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25 Helmers Set For SHOOT’s
4th New Directors Showcase

Competition Draws Diverse Mix Of Entrants, Including Four Teams;
Former Ad Agency Artisans, Spec Spots Figure Prominently

4 K_an%aroo Project Pockets
Five-Year Milestone

4 No Smoke Opens With Five
Spot Directors

4 Maysles Shorts Lengthens Its
Commercialmaking Reach

4 FilmCore Partners With U.K.
Shop The Quarry

10 Top Spot: Bent Image Lab
Creates Static Characters
That Cling To Viewers

11 iWork: R/GA Delivers Shared
Mobile Video Community For
Nokia

12 BestWork: Dir. Scholermann,
Z\V Treat Viewers To A Night
At The Opera

12 Best Work: What’s Next?
God Contemplates What To
Do On “Day 8~

New Directors

Showcase

13 SHOOQOT profiles a varied
mix of helmers who gained
inclusion in its 4th annual
New Directors Showcase.

20 The Empire State’s tax credit
incentives package for com-
mercials is slated to take
effect in January '07, but it
already has the ad commu-
nity buzzing.

Cinema Advertising

22 Perspectives on Digital
Cinema, plus a case stug%
look-see at Team One's IM
commercial for Lexus.

A SHOOT Staff Report

NEW YORK—SHOOT’s fourth
annual New Directors Showcase—
marked by an evening screening,
panel discussion and reception
this week (5/25) at the Directors
Guild of America (DGA) Theater
in New York—offers a total of
25 helmers (including four two-
person teams) from diverse back-
grounds.

Prominent in the mix, though,
are ad agency creatives who have
acted on their directorial aspira-
tions, including:

e Adam Goldstein, who exited his senior cre-

tci052/Phillip Dvorak/Getty Images

earlier this year, joining bicoastal/
international RSA Films. He earned
inclusion in the SHOOT Showcase
based on his Levitra “Brunch” spec
spot and the New York Homeless
Coalition’s “Scaffold.”

e John Immesoete, who spent
15 years on the agency side of the
business before joining the directo-
rial roster of Backyard Productions,
Venice, Calif., in late 2004. His
last agency post was as a group
creative director at DDB Chicago.

* Shyam Madiraju, who start-

ed as an art director in India. His most recent

agency role was as creative director/partner at

ative director/copywriter’s post at BBDO New Ogilvy & Mather, Los Angeles, where he ran the
York to make the jump to full-time directing

Continued on page 6

AICP Show To Reflect Changing Biz

By Millie Takaki
NEW YORK—The 2006
Association of Independent
Commercial Producers (AICP)
Show and Lecture Series, slat-
ed for June 8 at the Museum of
Modern Art (MoMA) in New
York, will reflect a changing
industry landscape. In terms of
the AICP Show, what a differ-
ence a word makes—or make
that the lack of a word.

The annual AICP Show’s
longstanding description chang-

es from “The Art & Technique
of the American Television
Commercial” to “The Art &
Technique of the American
Commercial.” The deletion of
the word “Television” reflects
the fact that for the first time the
AICP Show will become thor-
oughly inclusive of work that
appears in nontraditional media
such as cell phones, iPods, PDAs
and computer screens. Across
nearly all AICP Show catego-
ries, this fare will be eligible for

recognition alongside TV and
cinema commercials.

Thus the AICP Show’s
Technique(Visual Style; Dialogue
or Monologue; Humor; Tabletop;
Cinematography; Animation;
Editorial; Graphics; Visual
Effects; Original Music; Sound
Design; Musical Arrangement;
Production; Production Design;
and Talent Performance),
Concept (Agency Art Direction;
Copywriting) and Specialty (PSA;

Continued on page 24
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Illinois Boosts
Incentive For
Spot Filming

By Robert Goldrich
SPRINGFIELD, Ill.—At press
time, Gov. Rod R. Blagojevich
(D-IL) was expected to sign into
law a measure that will replace
and significantly boost the exist-
ing financial incentive designed
to encourage filming in Illinois.
The incentive will no longer be
confined to a tax credit on wages.
Instead it will expand beyond that
to cover virtually all production
expenditures made in Illinois.
The new measure calls for a 20
percent tax credit on total Illinois
production spending, nearly dou-
bling the current program which

provides a 25 percent wage-based
Continued on page 8

HD Biz Grabs
Its Console At
E3 Confab

By Carolyn Giardina
LOS ANGELES—The 12th
Annual Electronic Entertainment
Expo (E3), the major computer
and video game trade show that
recently brought more than 60,00
industry professionals to the Los
Angeles Convention Center,
emerged as an important battle-
ground in the competition for the
next generation of DVD technol-
ogy.

“We are entering an era where

Continued on page 8
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Courageous Persuaders

is week’s feature
on the Kangaroo
Project puts the

spotlight on atwo-pronged
competition, now in its
fifth year, that annually
turns out a PSA which not

Courageous Decision
Program, teamed with
McCann Erickson
Detroit to present stu-
dents with $12,000 in
scholarship funds at the
Courageous Persuaders

only addresses a socially
worthwhile issue but also gains
significant exposure through guar-
anteed airtime. In the process, up-
and-coming creative and directo-
rial talent is uncovered.

Cut from the same progressive
cloth is the Courageous Persuaders
student advertising competi-
tion, which is in its sixth year in
Michigan. However, this marks
the first year that the program has
gone national. It encourages high
school students to create a 30-sec-
ond TV spot that warns middle
school students about the dangers
of drinking alcohol.

Judge Michael A. Martone,
whose opposition to underage
drinking led to his founding the

———The Medium is the Message
G.E.’s “One Second Theater”

ditional commercialmaking

on its ear, in this case a giant
elephant’s ear—actually making
TiVo and digital video recorders
an ally rather than an advertising
adversary—General Electric is
introducing “One Second Theater,”
created by BBDO New York.

BBDO has re-edited several
broadcast spots, embedding in
each one some additional mate-
rial, which can be glimpsed for
only a second when watched live
on TV. But for those using a digi-
tal video recorder, the commer-
cials can be paused and the new
material can be watched in its
full glory.

The first spot to be adapted
to this new model is “Singin’
In the Rain,” which debuted a

In an initiative that turns tra-

5 Years Ago

banquet earlier this
month.

The competition drew entries
from some 10,000 students from
across the country. This year’s
winning spots can be viewed at
www.couragefirst.com, with
the grand prize ad appearing on
national television.

Creators of the following com-
mercials received scholarships and
Courage Award trophies:

*Grand prize, $3,000—2
Minutes” by Karon Youngkin, Gil
Zabarsky, Bryan Hogan, Misty
Mueller and James Salligs of J.J.
Pearce High School in Richardson,
Tex.

*First place, $1,500—
“Consequences” by Tanner

year ago. Directed by Joe Pytka
of Venice, Calif.-based PYTKA
with visual effects by Quiet Man,
New York, for BBDO, the popu-
lar commercial—part of G.E.’s
“ecoimagination” campaign
promoting the company’s envi-
ronmental-friendly efforts—fea-
tured a dancing elephant hoofing
about in a rainforest. The updat-
ed version of the spot designed
to facilitate the “One Second
Theater”—with interactivity
magic from Quiet Man—is titled
“Dancin’ Elephant.” DVR users
can see additional material which
tells us more details about the
elephant, named Elli—and other
characters in the rainforest—in
True Hollywood Story style.
For example, such celeb trivia
appears on screen as Elli having

QMay 25, 2001/Bicoastal/international Hungry Man is expand-
ing northward, opening an office in Toronto called Frozen Man.
The new office will be headed up by partner/executive producer
Steve Orent, and executive producer Tom Rossano....Patrick
Davenport has joined bicoastal/international Believe Media
as executive producer. He had been exec producer of commer-
cials at Digital Domain, Venice, Calif....

10 Years Ago

QMay 24, 1996/Director Osbert Parker has signed with
Partizan Midi Minuit, which has offices in London, Paris,
and New York, for worldwide representation. The shop’s pres-
ence in the states is co-venture with bicoastal/international
Propaganda Films....Director Steve Ramser has joined pro-
duction house Morton Jankel Zander, Hollywood, following
his departure from bicoastal The A+R Group....The industry
mourns the passing of veteran tabletop director Elbert Budin,
heard of bicoastal Elbert Budin Inc., who died May 11 at 68;
and Norris Nelson, a former executive producer at Leo Burnett

Co., Chicago, who died May 8....

Arrington and Andrew Smith of
Cooper High School in Abilene,
Tex.

eSecond place, $1,000—“Bad
Influence” by Daniel Phillip
Maggio, Ryan Maggio and Fahad
Naeem of West Valley High School
in Hemet, Calif.

*Third place, $500—*“Spin
the Bottle” by Danny Belkin of
Thomas S. Wooton High School
in Rockville, Md.

Additionally, four special
awards were presented:

* The Adcrafter Award ($2,000
funded by the Adcraft Club of
Detroit) went to a spot deemed
to convey factual info about the
dangers of alcohol use in the most
persuasive and creative manner.
The PSA was “Vocabulary 101”
by James Semivan of Dondero
High School in Royal Oak, Mich.

* New York festivals Award
($2,000) was chosen based on the
spot’s effectiveness to inform and
inspire. The winner was “Drunken

Drummer” by Jessica Wiswary,
Nick Kyewski, Shelby Johnson
and Kyle Ellis of Eppier Junior
High School in Utica, Mich.
 USA Today Award ($2,000)
was chosen by the USA Today
Detroit staff from among the most
persuasive students as judged by
middle school pupils. Belkin’s
“Spin the Bottle” took this honor.

* And the USA Today
Courageous Leader Award was
presented to a special teacher, Dick
Rockwell of Royal Oak’s Dondero
High School, for his extraordinary
contribution to the Courageous
Persuaders program.

Winners were selected through
several rounds of judging. During
round one, a panel of ad profes-
sionals from McCann Erickson
and board members of Courage
First viewed the entries and identi-
fied the leading contenders. Those
entries were then reviewed by
middle school students who com-
pleted questionnaires developed

earlier in her career appearing
in a teenage exploitation film,
Don’t Touch That Trunk. The
pachyderm also endured a peanut
scandal, but has recovered nicely,
starring in the upcoming summer
release Love of the Mastodon.

There’s plenty more tongue-
in-cheek back story to be had.
Flamingoes Stephanie and
Esteban are described as “trained
method actors” that made their
first mark appearing in carnival
sideshows as “The Amazing Two-
Headed Flamingo.” However the
act was disemboweled by the
investigative cable TV special
Fake Two-Headed Animal Acts
Exposed. Meanwhile, Andy the
macaw has shunned the spotlight
since attaining fame; he is now
a recluse living somewhere in
New Hampshire. And Burmese
python Jimmy Santora is now
a theater critic for his own self-
published newsletter, Thessspian
Roundup.

A My Space profile on Elli
can also be accessed, listing her
general interests such as “bling”
and “mud baths on Maui.” The
elephant’s favorite song is “Tusk”
by Fleetwood Mac, while the
movies of preference are Animal
House and Dumbo. Her favorite
read is “Horton Hears A Who.”
Elli has also started her own blog,
which viewers can join, and has a
podcast, which audiences can
check out as well.

“G.E.’s One Second Theater
is about thinking forward,” stated
David Lubars, chairman/chief
creative officer, BBDO North
America. “There are lots of cre-
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By Millie Takaki

ative media opportunities for
delivering messages consumers
will happily seek out.”

Judy Hu, G.E’s global execu-
tive director, advertising and
branding, said, “We’ve uncovered
an exciting new way for consum-
ers to interact and engage with our
brand. In essence, our commer-
cials will now become carriers of
program content. It’s quite liter-
ally ‘imagination at work.”

“One Second Theater” debuted
earlier this month. Additional “epi-
sodes” are planned. The program-
ming is also accessible online at
www.onesecondtheater.com.

The initiative potentially gen-
erates an extra dimension for
all G.E. commercials, promot-
ing the viewer expectation that a
spot could carry some interesting
additional entertainment fare.

The “One Second Theater”
title hearkens back to the famed
G.E. Theater during television’s
golden age. Hosted by Ronald
Reagan, G.E. Theater had a long
run of popularity back during
the days when advertisers and
agencies had a significant hand
in developing programs. Today,
that client and/or agency involve-
ment has re-emerged with new
media. In this case, however,
“One Second Theater” accounts
for the shortened attention span
of our times.

G.E’s media agency, OMD,
planned and placed all the TV
and digital activity to create a
fully integrated launch. G.E. also
partnered with Blitz to develop
the online elements of the cam-

paign.

By Robert Goldrich

by McCann to measure which
ideas were the most persuasive.
Those results determined the win-
ners.

“Theresultsrevealed the incred-
ible impact of the commercials,”
stated Courageous Persuaders co-
founder John Barczyk, senior VP/
group account director at McCann
Detroit. “After a single viewing of
the winning commercials, middle
school students exhibited near-
ly 30 percent greater sensitivity.
These are numbers any marketer
would be proud of.”
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High Five For Kangaroo Project; Domestic
Violence Will Be Focus Of PSA Competition

Airtime Guaranteed Via Link With Cornerstone; Concept
Directorial Deadlines Are 6/9 and 8/4, Respectively

By Millie Takaki

MINNEAPOLIS—The Kangaroo Project has pocketed a

milestone, now entering its fifth year. Sponsored by the non-
profit Sean Francis Foundation in order to mentor promising creative and filmmaking
talent via the production of worthwhile public service ad work that is guaranteed air-
time, the annual Kangaroo Project this time around is a PSA that promotes prevention

of domestic violence.

The Francis Foundation and Kangaroo have recruited Bloomington, Minn.-head-
quartered Cornerstone as a partner this year. Cornerstone is a nonprofit organization
founded in 1983 to prevent violence and to provide comprehensive services to victims
of domestic abuse and their children. These services include a 24-hour helpline, sup-
portive housing, an emergency shelter, individual advocacy and life skills training.

As in years past, The Kangaroo Project consists of two prime competitions. First,
the concept competition in which individuals submit storyboards and scripts for the
PSA. One doesn’t have to be an agency creative to enter a concept. People from all
walks of life and the business are welcome to take their conceptual shot. Two judging
panels, consisting of leading advertising and production professionals from around the
country, will assess the entries, which are due no later than June 9.

