Milk cam-
paign we filmed three commer-
cials, three big productions in 
Argentina. With that same budget 
we would have been able to film 
only one commercial in the US. 

Quevedo: Obviously, you 
don’t come up with an idea for 
a commercial thinking you are 
going to film it in Argentina. The 
idea is to determine which direc-
tor is best suited to the project. 

Year in and year out it seems 
only the same five or six Hispanic 
agencies are winning awards. 
Why?

Mollá: It is odd. Long expe-
rience in the Hispanic market 
works against you. It is tough for 
those who have been working in 
Hispanic advertising for a long 
time to open themselves to new 
experiences and to experiment 
with new approaches. 

Ucedo: Lamentably, it is 
always the same agencies. In gen-
eral, the Hispanic consumer is 

underestimated and not treated 
with sufficient respect. 

Quevedo: I think it is propor-
tional. If you look at the general 
market, there really are only a 
handful of agencies doing work 
that is changing the industry. The 
Latino market is no exception. The 
Hispanic agencies that focus on 
creativity as a business tool are the 
ones that stand out and there are 
maybe five of us doing just that.

Why are Hispanic production 
budgets smaller than their gen-
eral market counterparts?

Mollá: It is smaller because 
the Hispanic market is smaller but 
I see budgets improving.

Ucedo: Budgets are slowly 
increasing but we never have the 
same budget as the general mar-
ket. I think in the general market 
you have a great idea that costs a 
million dollars, the client will give 
it to you. In the Hispanic market, 
if you have a great, million dollar 
idea, the client will tell you “come 
up with a cheaper idea, kiddo.”

Quevedo: The budget topic 
has several sides to it. Obviously, 
what the Latino market gets in 
terms of budgets is far less than 
the budgets in the American mar-
ket. But this responds to the size 
of the media buy. On average we 
produce commercials that cost 
between $250,000 and $300,000. 
We have to be more creative in 
the Latino market and do more 
with less.

Creative POVs
Leading Artisans Share Observations 

Jose Mollá

Favio Ucedo

Aldo Quevedo
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few years. 
Several major mainstream 

commercial production houses 
have taken notice, stepping 
up their commitments to the 
Hispanic market and/or form-
ing new entities. A prime case 
in point is bicoastal/international 
RSA Films’ recent opening of 
a shop specializing in commer-
cials for the Latin and Hispanic 
markets. The new venture, called 
La Division, is headed by indus-
try veteran Ed Rivero, who came 
aboard RSA in 2002 to provide 
Latin and Hispanic spot represen-
tation for the company’s directo-
rial roster.

La Division maintains a line-
up of Latin commercial direc-
tors that includes Angel Gracia 
(whose work has gained recogni-
tion at such competitions as the 

Cannes International Advertising 
Festival, Eurobest and Circulo 
Creativo Mexico), Arturo Pereyra 
(Gatorade, Ford, Coca-Cola), 
Augusto Gimenez Zapiola (found-
er of Argentinacine, a leading 
production house in Argentina), 
Felix Fernandez de Castro 
(founder of Barcelona SCPF, 
with spots for BMW, Audi, VW, 
Mercedes-Benz, Coke), Jesus M. 
Rodriguez (former creative direc-
tor for Discovery Networks Latin 
America), Karina Taira (Christian 
Dior, Evian, L’Oreal), Magaby 
Garcia (Avantel, VW, Kellogg’s), 
Simon Bross (VW, McDonald’s, 
Coke, Continental Airlines) and 
the Argentine directing team 
Doble Nelson (Ford, Peugeot, 
Telefonica, Vodafone).

At the time of La Division’s 
formal launch, executive producer 

Rivero said, “With Hispanic buy-
ing power in the U.S. and abroad 
soaring to new levels, it’s only 
natural for a global company like 
RSA to bring its high standards to 
the table and focus its energies on 
what amounts to a promising and 
dynamic emerging market.”

the same faces in casting sessions. 
There’s definitely a limited tal-
ent pool in the U.S. Perhaps the 
committee can work with cast-
ing directors and acting schools, 
colleges and universities to help 
grow that talent pool, making 
them aware that there is a clear 
need and opportunity for capable 
Spanish-speaking actors.

GROWTH INDUSTRY
Indeed the Hispanic ad mar-

ket merits strong consideration. 
Caplan and Martinotti relate that 
it’s a market that is growing at 
a higher rate than the general 
English-language commercials 

business in the U.S. Additionally, 
the creative quality and the bud-
gets of Hispanic advertising have 
increased considerably in the last 

AICP Hispanic Market Committee To 
Reach Out To Agency Community
Continued from page 19

Massimo Martinotti

Steve Caplan

HELP WANTED

POSTPRODUCTION SERVICES

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

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

Smoke/Flame > Artist/Designer:
Creative Boutique, Production/Post 
Production Company. Seeking Fulltime 
Senior Artist. Commercial experience. 
Send reel to: Pete Casale, Burkewood 
Communications, 5 Mapleton Road, 
Suite 301, Princeton, NJ 08540 pete@
burkewood.com / www.burkewood.
com / 609-520-0090 X 103. (Freelance 
inquiries welcome.)

SALES
Premier Bicoastal Music Firm is 
seeking NY In-House Sales Rep 
for East Coast territory. Must have 
tremendous experience and contacts.  
All inquires kept confi dential. 

Reply to:
eastcoastsales@gmail.com

Post Production Producer
Downtown NY commercial post production facility is seeking someone with 
commercial / broadcast experience, in a post production facility. 3 + years of 
experience is required.
Knowledge of AICE bid practices, job actualizing and general commercial post produc-
tion process. Interaction with clients, editors, artists and other support staff. Strong 
computer, communication, organizational and multi-tasking skills are needed.
We offer a good benefi t package and a close-knit work environment. Email or fax 
your resume to jobs@berwynny.com or 212-519-3794.

BROADCAST VIDEO DUPLICATION
Must have a working knowledge 
of broadcast specs (ability to read 
vector/waveform monitors) as well 
as experience duplicating various 
formats.  Hi-def video & Telestream 
skills a plus.  Technical knowledge of 
video duplication equipment including 
but not limited to non-linear editing 
(Final Cut Pro), graphics (Photoshop) 
and experience with Windows & 
Macintosh.  Position requires technical 
expertise, creative & troubleshooting 
skills & the ability to multi-task with 
composure.

Send resumes to: 
Human Resources P. O. Box 2814 

Minneapolis MN 55402 
code@duenow.tv 

AUCTION

MAJOR LIGHTING/GRIP EQUIP. AUCTION
ONSITE – ONLINE

$8.5 MILLION INVENTORY COST

1000’s ARRI, M-R, DESISTI, KINO FLO

AURASOFT, K5600, CINEMILL LIGHTS

1000’s MATTHEWS STANDS, GRIPS, ETC.

(3) GENERATOR TRUCKS – (3) DELIVERY TRUCKS

PARIS FILM PRODUCTION LTD.
50-20  25th St.

Long Island City, NY
Wed., July 12th  at 9 A.M.

Inspection Mon. & Tues., 
July 10th & 11th, 9 A.M.-5 P.M.

Terms:  25% deposit cash, ctfd. ck. or bank letter honoring payment 
w/unctfd. cks.  A 10% Buyer’s Premium ONSITE; A 13.5% Buyer’s 
Premium ONLINE.  Other terms at sale.

AUCTIONEER’S NOTE:  All items to be sold BY CATALOG on the prem-
ises. PLEASE MAKE INSPECTION PRIOR TO SALE.