Continued on page 9

Sound Lounge Adds To The Mix, Opens Soho Facility

By Robert Goldrich

NEW YORK-—Audio post
house Sound Lounge has
opened a second facility in
New York, this one in Soho,
while also bringing on mixer
Scott Persson and diversify-
ing with the formal introduc-
tion of an original music and
sound design division headed
by newly hired executive pro-
ducer Brad Stratton.

The Soho site—dubbed
Sound Lounge Hudson—will
feature a pair of state-of-the-art
5.1 mixing suites, and serves
as home to the music/sound
design venture. The rationale
for setting up a Soho shop, said
company president, mixer Tom
Jucarone, is that the area has

become a hotbed for advertis-
ing. Sound Lounge has devel-
oped a significant client base
in Soho and felt the need to
service that business via a facil-
ity there.

Persson comes aboard
Sound Lounge Hudson from
McHale Barone, New York. His
work spans radio and TV spots,
with ad credits that include
Heineken, American Standard
and the Broadway musicals
Letat and The Color Purple. He
won a Telly Award in 2002 for a
NASCAR campaign.

Also part of the mixing
ensemble at Sound Lounge
Hudson is Pete Buccellato, a
20-year veteran whose experi-
ence includes stints at New York

shops The Mix Place, Mixed
Nuts and Lower East Side.

MUSIC/SOUND DESIGN

Stratton previously served
as a music producer at New
York-based Fluid. He also for-
merly headed music production
at D’ Arcy, New York.

Stratton heads a Sound
Lounge music/sound design
division that sports such cre-
ative artisans as sound design-
er Marshall Grupp, a Sound
Lounge co-founder, and com-
poser Kevin Ferguson, who
co-founded London’s Boiler
Room. Ferguson moved to
New York last year when he
entered Boiler Room into a cre-

Continued on page 5
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Where There's No Smoke,
There Are Five Directors

By Robert Goldrich
NEW YORK—Creative Film
Management International
(CFM), New York, has launched
No Smoke, a banner featuring
spot directors James Wahlberg,
Adam Jones, Markus Blunder,
Wayne Maule and Joe Leih.
Andrew Swee is the new ven-
ture’s executive producer.
Wahlberg comes over from
Fabrication Films, Hollywood.
He first established himself as an
animation director, then diversi-
fied successfully into live action,
gaining a reputation in comedy
and combo live-action/effects
spots. His directing credits
over the years include commer-
cials for such clients as AT&T,
Budweiser, Bud Light, Dish
Network, Disney, EA Games,
the Fox Network, H&R Block,
Kellogg’s, Mazda, McDonald’s,
MCI, Microsoft, Miller Lite,
Nintendo, Nissan, Samsonite
and Travelocity. Wahlberg ini-
tially made his industry mark as
a founder of Celluloid Studios,
an animation house which was
eventually acquired by Portland,

Ore.-based Will Vinton Studios,
now Laika. Wahlberg was also a
founding partner in Fusion Idea
Lab, a Chicago ad agency best
known for its work on behalf of
Anheuser-Busch.

Jones’ past affiliations includ-
ed The Joneses, New York,
and Next Media, a satellite of
now defunct OneSuch Films.
Last year his “Tool Box” spot
for washingtonpost.com won a
World Medal at the New York
Festivals after gaining inclusion
in SHOOT's “The Best Work You
May Never See” gallery. His lat-
est campaign for the Washington
Post newspaper garnered several
regional ADDY Awards.

Beginning his career in
Austin, Texas, Jones worked as
a production designer on music
videos for such artists as Randy
Travis, Travis Tritt, Lyle Lovett,
the Crash Test Dummies and
Lee Ann Rimes. He diversified
into spots, and then got his first
opportunity to direct with a com-
mercial for a Southwest grocery

store chain; that ad went on to
Continued on page 5

Maysles Shorts Lengthens Its
Spot Reach, Adds Directors

By Robert Goldrich
NEW YORK—Maysles Shorts,
the spot production division
of Maysles Films, has added
directors Kevin Breslin and
Rebecca Dreyfus. Both fit the
shop’s directorial profile with
experience spanning documen-
taries and commercials.
Dreyfus’ Stolen, a documen-
tary on the notorious art heist
in the mid-1990s at Gardner
Museum in Boston, recently
debuted to critical acclaim. Her
ad credits include campaigns
for Avon and Michael Kors.
Breslin’s documentary film-
ography and his spot work are

both in the socially responsible
vein. He has directed assorted
PSAs for such groups as the
American Cancer Association,
Urban Aid and the New York
Blood Center. His documentary
endeavors include Women of
Rockaway, a TV documentary
on the widows of men who died
during the 911 attacks on the
World Trade Center.

Breslin and Dreyfus con-
tinue an expansion of Maysles
Shorts’ directorial roster that
began in late 2005 when Lora
Nelson came aboard as execu-
tive producer. Since that time,

Continued on page 7

FilmCore Enters Into Reciprocal
Deal With U.K.'s The Quarry

Editorialial Houses Extend Their Ad Reach Globally

By Robert Goldrich

NEW YORK—FilmCore, with
offices in New York, Santa Monica
and San Francisco, has entered into
an exclusive transatlantic partner-
ship with London-based the Quarry.
The deal extends the global reach of
the two editorial houses spanning
new and existing clients.

The Quarry will refer projects
originating in or posting in the U.S.
exclusively to FilmCore, which
will provide editing facilities, sup-
port, sales and marketing to The
Quarry’s editorial staff who will
be working on these jobs. Beyond
making it logistically easier for
both houses’ editors to maintain

director relationships when those
helmers work abroad, the deal is
also designed to create opportuni-
ties for the editors to develop new
relationships with directors and ad
agencies in each other’s markets.
The Quarry’s roster consists of
editors Scot Crane, Jonnie Scarlett,
Rachael Spann, Christophe
Williams, Sylvie Landra, and
company founders Paul Watts
and Bruce Towend. The Quarry
works with such leading directors
in Europe as Frank Budgen, Chris
Palmer, Frederic Planchon and
Jonathan Glazer.FilmCore’s lineup
of editors includes Doug Walker,

Continued on page 7
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No Smoke Opens With Dirs. Wahlberg, Maule, Leih, Blunder, Jones

Continued from page 4

win a pair of regional ADDYs
and led to additional helming
chances. Via FilmCrew, Dallas,
he directed spots for Time Warner
Cable, Destination Hotels, Texas.
net and the Dallas Mavericks. He
won a New York Film Festival
Award for “Fly Fishing,” a com-
mercial for the San Antonio
Express News. In the ad, a man
delivers a slightly over-the-top
homage to the Zen of fly fishing
that goes awry when he snags a
woman’s bikini. Jones became
known for comedy and people-
based storytelling, He moved
to New York in "01 and began
building a national reputation.

Blunder made his first mark
with short films, including two,
The Visit and What You Want
From Life?, which garnered
bronze and silver prizes from
the Houston Film Festival in 91
and 92, respectively. He them
embarked on a music video
directing career in ’92, work-
ing with performers En Vogue,
Texas, Shania Twain, Metallica,
Gypsy Kings, Julia Fordham,
Slaver and Richard Marx, among
others. In ’97, Blunder transi-
tioned into commercialmak-
ing; his roosts included Stiefel
& Company (since acquired by
bicoastal/international @radi-
cal.media) and the now defunct
U Ground.

Sound Lounge
Adds Persson,
Stratton, Frost

Continued from page 4

ative alliance with Marshall
Grupp and Sound Lounge. Now
Sound Lounge has formed its
music/sound design division
with that talent while also add-
ing composer Harry Frost, who
comes over from Big Foote,
New York.

Heading the sales effort to
support the expansion is Jack
Fahey, who joins Sound Lounge
from New Yok design/visual
effects house Spontaneous,
where he was head of sales. His
initial focus will be on build-
ing client relations for Sound
Lounge Hudson and for the
music/sound design operation.

For The Record

In “The Best Work You
May Never See” gallery cov-
erage of the Hispanic market
“Got Milk?” spot titled “The
Contortionist” (5/12), the
first name of the executive
producer for Los Angeles-
based visual effects house
KromA was incorrect. The
executive producer is Amy
Yukich.

Commercial credits for
Blunder span such clients as
Nintendo, Toyota, Mitsubishi,
Bank of China, Ford, Mazda,
Mountain Dew, Lexus, Samsung,
Max Factor, American Expreess,
Nivea, Honda and Audi.

Maule’s roots are in ad agency
soil, serving in creative capaci-
ties at such shops as Leo Burnett,
London and Sydney. He made the
transition to director and estab-
lished himself as a visual story-

teller. He had earlier been repped
via This Is TV, New York. He has
helmed spots for Volkswagen,
Crown Entertainment, Qantas,
Mitsubishi, Schweppes and
Honda, among others.

Leih’s initial major ad indus-
try exposure as a director came
on the strength of his viral spot
for marcandtom.com, a come-
dic pitch to gain employment for
a couple of out-of-work agen-
cy creatives. The piece helped

him earn inclusion in SHOOT’s
New Directors Showcase last
year, went on to win a Bronze
Lion at the Cannes International
Advertising Festival, and was
shortlisted at the 05 One Show.
Prior to this tongue-in-cheek
“PSA,” Leih made his directorial
debut with the short film Dead
Battery, which hit the festival
circuit and was acquired and
broadcast by the Sci-Fi Channel,
Canal+ (France) and TV Tokyo,

among other outlets.

The No Smoke lineup of spot
helmers complements the offer-
ings of CFM, which built its
reputation on representing fea-
ture and TV talent for commer-
cials. CFM’s directorial roster
includes such notables as Jason
Alexander, Andrew McCarthy,
Chazz Palminteri, Jamie Johnson,
Matthew Penn, Nick Cassavetes,
Kaos, Sidney Lumet and John
Leguizamo.
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25 Helmers Make SHOOT’s 4th Annual New Directors Showcase

Continued from page |

he ran the worldwide business
of Cisco Systems. Madiraju
directs via V3, Culver City,
Calif., at bicoastal Anonymous
Content.

* Also two of the Showcase
directorial teams have an
agency pedigree. Martin Dix,
half of the helming duo Peter
Martin (with recent AFI gradu-
ate Peter Livolsi), has been a
longtime advertising creative.
(Peter Martin is not yet affiliat-
ed with a production company.)
Additionally Jeff Odiorne, one
of the Ordiorne Brothers, a team
that directs via Phasmatrope
Studios, Haverford, PA, first
established himself in the agen-
cy arena. Odiorne was a part-
ner/creative director at the for-
mer Odiorne Wilde Narraway +
Partners, San Francisco.

e And Corbett Scott, who
joined A Band Apart, Los
Angeles, in December 05,
began his career with North
Carolina ad agency Price/
McNabb. He then moved on to
serve as a copywriter at Earle
Palmer Brown, Richmond,
Va., before freelancing at such
Southern California shops as

TBWA/Chiat/Day, Los Angeles,
and Team One, El Segundo.
Helping him make the transition
from agency creative to spot
director was GrouplO1Spots,
a program that enables helm-
ers to showcase their talents
through the production of spec
spots.

GROUP EFFORT

Indeed GrouplO1 played
a role in the development of
several SHOOT Showcase
directors. For example, direc-
tor Brent Jones, who recent-
ly joined Aero Film, Santa
Monica, made the Showcase
on the strength of two spec ads
he did at GrouplOl: NHL’s
“Sorry” and Callaway’s “Best
Ever.” Jones has paid his indus-
try dues, having worked for
some 15 years on commercial,
feature and music video sets as
an electrician, gaffer and key
grip before making the jump to
directing, first with a film, The
Company Man, which hit the
festival circuit, and then via his
Groupl01 endeavors.

The directorial team of Zack
& J.C. (Zack Resnicoff and J.C.
Khoury) also scored big dur-

ing its tour of GrouplOl duty
with a Mountain Dew spec
spot, “Foley,” which has elic-
ited interest from assorted pro-
duction houses. At press time,
Zack & J.C. were making the
rounds at different shops.

Other spec fare surfaced
at the SHOOT New Directors
Showcase Showcase, includ-
ing Brian Lazzaro with Lexus’
“Romeo” and Jody Lauren
Miller with “Sports Montage”
for David’s Sunflower Seeds.
Lazzaro is affiliated with
bicoastal HSI; Miller is seeking
a spot roost.

Miller also earned Showcase
inclusion on the basis of
“Siphoning,” a Web film that’s
part of Aquafina’s 2006 New
Year’s Resolutions series, out of
Tribal DDB, Dallas. Similarly
a :90 centerpiece to Jaguar’s
“Gorgeous” campaign for Euro
RSCG Fuel, New York—direct-
ed by Michal Comte, who has
since joined Los Angeles-
based Form—enjoyed signifi-
cant Internet exposure (Www.
PreferGorgeous.com) in addi-
tion to running in cinemas
and on TV. Comte earned a
Showcase slot based on his Jag

fare.

Varied short films garnered
SHOOT recognition, includ-
ing Lift Off and A Persistent
Vision, both from the directori-
al team Terry Timely, a.k.a. Ian
Kibbey and Corey Creasey, of
Crossroads Films, bicoastal and
Chicago. Meanwhile the music
video discipline served as a
springboard to the Showcase for
director Jon Watts of bicoastal
Smuggler. Watts helmed Fatboy
Slim’s “Wonderful Night” clip.

Beyond crossing over from
shorts and clips into spots,
there’s director Jeff Tremaine,
whose claim to fame is helm-
ing the highly successful TV
series and movie Jackass. In
fact, he just wrapped the feature
sequel Jackass 2. Tremaine gar-
nered Showcase notice, though,
for his Bubblicious commer-
cial “Flying Bubble” out of J.
Walter Thompson, Tokyo. The
Jackass-inspired ad was pro-
duced by Beverly Hills-based
Saville Productions, which reps
Tremaine for commercials.

As in years past, entries
from SHOOT’s “The Best
Work You May Never See”
gallery also figured into the

equation. Prime examples this
year included Zack & J.C.’s
“Foley” for Mountain Dew,
Tremaine’s “Flying Bubble” ad
for Bubblicious, and director
Lena Beug’s “Admiral Winky”
for AIDS Vancouver. Beug is
with Reginald Pike, Toronto,
and Reginaldo in the U.S.