Paul J. Finn, NYC Lic. #873899

For further info, visit
www.josephfinn.com or www.bidspotter.com

Assistant Post Producer
Busy manhattan off-line facility is looking for an assistant post producer. 
Must be friendly, able to multi task & work in fast paced environment. 
Only candidates with some post experience will be considered.

e-mail resumes to postprod05@yahoo.com

Application Specialist-New York City

      Quantel, one of the oldest and most 
respected names in the industry, is 
looking for an Applications Specialist 
to be based in our New York City offi ce. 
You need three+ years of practical 
experience in the New York area, with 
knowledge of Quantel, Autodesk and/
or Avid systems.  In this role, you will 
have day to day contact with users 
around the US, both at their facilities 
and at exhibitions, as an integral part 
of the product and sales team.  Your 
input and experience will directly 
affect our products’ direction as we 
move forward.

    Join a growing, dynamic company 
and be a large part of our success!  
Please send resumes to:

aga.mcdonie@quantel.com

HISPANIC ADVERTISINGHISPANIC ADVERTISING



Directors Mary Boss and Hernan Otano have signed 
with Maysles Shorts for representation. The New York 
shop is the commercialmaking division of Maysles 
Films….Andy Lomas has been named head of CG at 
Framestore CFC, London. This marks his return engage-
ment at the effects house, having earlier served in such 
capacities as senior animator and head of 3D anima-
tion. Most recently he was head of character effects at 
DreamWorks…. Richard Nelson, formerly of MPC, 
London, is set to join Absolute, London, as 3D FX supervi-
sor, effective June 29. He has worked on such notable spots 
as director Dougal Wilson’s “Work & Play” for Vodafone, 
and Pleix’s “Letters” for Audi…..Farmington Hills, 
Mich.-based hdstudios has added senior editor/Flame 
artist Tom Fulks, who most recently spent 10 years at 
Crawford Communications, Atlanta, as a senior effects 
editor….Dex Deboree has joined bicoastal production 
house The Ebeling Group as executive producer. He will 
work closely with company owner/exec producer Mick 
Ebeling. Deboree formerly served as a producer at Los 
Angeles-based editorial house Rock Paper Scissors….
New York-based graphic and post studio Creative Bubble 
has formally launched an interactive production sister shop, 
Creative Broadband. The new venture—launched in 
response to client demand for Web-based advertising and 
marketing solutions—has brought on design director Lisa 
Kwon to work closely with technology director Sanjiv 
Mody and senior producer Amy Beer….

street talk

The Skouras Agency, Santa Monica, has taken on repre-
sentation for Luma Pictures, a Venice, Calif.-based visual 
effects house founded in 2002 by effects supervisor Payam 
Shohadai and producer/director Jonathan Betuel. Luma 
is active in features (Underworld: Evolution, Sky Captain, 
Into The Blue) and commercials (an NBA campaign for 
Nike)……New York-based 21Boom, a shop specializing 
in graphic design and animation, has secured independent 
rep Lauren McNamara to handle the Midwest….Tim 
Arnold has been promoted from West Coast sales manager 
to VP/national sales manager for the music library division 
of Salt Lake City-headquartered Non-Stop Music……DP 
Yon Thomas has signed with Innovative Artists, Santa 
Monica, for exclusive representation in spots and music vid-
eos…..Montana Artists Agency, Los Angeles, now reps 
DP Chris Norr exclusively in all areas…..In the 6/9 item 
on Dattner Dispoto and Associates, Los Angeles, taking 
on representation in features, commercials and videos for 
several DPs, one of those cinematographers’ names was mis-
spelled. The DP’s full name is Bobby Bukowski…..

rep report

bulletinboard
❑July 30-August 3/Boston: Siggraph www.siggraph.org

❑September 8-13/Amsterdam: IBC www.ibc.org

❑Sept 7-9/Kinsale, Co.Cork, Ireland: Shark Awards. www.
sharkawards.com

❑September 8-13/Amersterdam: IBC. www.ibc.org

❑September 16-18/Munich, Germany: Cinec. www.cinec.de/
en/index.htm

❑September 24-26/Frankfurt, Germany: eDIT9. www.edit-
frankfurt.de

❑September 25-29/New York: Advertising Week. www.adver-
tisingweeknyc.com

❑October 11/San Franciso: AICP Show. www.aicp.com

East/Midwest/Canada:
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

Call today to reserve ad space:

Be Part of SHOOT’s Sizzling
Combined July 21-August 17th

Special Double Issue

July 10th will be the last day to reserve space in the issue destined 
to be the talk of the summer!  Your ad in SHOOT will speak directly 
to your potential clients...Advertising Agency Creative & Production 
Decision-Makers and Production & Post Executives and Artisans in an 
environment packed with informative and entertaining reading! In 
addition to the latest commercial, interactive, and branded content 
production news, plus regular columns, and ScreenWork section, 
there will be several in-depth features providing additional insight and 
information. Here’s a peek at the special features...

Bonus Distribution: 
Siggraph, Boston 7/30-8/3

Advertising Deadlines: 
Space Reservations - July 10,  Ad Material Closing - July 14

MID-YEAR INDUSTRY REPORT CARD
A not-to-be-missed mid-year reality 

check from Advertising Agency creatives 
& producers on how the industry rates in 
terms of creativity, business, and utilizing 

new ad forms, plus 2nd-half forecasts.

VISUAL EFFECTS & ANIMATION:
Special three-part feature section

I. Visual Effects & Animation Companies
SHOOT talks to company owners & artisans 

about their current projects & creative 
trends in spotmaking, and how technology 
is enabling them to branch out creatively 

and produce games, mobile, etc.

II. New Product Guide for VFX professionals 
and Ad Agency Creatives & Producers:

The latest hardware and software tools that 
Visual Effects companies are/will be using 
to make your visual effects and animation 

projects more dazzling than ever.

III. SHOOT checks out the Siggraph 
Electronic Theater

NEW ENGLAND
A look at the state of production & post in 
CT, Maine, MA, NH, RI & Vermont. Meet ad 
agencies,  lm commissions, and companies 

in the region.

BORDER WATCH:  South Africa
A look at locations, trends, and companies 
in South Africa, part of SHOOT’s monthly 

Border Watch feature section visiting various 
production centers around the world.
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lished directors are stepping in and 
taking them. From an agency’s per-
spective, it makes more sense to go 
with an established director rather 
than a new director, all things being 
equal otherwise.”

ACCOMPLICE
At the same time, also tipping 

the scale away from spot entries 
is the emergence of other content 
opportunities and outlets, including 
viral fare, short films and spec work. 
“Many new directors are writing 
their own stories, taking a hand in 
creating projects to showcase their 
talent,” said Isherwood, citing Los 
Angeles-based Dagen Merrill as an 
example. 

Merrill’s short film, Accomplice, 
was a top four finalist in Sundance’s 
Project Greenlight competition 
sponsored by Matt Damon and 
Ben Affleck. Merrill took what 
Isherwood described as “a gobble-
dygook script with random words 
and sentences,” and turned it into 
a compelling story, Accomplice. In 
the storyline, a couple of boys are 
talking to an older guy, who’s car-
rying a bag, presumably with illegal 
drugs. The guy goes upstairs. We 
soon hear a couple of gunshots; the 
youngsters subsequently find two 
bullet shells. It turns out we just 
heard what was the assassination of 
President Kennedy.

Isherwood said that Merrill 
turned a meaningless script given to 
Greenlight contestants into a story 
that resonates with historical signif-
icance and poignancy. All the more 
impressive when you consider that 
Merrill recently received his Master 
in Fine Arts from the University of 
Southern California’s Peter Stark 
Producing Program.

Among the other helm-
ers impressing Isherwood was 
Nagi Noda from Japan. Noda’s 
“Sentimental Promo” music video 
for Yuki looks like a tour de force 
piece of computer animation. But, 
said Isherwood, the work was 
done entirely in camera and is 
being repurposed into content for 

Coca-Cola. Noda is repped by the 
London office of bicoastal/interna-
tional Partizan.

Indeed as it did last year, anima-
tion in varied forms scored impres-
sively in the Saatchi Showcase. 
For example, director Shane Acker 
gained inclusion based on his ani-
mated short 9, which is no stranger 
to accolades. Last year 9 won a 
Gold Student Academy Award as 
well as a special jury prize at the 
Annecy animation festival.

Director Sharon Colman’s ani-
mated short Badger also made 
the Showcase, as did helmer 
Andreas Hasle’s poignant stop-
motion animation MFA AIDS 
Awareness PSA, “Human Ball.” 

The Scottish Colman is affiliated 
with Tandem Films, London. Hasle 
is with Brussels-based Caviar and 
is repped in the U.S. by Roses Are 
Blue, Santa Monica.

Another stop motion project, 
Orange’s TV spot “A Minute” 
out of Mother, London, earned a 
Showcase slot for Swedish direct-
ing duo RBG6 (Joel Nordstrom and 
Lars Ohlin) of Nexus Productions, 
London. And the helming team of 
Mrzyk & Moriceau of France’s 
Wanda Productions gained inclu-
sion on the strength of their ani-
mation piece “Hardwish,” as did 
Indian animation/live-action helmer 
Arvind Palep for the Alias music 
clip “Sixes Last.” Palep is with New 

York house 1st Ave Machine.

IN THE MIX
The rest of the 2006 Saatchi 

Showcase lineup is a mix of indi-
vidual directors and helming teams. 
Among the latter are: the Nakd col-
lective, based in Rio de Janeiro, and 
repped by bicoastal The Ebeling 
Group; Si&Ad of Academy, 
London; the German duo of Alex 
Kiesl & Steffen Hacker repped 
by Spy Films, Toronto; and Javier 
Gutierrez & Stukan (of Mexican 
and Peruvian descent, respectively) 
of Ciberfilms, Mexico City and 
Amsterdam.

Gutierrez is regarded as an ani-
mation pioneer in Mexico, being 

a founding partner of Ciberfilms, 
which is billed as being Mexico’s 
first digital production house. His 
first collaboration with Stukan, the 
commercial “Killing Death” for the 
Mexican Red Cross, earned the duo 
its slot in the Saatchi Showcase.

Other Showcase helmers include: 
Chris Cairns of Partizan, London; 
Henry Littlechild of Outsider, 
London and Santa Monica; David 
O’Reilly of Colonel Blimp/Blink, 
London; Mike Long of bicoastal 
Epoch Films; Shaun Gladwell of 
Revolver Film in Australia; Ralitza 
Petrova of Zoom, London; Sean 
de Sparengo of Therapy Films, 
London;  Jamie Rafn of HLA, 
London; Huse of RSA Films, 
London; and Frenchman Alex 
Chandon, who scored with his live-
action short, Borderline.

Saatchi Debuts Sweet 16th New Directors Showcase
Continued from page 1

duction company.) Gilchrist first 
established himself on the agency 
side. He spent five years at Fallon, 
London, where he shot numer-
ous test films This in turn inspired 
Gilchrist to attend the International 
Film School in Rockport, Maine. 
His directorial credits over a rela-
tively brief span include spots for 
such clients as the BBC, Coca-
Cola, Holsten, Mars, Nike, Skoda 
and The Sunday Telegraph.

Gadd noted that Thomas 
Thomas also hopes to bring a 
U.S.-based director into the fold 
at some point, but the company is 
taking its time and intends to be 
very selective.

Thomas Thomas 
Goes Transatlantic
Continued from page 4
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       YES I WOULD LIKE THE OPTIONAL ENHANCED DIRECTORY LISTING FOR ONLY $225
By checking this box, I authorize DCA Business Media LLC (dba SHOOT) to charge my credit card $225 for one full year of the following added features:

For One Full Year From Purchase Date, Low-Cost Enhanced Listing Includes:
• All the features of the Basic Free Listing PLUS
• Full color digital logo (Logos can be sent to kboyle@shootonline.com)
• Bold company name in search results
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