Animation, 3-D and mixed
media fare also made their
Showcase mark, embodied in
the work of such directors as
Ruairi Robinson of Furlined,
Santa Monica, and BlinkInk,
London, and Andreas Hasle of
Roses Are Blue, Los Angeles.
Hasle’s “Human Ball” for MSF
was produced via Belgium’s
Caviar.

Indeed directors outside the
U.S. were represented in the
Showcase lineup, with such
notables as Jeana Thoren of
Velocity Films, Johannesburg
and Cape Town, and Adam
Smith of RSA Films, London.

Among other Showcase hel-
mers were Andrew Zuckerman
of bicoastal/international @rad-
ical.media, and Marc Colucci
of Picture Park, Boston.

For a full rundown of this
year’s New Directors Showcase
helmers, see our series of indi-
vidual mini-profiles in this
issue.
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The Directors Network Diversifies Into CG/Animation

HOLLYWOOD—Bicoastal talent
agency The Directors Network
(TDN), bestknown forits represen-
tation of directors and DPs in the
spotmaking arena, has extended its
reach into animation and design.
TDN will rep Hollywood-based
Big Machine Design (BMD)—a
CG, animation and design creative
services studio—to commercial
production companies. This marks
the first time in its 21-year history
that TDN has handled a CG/ani-
mation house.

TDN, under the aegis of found-

er/president/agency Steve Lewis,
will rep BMD on an exclusive
basis. Additionally, TDN will rep
BMD co-founders Steve Petersen
and Ken Carlson as a directing
team.

BMD is active in spots, pro-
mos, TV and film. Lewis shared
his rationale for adding BMD to
the TDN roster. “More and more
television commercials and Web-
based ad content are using and
integrating CG, animation and
broadcast design into their visual
content,” said Lewis. “As such, our

production company clients have
been seeking talented CG studios
that can accommodate this rapidly
growing demand.”

Lewis plans to offer BMD
as “an embedded unit” for com-
mercial production companies,
enabling them to diversify into the
CG/animation sector. Conversely,
BMD’s reputation is largely in
broadcast design and on-air pro-
mos, meaning that the link with
TDN could help it to grow in the
commercial production market-
place.

FilmCore, The Quarry Form Partnership

Continued from page 4

Jon Stefansson, Gordon Carey,
Tiffany Burchard, Tracy Hof,
Brian Lagerhausen, Christa
Lamperti, Connor T. McDonald,
Tim Brooks and Tim Fender.
With Quarry editors com-
ing stateside to handle projects
via FilmCore and conversely
FilmCore editors having access
to The Quarry facility to take
on jobs in the U.K., a techni-
cal infrastructure has been put
in place to facilitate such col-
laborations. The two shops have

established ahigh-speed Internet
connection linking their offices
in London and New York, and
permitting the transfer of audio
and video files in real time.

“A Quarry editor can do a
first cut in New York and then
go back to London to do revi-
sions,” related Andrew Linsk,
executive producer of FilmCore,
New York. “The client in New
York can see the output of the
Avid in real time and collabo-
rate via conference call.”

oing to HD?

{on film you're already there, with pixels to spare.}

Directors Breslin, Dreyfus Join Maysles’ Spot Division

Continued from page 4

the lineup has grown from two
directors—Robert Leacock and
Gilly Barnes—to seven with
Jonathan Lennard joining in
January, followed by Karen
Stanton (a.k.a. Stanton) and
Chandler Kauffman. Lennard
resides in Paris, Stanton in
Seattle and Kauffman is based
in New York. All—except
Barnes—are documentary mak-
ers who have diversified into
spots. Barnes’ experience is in
commercialmaking.

Beyond the addition of five
directors, 2006 is significant
on several other fronts for the
company. This marks director
Albert Maysles 50th year in
filmmaking. He and brother
David Maysles, who passed
away in 1987, gained recogni-
tion as a leading documentary-
making team. They also moved
successfully into commercials.

Secondly, 2006 has seen the
opening of the off-Broadway
musical Grey Gardens, which
cast a spotlight hearkening back

to the classic 1975 documen-
tary of the same title directed
by the Maysles Brothers, Ellen
Hovde, Susan Fromke and
Muffie Meyer. (The musical is
now slated to hit Broadway.)
The documentary told the
quirky story of elderly Edith
Bouvier Beale and her daughter
Edie, a reclusive pair who lived
with cats and raccoons at Grey
Gardens, a crumbling mansion
in East Hampton. Further atten-
tion figures to be paid to the
documentary in that plans were
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recently announced for a feature
film based on Grey Gardens,
with a cast headed by Jessica
Lange and Drew Barrymore;
the director is Michael Sucsy.
Meanwhile The Gates, pho-
tographed by Albert Maysles
and directed by Antonio
Ferrera, was screened as a
rough cut at the Tribeca Film
Festival this month and is slated
for completion in late summer.
The documentary covers The
Gates, New York City’s largest
public arts project, an instal-

lation by Christo and Jeanne
Claude, which was on dis-
play for 16 days in Feb. 05
at Central Park. Maysles has
been commissioned to produce
documentaries on the last six
Christo projects, including The
Gates.

Maysles Films and its com-
mercial division are also slated
for new digs. After 40 years,
the company intends to move
its offices from mid-town
Manhattan to a new complex in
Harlem. The move is scheduled
to take place in mid-summer.



World Cup Soccer Gives HDTV
A High-Profile U.K. Kickoff

By Carolyn Giardina

digital television transition is occurring in the U.K.
A,?nd HD is emerging in the U.K. as an interesting
ption for broadcasters, as well as cable and satellite
services. As in the U.S,, it looks like sports may play a key
role in generating consumer interest in the high definition
format.

The eagerly anticipated '06 FIFA World Cup 2006 soccer
championship tournament, which will be held in Germany
beginning in early June, is scheduled to be among the first
major sporting events to be broadcast in HD in the U.K.

BBC HD trials are underway and the first HD program
in this pioneering effort will be the opening World Cup
match—Germany versus Costa Rica—on June 9. The BBC
HD trial will continue with the BBC'’s share of World Cup
matches up to and including the July 9 final, followed by
HD coverage of Wimbledon matches from Centre Court
and Court One.

In addition to the sporting events, BBC HD trials will
feature BBC programming including natural history series
Planet Earth and Galapagos, drama documentary Hannibal
and some BBC Proms concerts including the First and Last
Nights, in HD quality. The BBC reported that the amount of
new programming each day will vary, averaging between
one and two hours.

The HD trial is scheduled to last for about 12 months,
enabling the BBC to test technical delivery of HD and to
evaluate audience interest.

Meanwhile, additional HD channels and services are
emerging. Notably Sky HD is rolling out a number of HD
channels in its HD package including BBC HD, Discovery
HD, as well as movie channels and other choices.

HD coverage would of course only be accessible to
viewers who have HD ready televisions, HD set top boxes
and HD services from satellite or cable providers. High
profile sports are widely viewed as important to raising
consumer awareness of the format. Some believe the cost
of entry is a key issue, and suspect that as HD capabilities
become more affordable, interest will rise.

As for the impact on advertising, Pat Joseph, chief cre-
ative officer of London-headquartered The Mill (which also
maintains an office in New York), said that he expected
some HD finishing requests for broadcast television com-
mercials, but that has not yet started. He added that the
company is finishing HD spots, but those are typically for
cinema advertising or where the advertiser wishes to cre-
ate a high resolution data master that would be used for
multiformat deliverables.

“Broadcasters don’t want to change the way they
receive commercials at the moment; they are not under
pressure from advertisers yet,” Joseph said. “I'm sure as
take up for HD become more, there will be pressure to
finish in HD.”

The Mill's managing director Andy Barmer added that
BeamTV, the Mill-owned service that delivers spots to sta-
tions, continues to send commercials in the PAL format.
Explaining that he recently communicated with Sky, he
related, “what they intend to do for commercials is use
their existing commercial playout network and upres core
source material in PAL.

“That will not be the case forever,” he said. “They are
prudent in what they are investing. People want HD
[sports] and they are investing in the things they can sell.

There are certainly parallels in what is occurring in
the U.S. and U.K. With this in mind, it is probably safe to
assume that in the U.K., sports will play a continuing role
in generating HD interest, cost of entry will decrease, and
available content is critical. And HD commercials will begin
airing ... well, that one’s open to debate.

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

lllinois Filming Incentive Raises The Top Spot Bar

Continued from page |

tax credit on the first $25,000
earned by each Illinois resident
(except the two highest paid arti-
sans) working on a project being
lensed in the state.

To qualify for the new incen-
tive, minimum feature film and
TV program production spend-
ing in Illinois would have to be
greater than $100,000 per project.
Minimum spending on a commer-
cial or advertising-related proj-
ect (such as branded content less
than 30 minutes) has to exceed
$50,000. The salary cap on wages
eligible for the new credit will be
raised to $100,000 per employee
per production (without the exclu-
sion of the two top Illinois-based
wage earners).

Mark Androw, executive pro-
ducer of Chicago-headquartered
Story, a production house which
also has offices in New York
and Los Angeles, noted that on
a $200,000 spot production job

in Illinois, for example, the tax
credit would amount to $40,000.
If editing, post and visual effects
were also done in the state, boost-
ing the hypothetical ad project’s
expenditures to $400,000 in
[llinois, the resulting credit would
be $80,000.

Androw, who is past nation-
al chairman of the Association
of Independent Commercial
Producers (AICP) and a current
board member of the Illinois
Production Alliance (IPA), related
that the tax credit is transferable
and that there is a robust second-
ary market in which these credits
are being bought by individuals
and businesses with tax liabil-
ity in Illinois. He estimated that
the purchase price can generally
amount to about 80 cents on the
dollar, meaning that the afore-
mentioned $40,000 credit could
fetch $32,000 or more.

Production companies could
choose to handle this tax credit

in different ways. Androw noted
that if the production house were
getting back $32,000 on a job, it
could for instance translate that
into a reduced markup for the cli-
ent, providing the advertiser and/
or agency with an extra incentive
to shoot in Illinois.

Androw sees this new measure
as a boon for commercialmaking
in Illinois—and for the rest of
the country. Regarding the latter
contention, he explained, “Other
states may feel the need to keep
up with what Illinois has done.
We see states upping the incen-
tives ante in order to have a com-
petitive edge in attracting produc-
tion. The Illinois measure raises
the bar, which could prove to be
good for shooting in other parts of
the country that look to match or
exceed what’s being done here.”

The new incentive initiative is
slated to be retroactive to May 1,
2006 and run through December
‘07.

Big Game At E3:

Continued from page |

games and other forms of enter-
tainment technology will fuse
together even more tightly, and
where the full potential of online
and mobile will come more sharp-
ly in focus,” said Doug Lowestein,
president of the Entertainment
Software Association, which
owns and operates E3.

In the home entertainment
market, there are currently two
incompatible new DVD formats
vying to be the next generation
of DVD technology offering high
definition capabilities: Blu-Ray
Disc, supported by manufactur-
ers including Sony, Panasonic
and Apple; and HD DVD, sup-
ported by technology companies
including Toshiba, NEC, Sanyo
and Microsoft. Players for both
formats are rolling out this year
in the home entertainment mar-
ket, and major studios are prepar-
ing to release titles for these new
formats. But only one is likely to
emerge as the high definition suc-
cessor to the popular DVD for-
mat, and many believe the com-

DVD Wars

petition for that title will result
in a fight not unlike the one that
occurred roughly 20 years ago
between Betamax and VHS.

This time around, many indus-
try pundits believe an important
round in the competition will be
played in the video game arena,
with new video game platforms
that have incorporated these tech-
nologies and offer HD graphics.

These two prime new consoles
were a focus of the E3 exhibition:
Sony’s PlayStation 3 (PS3) and
Microsoft’s Xbox 360. At E3,
Sony Computer Entertainment
America (SCEA) previewed its
PS3, which is capable of playing
back content from Blu-Ray Discs
at a bit rate of multiplex 48Mbps,
the maximum bit rate defined
in Blu-Ray standards. Equipped
with basic input/output ports,
PS3 also supports a broad range
of displays from conventional
NTSC/PAL standard TVs to the
latest HD (1080i1/1080p) flat
panel displays—meaning that the
players would be used to show
content on HD capable sets. In

fact, during E3, Sony showed HD
trailers of soon-to-be-released
titles including Sony Pictures’
The Da Vinci Code and Click
playing on a high definition tele-
vision in 1080p off a PS3. PS3 is
scheduled to launch worldwide
on Nov. 17.

Meanwhile, Microsoft
announced that an HD DVD
player would be available as an
accessory to its now shipping
Xbox 360 this holiday season,
enabling consumers to view mov-
ies in high definition through the
Xbox 360 system. Microsoft also
reported that Xbox 360 would
support more than 160 games by
the end of the year.

Indeed with the profound influ-
ence of gaming on the entertain-
ment market at large, it’s under-
standable why the launch of these
new game consoles is viewed by
many experts as pivotal in the HD
battle. How large is the influence
of the games sector? According
to ESA’s Lowestein, research
suggests that the gaming industry
has an $18 billion annual impact
on the U.S. economy.
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Kangaroo Project To Tackle Domestic Violence

Continued from page 4

Once the winning concept
is announced, the second leg
of the Kangaroo competition
opens as prospective directors
submit their treatments, con-
veying their vision of the prem-
ise. Again, there’s no prereq-
uisite for a directorial entrant;
he or she does not have to be a
seasoned helmer. Editors, pro-
ducers, agency creatives, stu-
dents, et al, are all eligible to
submit treatments. Last year’s
winning director was a New
York-based production assis-
tant, George Andrew “Andy”
Basore. He directed “Bleep,” a
PSA promoting safe and cour-
teous driving.

Deadline for submission of
director treatments is August 4.
A panel of ad agency creative
directors and producers will
then judge the treatments. The
winning director and treatment
will be announced in August.
Pre-pro, production and post
will then take place, primarily
in September and into October.
Plans call for the final PSA
to premiere at the Minnesota
Advertising Federation’s “The

“Bleep”

Show” in October. The PSA
will then gain airtime via the
partnership with Cornerstone.

JOEYS

Beyond creating PSAs that
promote worthwhile causes,
The Kangaroo Project also
carries a mandate to mentor
aspiring crewmembers in TV
commercial production. Each

year, experienced crew arti-
sans mentor apprentices, called
Joeys, during the making of the
selected spot.

Film producer Julie Hartley,
president of the Sean Francis
Foundation, explained, “The
goal is to train new talent by
giving them an opportunity to
work with a professional team
in a professional environment.”

Thus the Kangaroo project
not only opens up avenues for
up-and-coming directors and
creatives, but also the next gen-
eration of crew people. It’s all
about developing new, deserv-
ing talent. Last year, there were
30 professional crewmembers
and approximately 30 Joeys to
learn from them.

SEAN FRANCIS

Hartley teamed with several
members of Minnesota’s pro-
duction community—includ-
ing Kirk Hokanson, owner/
president of Voodoo Films,
Minneapolis—to form the Sean
Francis Foundation, named
after her 20-year-old son who
died in a motorcycle acci-
dent in ’00. From the Sean
Francis Foundation sprung
the Kangaroo Project, and the
decision to create a motorcycle
safety PSA in the competition’s
inaugural year of 02. In subse-
quent years, PSAs were created,
produced and aired to address
such issues as organ donation,
youth AIDS awareness, and the
earlier alluded to safe and cour-
teous driving.

Hokanson, who is also presi-
dent of the Minnesota chapter of
the Association of Independent
Commercial Producers (AICP),
described Francis as “the best
P.A. on the planet” and an
aspiring producer who was on
the path to making his mark in
filmmaking. But with Francis’
life cut short, the Kangaroo
Project was initiated to, in a
sense, make an ongoing film-
making mark in his memory,
helping to nurture and open up
new opportunities for deserving
creatives, directors and crew
members—in some cases, help-
ing them to start their careers.

The Kangaroo moniker grew
out of the way the animal car-
ries and nurtures young marsu-
pials in her pouch. The appren-
ticeships parallel this in that
experienced crewmembers will
help Joeys take a hop forward
in their careers. The project is
also an opportunity for creative
individuals to gain recognition
for ideas and, so too, get their
leap ahead. The Kangaroo des-
ignation was also chosen in that
Francis was born in Australia.

Filmcore
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Dir. Harrod Hitches A Ride To Tractor Supply Company

Carmichael Lynch, Minneapolis, Creates Campaign Starring Static Characters

By Christine Champagne

hey don’t move a mus-
cle. They don’t even
blink, and their mouths

don’t open when they speak.
Yet the two static farm guy fig-
ures featured in a new spot for
Tractor Supply Company called
“Headed to TSC” sure do make
for compelling characters. In
fact, one can’t help but be drawn
to these strangely still types.

For those of you who haven’t
seen the :30 “Headed to TSC,”
the spot finds a farmer named
Dale stopping his pickup truck
on his way to the local Tractor
Supply Company store to speak
with a friend, Ed, who is stand-
ing by the side of the road. When
Ed realizes that Dale is going
to Tractor Supply Company, he
asks his buddy to pick him up
a gallon of tire sealant. Dale is
fine with that, and he also has
no problem fulfilling Ed’s sub-
sequent request, which is for a
50-pound bag of dog food. But
when Ed asks Dale to pick up a
35-ton log splitter, we can see by
the look on Dale’s face that that’s
where he draws the line.

Cut to the pickup truck driv-
ing down the road with both Dale
and Ed in the cab.

“Why didn’t you just ask me
for a ride?” Dale says.

“I didn’t want to put you out,”
Ed replies.

“Headed to TSC” is one in a
multi-spot campaign for Tractor
Supply Company created by
Carmichael Lynch, Minneapolis,
and executed by director Paul
Harrod of Bent Image Lab
in Portland, Ore. According to
Carmichael Lynch creative direc-
tor/art director Randy Tatum, he
and his partner creative director/
copywriter Steve Casey were
inspired to create a world of non-
moving characters to represent
Tractor Supply Company custom-
ers after spotting a photo of a nos-
talgic figure. “That’s when the
light bulb went off,” Tatum said.
“We realized if our characters
were inanimate, we could use that
to great comedic effect.”

Tatum and Casey went on to
create a world of about a dozen
characters, writing up detailed
character descriptions for each.
Ed, for example, is the kind of
friend “that always asks you to
pick up something for him or if
you’re finished with your sand-
wich,” Tatum shared with a
laugh.

The ideas for the people
who would populate the Tractor
Supply Company spots in hand,
Carmichael Lynch then sought a
director and production company

CLICK HERE TO VIEW SPOT )

to bring them to life, considering
talents from both the animation
and live action world. Harrod and
creative partner Chel White of
Bent Image Lab impressed the
agency with their enthusiasm for
the project, Tatum said, noting
that the two guys even flew out
to Minneapolis to meet with the
agency and show a rough demo
they had put together.

“I think it was a trick ques-
tion, but when we were first talk-
ing to [the guys from Carmichael
Lynch], they asked us, ‘Now are
you disappointed that there is no
animation happening here?” ”
Harrod recalled, “and Chel and 1
were both in absolute agreement
when we said, ‘Absolutely not.”

“There seemed to be a won-
derful opportunity here to do
something that wasn’t live action
and that wasn’t animation and
had a potential for a great aes-
thetic,” White added.

Then there were the scripts.
“The scripts were understated,
which is something we don’t
tend to get a lot of in animation,”
Harrod praised. “Really to the
point, with a kind of dry, bucolic
humor that all of us really appre-
ciate.”

Relying on the charac-
ter descriptions provided by
Carmichael Lynch, the artists at
Bent Image Lab sketched and then
sculpted a series of original char-
acters that were cast into urethane
figures and painted with acryl-
ics. Many of the characters were
built in dual scale. For example,
in addition to crafting a six-inch
tall version of Ed, the artists also
made a three-inch tall bust of Ed’s
head, which was used for some

close-up shots.

Harrod and DP Mark Eifert
shot the figures featured in the
“Headed to TSC” spot on a set of
miniatures and models. But they
also shot live-action background
plates of farmland and sky in rural
California—if you look closely at
the spot, you’ll notice the clouds
move and a bird flies by in the far
distance.

Why not simply shoot the
whole spot on a miniature set with
a fake background? “I think more
than anything else it was a matter
of creating our own world that was
not necessarily a live-action world
and not necessarily a miniature
world but some place that exists
between,” Harrod said, noting that
the spot also might have failed to
appeal to the desired adult demo-
graphic if it seemed that Ed and
Dale existed in a world that was
too pretend, too childlike.

Not content to rely on the live-
action backgrounds as they were
shot, Harrod and his crew tweaked
them. “The clouds in almost every
shot are not the clouds that were
shot with that landscape back-
ground. We would shoot clouds as
separate elements and composite
them in, and we would speed up
the clouds to make them move
through shots a little bit faster,”
Harrod said. “I think in some
cases it is nearly undetectable, but
I think on a subconscious level it
is really apparent [that the back-
ground] is not still.”

White noted: “There is almost
a referential comedy about it,
where you’re pointing out how
static these characters are by hav-
ing the clouds moving more than
they are.”
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While the look of “Headed to
TSC” is eye-catching, the spot
is ultimately dialogue driven. In
keeping with the characters’ slow,
deliberate way of speaking, edi-
tor Kelly McLean of King Cut in
Los Angeles gave their lines room
to breathe, installing a pregnant
pause during which a shot holds
on Dale’s face after Ed makes a
ludicrous request for him to pick
up a 35-ton log splitter.

Carmichael Lynch chief
creative officer Peter McHugh
pointed out that all of the Tractor
Supply Company spots have that
pregnant pause moment, where
the talking comes to a halt. “It’s a
more accurate reflection of who
these people are. They aren’t
from New York. They’re not
wall-to-wall talkers,” McHugh
explained. “They think about
something before they respond.”

Cast for their Midwestern
accents, J. Marvin Campbell and
Geoff Pierson provide the voic-
es of Ed and Dale, respectively.
Ken Brahmstedt of Minneapolis-
based Brahmstedt White Noise
(BWN) composed the fast-paced,
guitar-oriented track that clos-
es out “Headed to TSC,” while
BWN’s Carl White did the sound
design.

Having done a total of seven
spots for the launch of the new
Tractor Supply Company cam-
paign, Carmichael Lynch is now
working on four more with Bent
Image Lab.

“We’ve got a great client,”
Tatum remarked. “They’ve really
embraced this campaign, and
they loved it from the concept
stage when we sold them to them
just by talking about the ideas.”

TopSpot
OF THE WEEK

Client
Tractor Supply Company

Production Company
Bent Image Lab, Portland,
Ore.

Paul Harrod, director; Ray
Di Carlo, executive pro-
ducer; Chel White, creative
partner; Mark Axton, pro-
ducer; Jesse Geisheker, art
director; Mark Eifert, DP/
still photographer; Gayle
Griffin, coordinator. Shot on
stage at Bent Image Lab
and on location in Shasta,
Ukiah and the Salinas
Valley areas of California.

Agency
Carmichael Lynch,
Minneapolis.

Peter McHugh, chief cre-
ative officer; Jim Nelson,
executive creative direc-
tor; Randy Tatum, cre-
ative director/art director;
Steve Casey, creative
director/copywriter; Jack
Steinmann, producer.

Editorial
King Cut, Los Angeles.
Kelly McLean, editor; Jon
Weigand, assistant editor.

Post/Visual Effects
Downstream Digital,
Portland.

Jim Barrett, colorist.

Bent Image Lab.
Orland Nutt, Jon Weigand
and Eric Scheur, composite
artists.

Music/Sound Design
Brahmstedt White Noise,
Minneapolis.

Ken Brahmstedt, com-
poser/arranger; Carl White,
sound designer.

Audio
Brahmstedt White Noise.
Carl White, mixer

Principal Performers
J. Marvin Campbell and
Geoff Pierson.
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R/GA Opens Eyes Via Nokia Mobile Video Initiative

Interactive Agency Works With Lowe London To Recruit Creative Visionaries For Mini-Movies

By Millie Takaki

ooking to position the Nokia
I Nieries as the leader in the
mobile video space, inter-
active agency R/GA, London and
New York, helped to come up with
the idea of an initiative whereby
creative visionaries would be
sought out to shoot projects using
Nokia’s N93 multipurpose, mul-
timedia phone/communications
device, which has been introduced
overseas.

In turn this content will be
shown on the Internet, giving life
to a new interactive online com-
munity for mobile movies called
the Nokia Nseries Studio (www.
nokia.com/nseries/studio). A cote-
rie of R/GA talent was deployed to
create the site.

R/GA and Lowe London have
teamed to line up visionary film-
makers for the project, which is
called “Open Your Eyes.” With
this theme, the project hopes to
garner films capturing everyday
moments that tell a touching, com-

pelling and/or thought provoking
story. Among the first recruited
for the project was director/actor
Gary Oldman, who helmed Nil By
Mouth and starred in such movies
as Bram Stoker’s Dracula, Leon
and Harry Potter: the Prisoner of
Azkaban.

Other visionary contributors
confirmed thus far include Mark
Cohen, Ben Coccio, Patrick
Kalyanapu, Carlos J. Gomez de
Llarena, Daniel Josefsohn, Dan
Sully, Matt Ward, Jon Spencer,
Adam Jones and Jason Nichols.
Plans call for a total of 30 cre-
ative visionaries to be brought on
board.

The first week’s worth of
films posted on the site carry an
“Amazing Spaces” bent to the
“Open Your Eyes” theme. For
instance, in Spencer’s N93-lensed
mini-movie, we’re taken on an
offbeat ride in an elevator. The
suspense is that you never know
what you’re going to see when the
elevator doors open. Indeed each
time the doors slide open, we’re

CLICK HERE TO VIEW SPOT

on spencers Elevator

treated to different sights and ven-
ues—all without ever leaving the
lift, until the very end.

The overall project has captured
the imagination of its contributors.
In a released statement, Oldman
related, “I am fascinated by the
potential of mobile video devices
like the Nokia N93. They allow us
to catch the fleeting moments we
observe in our daily lives and share
them as they happen. The possi-
bilities for filmmaking are endless.
I’'m looking forward to producing
a short film on a Nokia N93 and
I hope it inspires people to record
the extraordinary moments in their

ordinary days and share them with
the world.”

A selection of the “Open Your
Eyes” mobile movies have debuted
on the Nokia Nseries Studio
where they will be available for
downloading to mobile devices
or personal computers. Plans call
for Nokia to open up the site this
summer so people can upload and
showcase their own mobile short
films.

Videos can be enlarged, pro-
viding an opportunity to see the
high quality of the video that was
shot using the Nokia N93. Other
options include downloading,
video podcasting, emailing and
blogging the clips.

The site contains assorted fea-
tures, such as a workshop with
bios of the studio directors/creative
visionaries, and a section where
other filmmakers can submit pro-
posals for projects and potential
sponsorship opportunities.

Another outreach initiative is
realized through partnerships and
events. For example, the Nseries

IWORK CREDITS

Main site credits for Nokia
Nseries Studio (www.nokia.
com/nseries/studio).

R/GA, London and New York

lan Spalter, Mini Ham, William
Wong, Christian Olsen, Winston
Thomas, design; Carlos Gomez
de Llarena, Olafur Stephensen,
ID; Jason Nichols, copy; Martin
Legowiecki, Mat Ranauro,
Isabel Staicut, David Morrow,
Randall Loffelmacher, Todd
Kovner, Judy Martinez, tech-
nology; Ben Coccio, David
Frankfurt, digital studio; Elyse
Epstein, Paola Colombo, Beth
Mihalick, production.

Studio has a relationship with the
Tribeca Film Festival. Via the site,
users can access five mini-docu-
mentaries, each profiling a film-
maker (such as Rosie Perez, Ed
Burns) at Tribeca. The documen-
taries were created using the N93
device.

Continued on page 24
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WHERE HoLLYwooD’s
MEET.

PROFESSIONALS

Exhibition & Seminars:

June 23, 2006 10:00am-6:00pmM
June 24, 2006 10:00am-5:00pm

Location:

Wadsworth Theatre & Grounds
West Los Angeles, California

Master Class Seminars:

June 25, 2006—Los Angeles
310/470-0870 .« info@cinegearexpo.com
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Director Scholermann Spends A Night At The Opera

Zurich Transit Authority’s Ship Comes In For Publicis, Switzerland

By Robert Goldrich

of the message.

In the commercial, which is titled “Opera,” a smat-
tering of elegantly dressed patrons awaits the start of the
evening program. There are still many empty seats, lead-
ing us to wonder for a fleeting moment why there’s such
a sparse turnout.

Suddenly the ship enters the picture, sans any body
of water. While the sight is stunningly abrupt to us, the
people already seated at the venue seem unperturbed.

It turns out the ship has some precious cargo—namely
more opera-goers, each decked out in his or her best
primetime attire. They stream off the ship to find their
seats. Their behavior suggests this is nothing out of the
ordinary. As the orchestra warms up, a super appears on
screen. It simply reads, “The Right Way Around. ZVV.
We Transport You.”

ZNVV (Zuicher Verkehrs Verband) is the Zurich Transit
Authority. And “Opera” is one of three spots in a ZVV
campaign directed by Marc Scholermann via Markenfild

ship cruising to a stop at the orchestra
Apit of a concert hall seems like a scene

that could have fit nicely into the classic
comedy A Night At The Opera. But instead of
Marx Brothers-like mayhem, this spot scenario
plays out in an understated fashion, which par-
adoxically adds to the impact and good humor

Schweiz GmbH, Zurich, for agency Publicis, Zurich.
(Scholermann, who’s based in Germany, is represented
stateside by Uber Content, a Hollywood-based house
launched in January by executive producers Phyllis
Koenig and Preston Lee.)

The other ZVV commercials are “Ice Rink” and
“Crossing.” The latter starts out with a young girl riding
her bicycle through a misty European countryside. It’s
almost like a Euro version of a Norman Rockwell paint-
ing. As she passes through, a foghorn sounds. We then
see a touring ship, replete with passengers, smoothly
navigating along a country roadside. A super reads, “One
ticket for bus, boat, tram and train. ZVV.”

And in “Ice Rink,” spectators are milling around the
outside of a near empty rink when a train pulls across
center ice, dropping off a throng of passengers. Indeed
this train is a far cry from a Zamboni. As fans detrain,
a message appears on screen: “The Right Way Around.

ZVV. We Transport You.”

The creative team at Publicis included creative direc-
tor J.E. Aebi, copywriter Lori Fischer and producer Ines
Rimmele.

Scholermann’s support team at Markenfilm included
executive producer Heinrich Reinacher and producer
Harald Beelte. The DP was Holger Diener who shot the
campaign on location in Zurich.

Editor was Soren Gorth of MF Video, Hamburg.
Online editor was MF Video’s Ingo Behrend. Colorist
was Paul Breuer of Optix Digital Pictures, Hamburg.

Visual effects compositors were Jorn Radel and
Sebastian Hofmann of Animationsfabrik, Hamburg.

Audio post mixers/arrangers/sound designers were
Ralf Gotzenberger, Hannes Honemann and Mikis Meyer
of MF Video.

The three :30s are without dialogue, all set to original
18th century classical music by Franz Schubert.

By Robert Goldrich

A slightly per-

reads, “Hundreds

job while at Young & Rubicam in Irvine,

hat did God do on the eighth
day? According to this good-
natured spec spot, he was at

a loss as to exactly how to keep himself
occupied after creating the world.

We open on a larger than life God, who
dwarfs a human-sized assistant standing in
the foreground. God takes a quick inventory
of his creation check list. “Light,” he asks.

The assistant responds, “Check.”

The same exchange takes place when
God mentions “Man,” “Flora” and
“Fauna.”

The assistant dutifully notes that each
creation has been completed and account-
ed for.

plexed Supreme
Being comments,
“Wow, [ didn’t
think I'd get done
that fast.” His quiz-
zical smile conveys
that he’s not quite
sure what to take on
next. Indeed is there
a next after the ulti-
mate creation? It’s
certainly a tough
act to follow, much less top.

A voiceover intervenes, “Eternity—
another reason to visit MattelGameFinder.
com. A logo for the Web site appears,
accompanied by a supered slogan which

of Games. Endless
Fun.”

We return to
God who seems
desperate to find
something—any-
thing—that hasn’t
been finished
on his checklist.
“Warthogs?” he
asks. The spot ends
before we can hear

his assistant’s reply.

The core creative team on this spec
spot consisted of senior copywriter Craig
Lederman and his art director partner
Michael Rutherford. They concepted the

Calif. However, both have since moved
onto new agency roosts—Lederman to
Saatchi & Saatchi Los Angeles, Rutherford
to Campbell-Ewald, Los Angeles.

Mark Lyon directed and edited “Day
8” via his Mighty Max Films, Encinitas,
Calif. Lyon is one of the directors in this
year’s GrouplO1Spots initiative. Susan
Lyon executive produced for Mighty Max.
The DP was Tom Seawell.

Visual effects were done by Giles
Hancock, a colleague whom Lyon brought
into the project. Audio post mixer was Bill
Coe of Digitrax, San Diego.

The principal actors were Bryan Kent
(“God”) and Eric Schniewind (the assis-
tant).

free market filwes

Charlie Cartson, Liy Hintein, Martin Hodore, Edsward Nammeour, Clay Staub

Contact: Etligabeth Kinder
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New Directors Showcase

On May 25 at the DGA Theater in New York, SHOOT debuted its fourth annual New Directors Showcase reel,
which can be seen at www.shootonline.com/go/newdirectorswebreel. The reel reflects the work of 25 helmers,

including four two-person teams. Helping fashion the Showcase lineup were entries from SHOOT’s ongoing “The

Best Work You May Never See” gallery, assorted submissions, and feedback from agency creatives and producers.

Here’s a look at this year’s field (more detailed profiles, including each director's plans in areas beyond commer-

cials--e.g. shorts, features, TV--appear online and in today's >e.dition):

Zack & J.C.
(Zack Resnicoff & J.C.
Khoury)

No affiliation
Mountain Dew’s “Foley”
(spec)

How did you get into directing? \When

Zack was 10 years old, he went into
CLICK HERETO VIEW REEL 0 the woods with a video camera to
recreate the film First Blood. Having a tough time casting POWs in the Pocono Mountains,
Zack acted out all the roles on his own. Zack revisited the good ol days when he shot and
directed his multi award-winning short film The Clearing in the same woods 15 years later.
J.C.’s call to action came in a darkened theater during Raiders of the Lost Ark. He knew from
that moment on that he was either going to be an archaelogist or a filmmaker. Having trouble
securing a plane ticket to Cairo, he decided to turn his lens on the streets of New York. The
result was Model Chaser, a Hamptons Film Festival winner, and official selection of festivals

around the globe. Our worlds collided in the graduate film program at NYU and we’ve been
collaborating ever since.

Why do you want to direct commercials? Some of the best creative work happens in the
short-form realm. You can tackle a joke head on and do things that are off-kilter and forward
thinking. As a directing team, we also know and appreciate the value of good collaboration,
and how it can propel work to the next level. Commercials take advantage of this collabora-
tion more so than any art form and we’re very excited to work with insightful agency cre-
atives and clients.

What is your most recent spot project? \\ith just a few spec spots under our belts, we were
given our first national campaign by the founder of GenSpec Vitamins. He trusted us to carry
out his agency’s creative ideas, and to fuel the launch of his new product. We also wrote and
directed a branded entertainment short film for Aquafina through Tribal DDB.

What do you think is the best part about being a director? \Norking with actors.

What's the worst part? \We'll never get to live out our childhood dream of becoming actuaries.

Adam Goldstein
RSA
Levitra’s “Brunch” (spec)
New York Homeless Coalition’s “Scaffold”

How did you get into directing? | was always inter-

ested in film and storytelling, sketch writing. It's what

drew me to advertising in the first place. Being a copy-

writer and creative director at places like Ammirati &

Puris and BBDO gave me the chance to work with

some truly great directors, and | just soaked up as
CLICK HERE TO VIEW REEL O much as | could until the only thing left was to go
out and do it myself. After a year of shooting every chance | got, | had a reel of specs and
pro bono spots that | showed around to a few production companies to get some feedback.
Which was basically, “When can you start?”

Why do you want to direct commercials? | love commercials. It's a medium I've been totally
immersed in, but | get to see it from a fresh perspective now. So whereas as a writer | was
always frustrated with the time constraints of commercials, as a director | find it lets you be
incredibly improvisational and spontaneous. When you work in a limited time format, be it 30
second TV or two-minute Webisodes, every beat is magnified. Nuances that would disap-
pear in something longer can become the funniest, most memorable moment of a spot. So
there’s a great opportunity to play with the subtleties of performance, little gestures, non-ver-
bal somethings. And when you get that right, when you're in there, creating these moments

that feel spontaneous and real and totally unexpected but utterly right, that’s an incredible
creative rush.

What is your most recent spot project? | just finished a spot for a new sleep aid out of Cramer
Krasselt in Chicago. It's a great concept, very simple, in some ways not unlike a Saturday
Night Live sketch. With the important difference that this is actually funny.

What do you think is the best part about being a director? The constant stimulation. Whether
it's looking at boards or talking over a shot with the DP, or the performance with an actor,
there’s never a point when your synapses aren't firing. As a director you’re surrounded by
all these very different, and very talented people, and you're feeding off their energy and skill.
You’'re constantly bombarded with ideas and questions. And the difference between bringing
an idea to greatness and letting it fall flat can lie in how well you accept that input. You have
to be open to everything and engaged with everyone. | thrive on that. But then, | drink a lot
of Red Bull.

What'’s the worst part? Having to turn down work. |'ve been very fortunate in that I've seen
a lot of boards quickly, and I've been able to be very selective. But it's always gratifying when
people see something in my work that makes them want to talk to me about their ideas.
| know what it takes to sell a spot, and how precious this thing can be, and | want to be
respectful of that. So | find myself wanting to do every job. | always feel like | can make it
better, that there’s something | can do with it. But sometimes, you just can’t. And it sucks,
because any time someone says “We trust you, we believe in you, help us make this great,”
you want to reciprocate.

Brent Jones
Aero Film
NHL’'s “Sorry” (spec)
Callaway’s “Best Ever” (spec)

How did you get into directing? My first paying gig
was shooting practices and games for the Kansas
City Chiefs. | moved to L.A., started working on crews
making music videos and commercials. | wanted
to work with the best directors so | jumped over to
features for about five years and worked behind the
scenes with Spielberg, Cameron Crowe and Sam
CLICK HERE TO VIEW REEL o Raimi. This was a great education, but | needed to
start directing. | jumped back to commercials to free
up some time to build a reel. | found out about Groupp101Spots, where directors have to
make six spec spots in six months, and signed up. | assembled a crew, racked up the credit
cards, and yelled action. Cut to six months later...I show up at Aero Film in Santa Monica to
hustle my reel and they signed me up as their comedy director.

Why do you want to direct commercials? \Who wouldnt want to do this? | love the pro-
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cess—| enjoy working with creative people on short form projects where attention to detail is
extreme. Each segment is a work of art, a mini-feature, with a good twist. It's an incredible
adventure where most of the people involved are great artists. | find it a pleasure to collabo-
rate with extraordinary talent. Telling a short story or a good joke on film is a rush from start
to finish. You gather a highly skilled team of technicians and create short bursts of magic.

What is your most recent spot project? | did an NHL spot with The Ballpark in Santa
Monica.

What do you think is the best part about being a director? | cannot pinpoint one aspect. It
starts with the concept, then casting, and on to the production itself. If you are given a good
story to work with, your job as a director is to bring it to life. Great casting gives a story life
and a fine-tuned production team captures it on film. Now you have the pieces. Assembling is
the grand finale. If | had to choose between pre-production, production or post, | would have
to pick the grand finale—post. But hey, working with the artists along the way is what gets
you there. | consider everyone in the film business to be an artist in some way. So overall the
best part about being a director is meeting and working with creative people.

What's the worst part? Starting off with a bad concept.
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John Immesoete
Backyard
Metro PCS’ “Anytime”
Metro PCS’ “In Network”

How did you get into directing? | was an agency GCD
and the parallel lines of responsibility and desire finally
crossed. It was something | always wanted to do and
prepared myself to do. So when the opportunity pre-
sented itself, | jumped.
CLICK HERE TO VIEW REEL 0
Why do you want to direct commercials? Because The DaVinci Code wasn’t offered to me.
Seriously, commercials are a great place to apply the skill of storytelling. No less a director
than Martin Scorsese has expressed a respect for commercial filmmakers and the way stories
must be told under a strict and tight format. Plus | know the adworld very well and it’s still a
lot of fun.

What is your most recent spot project? A series of virals for a web page called “Bosses
From Hell.” They’re short two-minute films about the world’s worst bosses, the kind of
people we’ve all worked for at one time or another. | shot three and there are more to come.
Apparently there are a lot of lousy people to work for out there.

What's the best part of being a director? Finally being able to wear a director’s viewfinder
around my neck everywhere | go and not look like an idiot, that’s been nice. Telling people |
saw Tom Cruise on the lot when we were both “working,” that’s been nice. Getting the same
bulk mailings from the DGA that Spielberg, Coppola and Woody Allen get - that’s been nice.
Basically, the perks of joining an elite fraternity of three million and counting. Actually, work-
ing with a lot of new and talented people on new projects every time is the best part. The job
never seems stale. It's just like creating beer commercials. Just when you think you’ve seen
it all, there’s another way to violate a guy’s crotch or ass or manhood and still be funny.

What's the worst part? In no particular order:

1. Increased reliance on American Airlines. Proposed new tag line, “We love to cancel
flights, overbook, and loosely ‘maintain’ a fleet of aging MD-80s...and it shows.”

2. I'miss my old group. Getting entertained on a daily basis by some of the funniest, coolest
people | know is a tough drug to give up. Mark Gross’ “Man watching fast-forward porn”
and “This potato is my weiner” are bits not to be missed.

3. Between gigs, being referred to by my Mom as, “ one of those new modern ‘house
husbands.””

4. Still bitter disappointment of not being offered The Da Vinci Code. | had a great call and
wrote a hell of a treatment.

5. Just because | get the same bulk mail as Spielberg, Coppola and Woody Allen does not
mean they will return my personal phone calls.

Shyam Madiraju
V3 at Anonymous Content
L.A. Film Festival’s “Checkout”
L.A. Film Festival’s “Nocturnal”

How did you get into directing? My whole career has

been a series of fortunate accidents. | always wanted

to be an architect, but when | missed the deadline for

the college admission, they recommended | go to the

neighboring art school instead. While studying graphic

design there | took photography classes and became
CLICK HERE TO VIEW REEL 0 profoundly influenced by the medium. Photography
soon led me to film and | started dabbling in documentaries while at school. But fate had
other plans, | graduated and soon found myself traveling all over the globe working as an art
director for some of the most reputed ad agencies in the world. In 2001, 14 years, several
advertising jobs and two kids later | finally decided it was time to get back to what | had fallen
in love with while at the Art School.

Why do you want to direct commercials? One of the best things about being an art director
and a creative director was getting the chance to watch some of the most prolific commercial
directors at work. Their sense of achievement was inspiring and infectious. So the challenge
of becoming as good a director or perhaps even better, is not merely an ambition but maybe
even an obsession. Besides, the skill, discipline and vision required to tell a good story within
30 seconds is about as good a learning experience as there can be for any new director.

What are your most recent spot projects? WMost recently | finished a viral film project for
Arnold Boston. An online campaign, that launched the 120 features of the new VW Passat.
Due to its popularity, one of the films was turned into a national TV spot. Presently, I'm work-
ing on a package of commercials for the Fox Sports Channel set to release in July. A spot for
Big Dog motorcycles for Team One is also on the calendar.

What do you think is the best part about being a director? The trust and expectation every-
one places in your vision and talent.

What’s the worst part? The trust and expectation everyone places in your vision and talent.
The fear of failure is terrifying.

Brian Lazzaro
HSI
Lexus’ “Romeo” (spec)
How did you get into directing? | went to NYU for Film
and Television and got into location scouting while
attending school there. After graduating, | worked a
couple commercial jobs with Samuel Bayer (Nirvana,
Greenday). Eventually, Sam asked me to move to L.A.
to be his assistant. Sam saw my reel from film school
and encouraged me to shoot some music videos and
build my reel while working with him.
CLICK HERE TO VIEW REEL 0 Sam DP’s his own stuff, so working for him was a
dual education for me. His sets, from numerous commercials to Greenday’s concert film Bullet
in A Bible were the ideal place to build on my knowledge about camera operating, lenses, light-
ing, everything. The great thing about Sam is he does it all and he’s aggressive—always push-
ing the envelope further for a better composition or performance. I've learned it's those details
that make the work stand out.

Why do you want to direct commercials? | like the short form, telling stories quickly, making
people laugh. | didn’t have cable TV, or non-commercial HBO stuff growing up, but there were
certain commercials on network television that still stand out in my mind as much as some of
my favorite films.

What is your most recent spot project? | just did Pink's “Who Knew” video, working as part
of the directing team “Dragon.” We put on a huge carnival and | learned how hard it is to hold
onto a camera in a spinning gravitron. | also just finished a video for Coheed and Cambria’s
“Ten Speed.”

What do you think is the best part about being a director? | just love shooting. My father taught
me photography at an early age, so just being behind a camera and creating beautiful images
is a lot of fun. Also, for me, a lot of inspiration comes through collaborating with crew, band,
labels, and everything else... We're all on the same team and | think admiring talented people
and their ideas is crucial. It's great when the energy and enthusiasm on set can translate on
screen.

What's the worst part? Realizing an idea that you’ve got just isn't possible to pull off in the phys-
ical world... and the fact that you always want more time, but limitations can be good too.

Andreas Hasle
Roses Are Blue
MSF’s “Human Ball” (produced by Caviar,
Belgium)

How did you get into directing? | knew from an
early age it was something | wanted to do.
Small projects as a teenager, and then on to film
school in the U.K. | started in advertising as a pro-
ducer though and moved from that to directing.

CLICK HERE TO VIEW REEL 0 Why do you want to direct commercials? Having

been on the production side, there is a “must-try-myself” thing about it, but generally |
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think commercials are a brilliant learning ground because they are so focused. Another
advantage is that someone with short attention span like me can handle them really well.

What is your most recent spot project? | am working on a very quirky campaign for the
football World Cup.

What do you think is the best part about being a director? For me, clearly the fact that the
pressure is on me. If the end result is great, | can take a lot of credit. And if it fails, | don’t
have to blame anyone else. Of course a very large part of the job is to work well with your
team, creatives, client, producers etc., and to get the best out of them as well as yourself. |
don't think | would work very well as a “dictator-director,” although | would quite like to....

What's the worst part? Probably the waiting for projects to be confirmed?
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Jeana Theron

Velocity Films
Project Literacy’s “Mandla”

How did you get into directing? |'ve been working towards this

since | finished school, but have had a number of breaks that have

got me here today. The first break was getting a job in research

at Velocity where | knew that | would be exposed to great direc-

tors and if | worked hard enough, | could join them—others

have done this before me. | then got some more breaks when |

had the opportunity to shoot some freebies and smaller budget

commercials; this in turn gave me the experience and opportunity to finally shoot Business
Connexion’s “Binary Code” with the Jupiter Drawing Room. The response was great and
because the industry is thriving at the moment, Velocity thought it would be a great time to
launch a new young director, which is my biggest break so far, so now I'm all grown up.

Why do you want to direct commercials? Commercials are a fabulous way to explore the
craft of flmmaking, the great thing about them is that they have a quick turnaround and allow
you to explore many different styles, techniques and ideas. | would ultimately love to direct
features, but in South Africa, where | am from, the feature industry is almost non-existant
(hopefully the success of Totsi will help). What | love about commercials and film is that it is
a craft that encompasses most of the arts - drama, visual arts, writing and music.

What is your most recent spot project? | am working on a commercial for a health insurance
company, it had to be made out of stock footage. | decided to make a collage of stock foot-
age, layering various different shots into one another. It’s really different experience for me,
it's very post intensive and is actually more difficult than going out and shooting, because
when have control on a shoot you can allow for various editing options - now due to the
nature of this project, money and time, | have to make editing decisions that are determined
by the stock shots - before we even put anything together. It’s challenging but lots of fun.

What do you think is the best part about being a director? So many people do things they
hate. | love directing because | live it. Directing for me incorporates all the things that | am inter-
ested in. It's about looking around you, getting inspired, creating and making things - and | get
paid to do this. Most people can only live like this in their spare time. It get to do it all the time.

What's the worst part? I'm the world’s most impatient person and | like being in control.
| want everything, and to do everything, now, and | want to be sure that it's working.
Filmmaking is not an immediate process. It's fulfilling but it's a long journey from start to
finish. You don’t see the results immediately and you need to trust in other people and their
capabilities. The worst part for me is the time between end of shoot to the moment of my
first edit approval because | can’t wait to see what we’ve got and it's beyond my control and
| have to just wait. In that time, | suddenly have nothing to think about and | get post shoot
blues. | panic, | wonder if it's going to work and how it looks. It’s hell.

cLICK HERETOVIEW REEL Q)

Jeff Tremaine

Saville Productions
Bubblicious’ “Flying Bubble”

How did you get into directing? | was working for Big
Brother skateboarding magazine and Johnny Knoxville
and myself started directing videos for the magazine.
We then thought a TV series featuring silly stunts
would be a great idea and together with Spike Jonze
decided to approach MTV with the concept. They
loved it (Jackass) and off we went.

CLICK HERE TO VIEW REEL (©)

Why do you want to direct commercials? There's a lot of scope for creative freedom and
they are fun to make. What could be a better way to spend time?

What is your most recent spot project? Bubblicious for the Japanese market. They love the
crazy stunts over there. It was a blast to shoot.

What do you think is the best part about being a director? The creative process.

What's the worst part? There’s no worst part. | love collaborating and working
things out.
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Peter Martin
(Peter Livolsi & Martin Dix)
No company affiliation
Herringbone’s “Tea Party”
Web.com’s “iPsycho”

How did you get into directing? Peter recently graduated from the
American Film Institute (AFI) and Martin came from an advertis-
ing background. We met because we happened to be sitting next
to each other at a party.

Our inability to mingle and general social awkwardness forced
us to talk to each other and we found we were both passionate about the same kinds of
movies and directors. Soon after that Peter Martin was born.

Why do you want to direct commercials? Shooting makes us happy.

What is your most recent spot project? Our most recent TV job were a pair of spots for Web.

Directors Showcase

com. “eBeg” featured a homeless man who put his panhandling
business online and “iPscyho” was about a psycho ex-girlfriend
who used Web.com to share her revenge tactics. “iPsycho” was
just accepted into this year’s One Show. We also just completed
a series of virals for The World’s Shortest Short Film Festival, a
showcase for two AFI thesis films.

What do you think is the best part about being a director? Being
on set and working on the day is a lot of fun, but we get a bigger
kick out of prepping jobs down to the smallest detail because in
the end that’s what makes the project really work. On set, we
enjoy our collaboration with actors and helping them fine tune a
performance, but we also enjoy working in the cutting room to help shape that performance
into something new and unexpected.

What's the worst part? Last minute changes like losing a location or bad weather can throw
a wrench in things, but we’ve found that those near-disasters force you to roll with it and find
a creative solution that is often better than your original intent.

Jody Lauren Miller
No company affiliation
Aquafina 2006 Resolutions’ Siphoning
(Web film); David's Sunflower Seeds'
"Sports Montage" (spec)

How did you get into directing? | began my production
career at NFL Films. | started out edge numbering film
as an intern and slowly advanced to popping film cores
as a production assistant. | was so good at my first
two jobs that | quickly moved up to crashing Avids as
an associate producer. | finally achieved my ultimate
goal of having an office with a door. Between writing
scripts, editing segments, and directing shoots it wasn't
too hard to figure out that directing was the coolest part of the whole process.

Why do you want to direct commercials? | have such a passion for directing spots. | love the

:30 story and the challenge of making “it work”.

What is your most recent spot project? | just finished going through the Group101Spots
program. Group101 has been the most amazing whirlwind of insanity that | am not even
sure which spot was my last. | shot seven spec spots in six months with my own money so
| am a little dizzy. But after a good nap | can say with much certainty it was Dunkin Donuts’
“Status” for Dan Cassidy.

What do you think is the best part about being a director? There are a lot of “best parts”. For
example: getting the right performances from your actors, taking an idea scribbled on a napkin
and turning it into something great, being around all kinds of talented and ambitious people.
There really isn"t much | don’t like about directing.

What’s the worst part? The pressure ... no wait ... | love the pressure. The hours ... nahhhh
... I can do an 18-hour day no problem. So I'm not really sure what the worst part is for me.
| have had my share of bad production experiences, but the absolute worst ones were when
| was a PA ... so as a director I’'m not going to complain about much.

The Odiorne Brothers
(Jeff & Peter)
Phasmastrope Studios
INHD’s “Pickle”

Sundance Channel’s “Hunter”

How did you get into directing? Peter Odiorne: Painting and
Editing. These two crafts, which | have a thorough understand-
ing of, are essentially about creating, looking, evaluating and
deciding. For me, combining the two crafts was a natural
progression toward directing.

Jeff Odiorne: For years my brother had been trying to convince me to quit advertising and
direct. | had no interest. He had been directing spots for my agency, Odiorne Wilde Narraway
and Partners, particularly on EA Sports. As the story goes, at 10:00 PM west coast time, the
night before an NHL shoot, he got a call that his wife had gone into labor with twins back on
the East Coast. We got him on the last flight out of SF back to NY. This left us with three
NHL MVPs showing up the next morning for a 6 AM call and no director. So | stepped in.
At lunch | called him and said, “Hey, man, this directing thing is $% * $#@ awesome, and,
oh yeah, did you have the babies?” He had. So my nieces and my directing career share the
same birthday.

Why do you want to direct commercials? Pickle Races.
Burping Nuns. Talking Groundhogs. Cheerleader carnage. Eric
Gagne. Ray Lewis. Tory Holt. Gonads in a wall safe. Human
Newspapers. Human Pill bottles. Juggling moms. Frisbee
dogs. Need we say more?

What is your most recent spot project? \We'll answer that
question with a question. For the bank account, the reel, or
both? Actually, scratch that, we’ve been so busy we don't
remember the last job. Actually, scratch that, a seven-spot
campaign for the “In Demand” Network via our good friends at
The Brooklyn Brothers and three Internet films for Yakima via
our fellow Philly boys at Stick-N-Move (Yo!).

What do you think is the best part about being a director? The buzz of the set on shoot day.
Lights, camera, action. The trucks. The cables. The commotion. Between the two of us,
we’'ve done everything from dodge bullets in Las Vegas, to climbing the Grand Teton, to a
whole lot of other stupid %*$#&, and there is no greater rush than being a director on shoot
day.

What’s the worst part? Making decisions and having to stick with them. That, or the people
who say “it’s not brain surgery.” Cuz it is.

REPRESENTING
FREELANCE DIRECTORS

AND
DIRECTORS OF PHOTOGRAPHY

TO PRODUCTION COMPANIES tel:

WWW. THEDIRECTORSNETWORK.COM
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steve@thedirectorsnetwork.com

JEFF LEWIS

jeff@thedirectorsnetwork.com

818-906-0006

Michel Comte

Form
Jaguar’s “Gorgeous”

Michel Comte was not available for comment at press time. He is an accom-
plished still photographer spanning fashion, advertising, celebrity portrayals
and photojournalism. In fall 2005, he diversified into commercial directing
with work for Jaguar which he did in concert with a print package. He has
since added to his filmography a second installment of Jaguar spots, as
well as projects for Maurice Lacroix Watches, Swiss TV and the Red Cross.
Comte also conceived and directed a short film, Shared Waters, and is cur-

rently in pre-pro on his debut feature. -
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The fourth annual New Directors Showcase reel, can be
seen at www.shootonline.com/go/newdirectorswebreel.
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Marc Colucci
Picture Park
World Curling Championship’s “Curlers”
Handel and Haydn’s “Messiah is Coming”

How did you get into directing? | had been a P.A. and

then an A.D. in Boston for a few years and then Mark

Hankey (Executive Producer at Picture Park) called and

asked me to direct a really low budget job. | think the

whole thing cost $200. We made a sandwich board,
CLICK HERE TO VIEW REEL o bought a shirt for talent and paid a parking ticket. We
shot on a bunch of black and white short ends that we dug out of the film closet. It's a rough
gritty spot, but still one of my favorites.

Why do you want to direct commercials? | like the challenge of telling a story in just 30 sec-

Corbett Scott
A Band Apart
OLN’s “Zimbabwe"” (spec)
Altoids’ “Jockey” (spec)

How did you get into directing? \Why do you want to
direct commercials?

| came into it through the agency side, but I've
wanted to direct for a long time. | love the :30 format,
but | also think it’s an exciting time to be a commercial
director because of the opportunities branded enter-
tainment and the Web offer and the possibilities they

cLICK HERETO VIEW ReEL Q)

Ruairi Robinson

Furlined
BC Dairy Foundation’s “Raptor”
Thornton’s International’s “Save My
Bacon”

How did you get into directing? | did graphic design
in college, but to be honest was never pushed about
being a graphic designer, | was more interested in
making films, and my degree show was a 3d animated
short film - the only way | could make a film was to do

CLICK HERE TO VIEW REEL 0 it myself since | didn't know any

onds that stops people from changing the channel.

What is your most recent spot project? | just did two 15 second spots for The World Curling
Championships. We shot on a Monday for a Thursday delivery date. It was tight, but curling
is already such a non sequitur of a sport that the spots couldn’t help but be funny.

What do you think is the best part about being a director? | would have to say working with
actors. Sometimes there’s a moment when you’re trying to put a scene into context and
you find a common ground with them and everything just kinda clicks. | worked on this job
once where the sound guy kept forgetting to turn down the mic while | was talking to the
actor. The agency told me later that | had been giving direction in sync with what they were
discussing, without us ever having to talk about it. It’s really nice when everyone is totally on
the same page.

What's the worst part? Not being able to smoke on set.

open up from a storytelling and filmmaking standpoint.

What is your most recent spot project? | recently directed a spot for Tim Burton’s Nightmare
Before Christmas video game from Disney’s BVG and I'm currently developing a Web-based
branded entertainment short with Wit out of Atlanta.

What do you think is the best part about being a director? Trying to figure out the best way
to tell a story and being on a set working with so many talented people who are all focusing
their energy in the same direction.

What's the worst part? \Naiting for that next job.

the moment - my last ad was for Thorntons Chocolates, which was a character animation job
| did with The Mill in London.

What do you think is the best part about being a director? Being paid to do something you
actually enjoy doing, and seeing an audience react positively to something you’ve done!

What's the worst part? \Worst part? Well as bad as it gets is still pretty good! | guess when
people change their minds for the worse. That always stings. Or when people have agendas
other than making stuff that’s good. Or when dealing with people that don’t know the dif-
ference between good and bad. (That’s making the base assumption, of course, that my
subjective personal opinion is objectively correct, all the time, on everything.) Other than that,
it's all good.

actors. That was enough to get me a job doing 3D on TV ads, and | made
another 3D short film myself, just so | could continue telling stories—My
second short film, called Fifty Percent Grey, was nominated for an Oscar
in 2002, which sort of got the ball rolling for me to direct stuff.

Why do you want to direct commercials? It's a great opportunity to
tell short stories and communicate information visually in an extremely
streamlined, succinct manner. You have so little time to tell the story, so
you have to cut the crap out.

What is your most recent spot project? Doing a Kelloggs Special K ad at
00 0000000000000 0000000000C0O0C0O0C0

| pitched all my projects as shoots
instead of animation.

Why do you want to direct com-
mercials? | get to recreate the
world the way | see it. | get to
decide who the people are, what
they are wearing, where they live
and what their houses look like;
it’s really fun.

cLICK HERETO VIEW ReEL Q)

Lena Beug What is your most recent spot
Reginald Pike project? | just finished a campaign
Reginaldo for BBC TV licensing in London.
AIDS Vancouver’'s “Admiral
Winky” What do you think is the best part

Hockey Canada’s “Dirty Shirt”

How did you get into directing? |
worked at MTV in New York in the
on-air design department. | realized
fairly quickly that | was much more
interested in shooting live action
than in graphic design. After that

about being a director? Getting to
make very short films as a job.

What's the worst part? Getting
very involved in the treatment and
the story until the whole thing
works perfectly in your head, and
then not getting the job...
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MVPA Award Winner for Art Direction

JEFFREY EVERETT

The White Stripes "The Denial Twist"
Directed by Michel Gondry
Produced by Julie Fong, Partizan
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Jon Watts

Smuggler
Fatboy Slim’s “Wonderful Night” music
video

How did you get into directing? Making Hi8 mov-
ies with my friends in high school. | was plan-
ning on going to school for chemical engineering
in Colorado but applied to NYU and USC film
school as a long shot. | got a full ride scholar-
ship to both schools and ended up going to New
York. | still can’t believe it.

cLicK HERETO VIEW REEL (D)

Adam Smith
RSA

Coca Cola’s “Ringtone”
Children Society’s “Walking”

How did you get into directing? \Whilst doing

a photography course | made a short film shot

on super 8 (nemesis) which got me onto a film

and video degree course at London College of

Printing. During this time some friends and | were
CLICK HERE TO VIEW REEL o doing visuals for various clubs & bands under the
name of Vegetable Vision (“ a state of mind not a plate of food”). After two years of
the course | ran away on tour with a band and Vegetable Vision became a full time
occupation. Five years of providing visuals for artists including Chemical Brothers,U2
and Beth Orton and various events followed but | grew frustrated with just match-
ing images to music and wanted to properly direct so made a documentary about
a group of men who re enact the Vietnam war in Kent (they are all English) which
Channel 4 screened.

Terri Timely
(lan Kibbey & Corey Creasey)
Crossroads
Lift Off (short)

A Persistent Vision (short)

How did you get into directing? Corey and | both
went to Berkeley together where we made many
short films. There was a film contest every year
that we each won separately. We met the year
we both lost. After school, we began working
together. We were trying to make a short film
CLICK HERE TO VIEW REEL O and we kind of fell into making music videos.
Why do you want to direct commercials? \NWe have been doing a lot of short films
and music videos for the past couple years and we wanted to start working in a
different medium. We got the opportunity to do some creative work for Apple and
Toy NY and really liked the whole process. Before that we had always written all

Andrew Zuckerman

@radical.media
ACLU’s “Naked”

How did you get into directing? Photography
led me to it. | started making pictures as a
teenager in DC shooting bands, which gave
me access to situations that 14 year olds don’t
always have. | came to NY for the summers and
lived with my sister while working at the Int.
Center of Photography cleaning the darkrooms in
CLICK HERETO VIEW REEL 0 exchange for printing time- all the while shooting
music people in NYC. At 18 | enrolled at SVA and made short films, sculptures,
and pictures. | took a break from film after art school and opened a studio focusing
completely on photography. | did lots of magazine work and ads before meeting
PUMA- whom | now think of as my Fairy Godcompany. After a solid year of making
print ads, which they allowed me to concept and art direct, | made some spec spots
to show them that what we were doing could work well on tv. They liked them and
commissioned three. Now two years later we have made 27 spots together.
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Why do you want to direct commercials? | took a negotiating class a few years back...
working in commercials has given me a shot at using those skills in a way | never
imagined....and there’s the cash, the red carpet at pre pros, fast food, fast women.

What is your most recent spot project?

Just delivered a music video for Fat Boy Slim and posting one for The

Spinto Band. It's a completely arduous technique that involves videotaping actors,
printing them onto paper, cutting them out then animating them using digital still
cameras. It's a cool effect, but man... it takes forever.

What do you think is the best part about being a director? Having an epiphany about
the perfect way to shoot a scene.

What’s the worst part? Having that epiphany at 4 am the night before the shoot.

Why do you want to direct commercials? | like the idea of being presented with a
brilliant script or idea and being allowed to develop and interpret it rather than having
to come up with the original idea (which is generally what happens with promos).|
am interested in doing comedic and narrative commercials and relish the challenge
of trying to make a story or a gag work over a very short space of time. Also a lot of
my work is quite collaborative with the artists that | have worked with so it appeals
to me to work with exciting creatives that have great ideas.

What is your most recent spot project? | made a commercial for the Children’s
Society and a music video for The Streets “never went to church”

What do you think is the best part about being a director? On set or in the edit look-
ing at an amazing performance which is also a great shot.

What's the worst part? On set or in the edit looking at a terrible performance which
is also an appalling shot (this obviously hardly ever happens...)

our own concepts so it was a nice change to get to collaborate with other people at
that initial stage of a project. Commercials also present more constraints so we are
forced to be more creative in working within that framework.

What is your most recent spot project? \We are actually in Vietnam right now finish-
ing up some spots we just did for Nestle and a Vietnamese cell-phone company.

What do you think is the best part about being a director? It's nice to get to col-
laborate and work closely with a lot of creative people. We also always seem to
find ourselves in a variety of situations that we wouldn’t otherwise be in--like a
Vietnamese hair salon.

What’s the worst part? There are many “worst parts.” You never really feel like you
get to leave work and go home. There is always something more to do. The on-
the-job ailments are not much fun either. Currently, | have a heat rash and Corey
sprained his finger while being hit by a scooter. But all the heat rashes and sprained
fingers aren’t enough to hold us back.

Why do you want to direct commercials? The challenge of telling a story in such a
short period of time sharpens one’s visual and narrative convictions. The commercial
world is filled with immense talent and resources that are all looking to create some-
thing entirely new. Rigor is an ethic that making commercials requires and | like that.

What is your most recent spot project? | shot the Coconut and Manatee spots for
Virgin Mobile with Mother, and am currently in production on a holiday campaign for
PUMA with Michelle Yeoh.

What do you think is the best part about being a director? | like having the excuse
to indulge myself with things that | would not otherwise need to think about — like
how to make a coconut look mean. | also love checking out - when a project begins-
nothing else exists until it is finished- it gives me the right to be completely myopic.

What’s the worst part? The process of bidding and treatment writing brings you so
close the shoot itself — it's a bummer when you don’t have the opportunity to shoot
it. And the worst part when you are shooting, is the clock- overtime is such a bad
word on a set.
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AICP Takes Lead Role In Helping To Bring About N.Y. Spot Incentives

By Robert Goldrich

he passage of a tax credits

measure designed to help

keep and attract more com-

mercial production in New

York State represents a

major victory for the spot-
making community. As chronicled by
SHOOT in recent weeks, the incentives
package entails $7 million in funding
from New York State. It is slated to take
effect in January 2007.

Ironically this advancement for the
entire ad industry sprung out of what at the
time seemed a significant setback—name-
ly when the Empire State Film Production
Credit measure passed in 2004, cover-
ing theatrical features and TV programs
but excluding commercials. The lesson
learned from that failure to get spots into
the incentives mix proved valuable.

Those tax credits for theatrical films
and TV shows came out of what Matt
Miller, president/CEO of the Association
of Independent Commercial Producers
(AICP), describes as “a PAC [political
action committee] of many people all
jockeying for different things. At the end
of the day, their [film and TV people’s]
objectives were not in line with ours. The
clear lesson we learned when we got cut
out of the incentives was the only way to
deal with it is to do it yourself...There are
times when coalition building is impor-
tant. But there are also times—in this
case—where you need to go it alone and
carry your own water.”

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

Bipartisan support was drummed up in
both the New York Assembly and Senate,
to the point where there was a real chance
to have a spots-only bill pushed through

in ’05. While that didn’t come to pass, the
foundation had been laid for another bid,
which has now born fruit.

Miller points out that AICP actions
which predate the disappointment of the
Empire State Film Production Credit
helped to make the spots-only incentives a
reality. He cites the AICP decision to form
political action committees years ago as
key. Other subsequent proactive measures
included the AICP membership survey
which documented the economic impact
of commercialmaking—*“without that,
we couldn’t make a strong case to legisla-
tors,” says Miller—and the AICP’s role
in contributing creative and professional
services to the NYC2012 campaign, bol-
stering the bid for New York to be the
host city of the *12 Summer Olympics.
(London ultimately garnered the Games.)
The NYC2012 campaign, relates Miller,
showed public officials that the ad indus-
try is indeed an asset to the community at
large.

Financially it’s an asset that needs to be
recouped, underscoring the need for the
new incentives package. Miller recently
cited a leading industry payroll company’s
finding that New York’s share of overall
nationwide payroll in commercials has
plummeted from 45 percent in 90 to
around 18 percent in '04. In today’s dol-
lars, this equates to a decrease of $406
million in below-the-line payroll expen-
ditures for the State of New York from
its level in "90. That translates into a loss
of nearly $1.4 billion in direct economic
impact from spot production in the New
York region.

STATE PACKAGE

The recently passed New York State
incentives initiative consists of three prime
components:

* A growth credit provision designed
to encourage companies to increase
the amount of business they bring to
the state by providing a refundable tax
credit of 20 percent of qualifying pro-
duction costs solely on newly generated
business. The amount will be based on
the difference between the total quali-
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fied production costs of the current year
and the total amount of production costs
of the preceding year. The growth credit
is funded by $3 million of the aforemen-
tioned $7 million total. The intricacies
of the growth credit—such as coming up
with the best way to verify total quali-
fied production costs of the prior year as
compared to the next—will be addressed
in regulations that will be formulated in
the coming months. These regulations
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.

* A downstate jobs credit which address-
es the misconception about the com-
mercials industry that there is a fixed
amount of work that will occur in a
certain location regardless of economic
circumstances. This is clearly not the
case in that every spot lensing job is
considered up for grabs prior to being
filmed. The rationale for this downstate
jobs credit is that it’s important not
to take this business for granted and
to make efforts to retain the existing
share of work that is currently being
produced in New York. For this provi-
sion, $3 million in annual funding is
being apportioned for eligible com-
mercial production companies that
conduct filming activities within the
Metropolitan Commuter Transportation
District. The jobs credit is five percent
of the total production costs that exceed
$500,000 and would be distributed on a
first come, first served basis.

* And an upstate jobs credit which rec-
ognizes that spot production regular-
ly occurs outside major metropolitan
areas that are considered traditional
production centers. This incentive com-
ponent provides $1 million annually
to all eligible commercial production
houses that participate in filming activ-
ity outside the Metropolitan Commuter
Transportation District. This jobs credit
would be five percent of the total pro-
duction costs that exceed $200,000 and
would be distributed on a first come,

first served basis.

NYC

Meanwhile there’s the possibility that
New York City will launch a compan-
ion spot incentive program with some
$3.5 million in funding—but that would
require approval from the Mayor’s Office
and the City Council.

When asked about prospects for the
counterpart city initiative, commissioner
Katherine Oliver of the New York City
Mayor’s Office of Film, Theatre and
Broadcasting, says, “We are committed to
seeking legislation that supports the com-
mercial industry in a way that makes sense
for the City, and look forward to reviewing
the proposed program.”

The city has a companion measure to
the aforementioned Empire State Film
Production Credit firmly in place, with
both programs helping to boost feature
and TV production in both the state and
municipality. Thanks in large part to the
incentive package, Oliver relates that last
year New York City posted 31,570 loca-
tion shooting days, “our highest number
on record.”

DOMINO EFFECT

The increased business in New York
has had a domino effect on assorted sec-
tors—a prime case in point being the
“special effect” the incentives have had on
rhinofx, New York. In *03, rhinofx brought
senior executive producer Camille Geier
on board to help diversify the shop into
feature visual effects. She had an exten-
sive movie pedigree that was attained
during her former tenure at Industrial
Light+Magic (now in San Francisco).
Among Geier’s credits is producing the
visual effects for Gangs of New York.

The plan was to extend rhinofx’s
base beyond its ongoing core business
of high-end commercials, explains the
house’s partner/managing director Rick
Wagonheim. Last summer, the initiative
gained momentum with scripts coming in
for films with such stars attached as Nicole
Kidman, Uma Thurman and Richard
Gere. Though rhinofx didn’t get those

Continued on page 21

Photos courtesy of New York City's Mayor's Office of Film, Theater, and Broadcasting
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Spot Incentives Bode Well For New York Production

Continued from page 20

jobs, an important initial step
was taken. And recently rhinofx
broke through, landing effects
duties on Perfect Stranger, star-
ring Halle Berry and Bruce
Willis, which recently wrapped
principal photography in New
York, and The Nanny Diaries,
starring Scarlett Johansson and
Paul Giamatti. The latter is in
the midst of principal lensing in
New York.

Several factors came into

play for rhinofx’s successful
diversification—Geier’s exper-
tise and contacts, the studio’s
high-profile effects work and
reputation in spots, and the
Empire State Film Production
Credit measure.

“More feature business com-
ing to New York as a result of
the incentives has helped us
tremendously,” relates Geier.
“Directors and companies
shooting here want to have a
New York visual effects house
at its beck and call. We’ve been

seeing a lot more scripts as a
result.”

While Geier’s feature studio
contacts helped garner Perfect
Stranger, she notes that rhinofx’s
participation in the Mayor’s
Office of Film, Theatre and
Broadcasting’s “Made In N.Y.”
program proved to be a factor in
winning the plum effects assign-
ment for The Nanny Diaries.
The Made In N.Y. card has
grown to include 500 New York
City vendors offering discounts
to the production industry. Geier

said that being a Made In N.Y.
vendor provided an additional
stamp of legitimacy for rhinofx
in the eyes of the feature client.
Once that door was opened and
rhinofx got the chance to show
what it could do, the effects job
followed.

Now with the prospect of the
state having commercialmaking
incentives up and running in
January, Wagonheim is optimis-
tic the dynamic that helped New
York businesses on the feature/
TV front will do the same in
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Camille Geier

the spot arena, further advanc-
ing rhinofx’s longstanding core
business.

“The domino effect of a state
and city having incentives that
welcome production is tremen-

Rick Wagonheim

dous for companies,” observes
Wagonheim. “We’ve picked up
momentum—and significant
business—as a result, and to
have a commercials incentive
package next year, which has
been long overdue, bodes well
for all of us.”

SILVERTRUCKS

Concurring is Alan Suna,
CEO of Silvercup Studios, Long
Island City, N.Y. “If the impact
on commercials is just even half
of what incentives legislation
has done for feature and TV
work in New York, the results
will be unbelievably positive,”
says Suna. “...We’ve had six
new TV series come to New
York—before the incentives
legislation, a great year might
see two new series.”

Unlike the features/TV
incentives, there’s no studio/
stage shoot requirement to
qualify for the benefits in the
commercials package, points
out Suna. “This should trans-
late into a nice healthy increase
in [spot] location shooting in
New York, which is good for
our Silvertrucks [location light-
ing, grip and rental equipment]
division.”

Suna adds that in anticipation
of this increase in *07, Silvercup
plans to step up its investment
in the Silvertrucks operation,
bringing in more equipment and
resources to be made available
to the production community at
large. “That demonstrates our
confidence in what these incen-
tives potentially mean for New
York.”
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James Cameron Examines

The Future Of Cinema,

Promotes
3D Digital

By Carolyn Giardina

he overwhelming turnout
I forthe National Association
of Broadcasters’ (NAB)
Digital Cinema Summit—pro-
duced by the Society of Motion
Picture and Television Engineers
(SMPTE) and the University
of Southern California’s
Entertainment Technology Center
in conjunction with the NAB
and held during the recent NAB
Convention in Las Vegas—under-
scored a growing belief that the
promise of digital cinema pro-
jection and distribution is on the
verge of being realized.

Academy Award-win-
ning director James Cameron
(Titanic) is a believer, and dur-
ing a passionate keynote address
that highlighted the Summit, he
challenged the audience to use
this technology to energize the
movie industry and “fight” to
bring audiences back into the
theaters. Proclaiming his pas-
sion for the theatrical experi-
ence—while referencing mobile
content, another key topic at the
NAB—he states, “I don’t want
to make movies for your cell
phone.”

Instead, the helmer declares
that a renaissance is occurring
in 3D—not the 3D of years past
that were fraught with problems,
but a quality experience enabled
by new digital cinema projec-
tion technology that he called “a
Godsend.”

A digital cinema transi-
tion has indeed started, carry-
ing implications for in-theater
advertising. As NAB began,
there were an estimated 336
digital cinema theater installa-
tions in the U.S., and it is widely
believed that that number will
exceed 1,000 before the end
of the year. As well, last sum-
mer Digital Cinema Initiatives
(DCI)—a consortium of the
seven major Hollywood studios
including Disney, Fox, MGM,
Paramount, Sony, Universal,
and Warner Bros.—released its
recommended Digital Cinema
guidelines for the digital projec-

tion of motion pictures. And with
these recommendations, SMPTE
has drafted a set of digital cine-
ma technical standards expected
to be completed before the end
of the year.

The support of the theatri-
cal exhibition community is
also an important piece of the
puzzle, and that backing was
publicly proclaimed in a second
Digital Cinema Summit keynote
address delivered by National
Association of Theater Owners
(NATO) president John Fithian.

With all of these forces com-
ing together, Cameron suggests,
“there could be tens of thousands
of digital cinema projectors,
which could run 3D much less
expensively that today’s IMAX
theaters.

“3D might be the most impor-
tant part of the Digital Cinema
strategy,” he told the NAB audi-
ence. “3D is a specific and mar-
ketable reason to put in digital
cinema screens.”

“It’s something that will
intrigue the public’s imagina-
tion,” he says. “When the the-
aters and content are in place, it’s
going to drive the economics.”

To emphasize both consumer
interest and the potential finan-
cial upside, Cameron pointed
out that roughly six months
ago, Disney’s animated Chicken
Little was the first feature to be
presented in 3D on these new
digital cinema screens. In the
U.S. that involved 85 screens,
which made up only two percent
of the total number of theaters
offering the movie—and those
screens still hatched 10 percent
of the film’s North American
gross. “The 3D theaters sold
out first and more often,” he
reveals.

To underline this financial
point, Cameron similarly report-
ed that the IMAX version of
Sony Pictures’ Robert Zemeckis-
directed animated feature The
Polar Express also represented
two percent of the screens—and
it still generated a whopping 25
percent of the gross revenues.

While these examples demon-

Academy Award-winning director James Cameron

strate promise, Cameron points
out that a true 3D movement
“needs to be driven by content,
not format.”

He sees significant move-
ment to that end as well. He
began by identifying new titles
that are planned as 3D releases.
These upcoming 3D releases
include Disney’s animated Meet
the Robinsons, director Robert
Zemeckis’ Beowulf, and New
Line Cinema/Walden Media’s
live action stereoscopic remake
of Journey to the Center of the
Earth.

Cameron also confirmed that
his next features—sci-fi films
titled Battle Angel and Project
880—would be produced as 3D
movies. The helmer emphasizes
that the production technology
is ready. “There is nothing that
you can do in 2D that you can’t
do in 3D,” he asserts.

That statement comes from a
substantial range of 3D knowl-
edge and experience. Cameron
first delved into the 3D world
when he created his 12-munite
T2 3D ride film for Universal
Studios, which opened in ’96.
In ’03, he released his first 3D
IMAX feature documentary,
Walden Media’s Ghosts of the
Abyss, which traced a journey
beneath the North Atlantic to the
Titanic wreckage; and in *05, he
debuted his second IMAX docu-
mentary, Buena Vista’s Aliens of
the Deep, which featured under-
water exploration.

For Ghosts of the Abyss,
Cameron and DP Vince Pace
worked closely with Sony to
develop 3D stereoscopic cam-
era system using Sony’s F 900
HDCAM Cine Alta cameras at a
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time when the Sony camera was
still fairly new. Cameron and
Pace continue to work together
and further develop the stereo-
scopic camera systems, which
currently relies on the Sony
F950, a newer model of the FO00
that records 4:4:4 RGB to the
HDCAM SR format. Pace, who
runs his Santa Monica-based
Pace Technologies, reports that
development is continuing, and
he would be examining new dig-
ital camera technologies for this
purpose.

During the Digital Cinema
Summit, DPs from the American
Society of Cinematographers
(ASC) presented their experi-
ences with some of these devel-
oping camera systems. For
instance, Daryn Okada, ASC,
presented clips from a series of
camera tests that he lensed for
Disney last fall. Here, he tested
Arri’s D-20, Sony’s aforemen-
tioned F950 Cine Alta camera,
Thomson’s Grass Valley Viper
and the Dalsa Origin.

The test material was lensed
on location, both interiors and
exteriors. There was no “win-
ner,” he points out, explaining
that the tests were designed
to see what cinematography
options are available to film-
makers.

REMASTERING

In addition to new titles,
Cameron points out in his key-
note that there are also newly
developed methods of remaster-
ing exists films for 3D projec-
tion.

“I support dimentalization
because it ensures a steady flow
of content,” the helmer says.

“I’'m looking at doing Titanic
and 72, and maybe some oth-
ers.” He also reports that Peter
Jackson is looking at doing King
Kong and The Lord of the Rings,
and George Lucas is looking to
do Star Wars.” (The first Star
Wars, incidentally, is scheduled
for a 3D release next spring,
marking the 3oth anniversary of
the original film release.)

While some point to past
3D fads and suggest that this
one may not last, Cameron dis-
agrees. “The new wave of 3D
movies will be the best commer-
cial films of the year—movies
that you would have seen any-
way,” he predicts.

Looking ahead, he says, “I
think every major studio will be
asking how many titles [can be
made in a year]... and there will
be a proliferation of filmmakers
who want to create titles.” He
also foresees that it will become
standard for CG features to be
created for 3D. And, he suggests
that animated classics will be
remastered for 3D.

Before closing, He added
that digital cinema projection
could offer other benefits to
Hollywood and to moviegoers.
For instance, Cameron notes
that, “Digital Cinema projectors
can received live feeds and digi-
tal cameras can shoot live—so
this can allow people to partici-
pate in world events in 3D.”

And, the director suggests
that a rise in 3D could help
reduce widespread piracy that is
one of Hollywood’s chief con-
cerns. “You can’t pirate films in
3D,” the helmer asserts. “It’s an
experience you can only have in
the theaters.”



4k Quality is in the “‘Details”

Team One's Lexus Commercial Finished For IMAX Distribution.

By Carolyn Giardina

he cinema advertising
Tbusiness has been steadily

growing in recent years.
But increasingly, the quality of
theatrical advertising has been
coming into question.

“Most ads shown in theaters
come from standard definition
originals, or at best high defini-
tion, and don’t stand up to large
screen projection,” relates Rand
Gladden, VP at Burbank-based
post house Fotokem.

But recently, Team One
Advertising in El Segundo, Calif.
shifted into high resolution gear,
finishing Lexus’ “Details” :30
in 4k for presentation on select
IMAX screens. The work is part
of a deal arranged by Team One
through which Lexus is provid-
ing free prints of the Sky High
Entertainment’s 40-minute film
Adrenaline Rush: The Science
of Risk to select IMAX the-
aters in exchange for running
the “Details” commercial at the
head.

Adrenaline Rush: the Science
of Risk features extreme sky-
diving in locations including
Florida’s Keys and California’s
Mojave Desert, as well as base-
jumping and parachuting. The
film also examines psychologi-
cal and physiological aspects of
participating in such activities.

Team One decided to link this
with a spot highlighting the per-
formance of a Lexus. “We are
looking at all short-form oppor-
tunities whether it is for cinema
or for the web,” explains Team
One producer Jack Epsteen.
“The business is changing, and
we are looking for ways to get
our message out.”

The “Details” :30, directed by
Francois Vogel of Santa Monica-
based Tool of North America,
was lensed in 35mm on loca-
tion in Prague and originally
finished in standard definition
for television broadcast. The :30
was edited by Hal Honingsberg
of Santa Monica-based Chrome,
was color corrected at Company
3 by Stefan Sonnenfeld, and fea-
tured visual effects and finishing
by Paris-based BUF Compagnie.
When the decision was made
to release the spot on IMAX
screens, the agency went back
and had “Details” remastered in
4k so that it would stand up in a
large screen environment.

For those unfamiliar with
the 4k data resolution, it repre-
sents 4096 horizontal pixels x
3112 vertical pixels per frame.
Today’s 1080HD has a reso-
lution of 1920x1080. And 2k
resolution—which has become
today’s de facto standard for
digital cinema mastering—is
2048x1556. 4k is four times 2k

resolution, as it doubles both the
horizontal and vertical picture
information. And some film-
makers are beginning to look to
4k for digital cinema mastering.

The Lexus “Details” :30 was
re-mastered at Fotokem, which
is equipped to offer the digital
intermediate services and whose
primary business is long-form
work. Lexus was already work-
ing with Fotokem, which also
created the Adrenaline Rush
prints.

To create the 4k version of
the spot, FotoKem first scanned
the 35mm film elements of
the Lexus commercial using
its Imagica XE Advanced film
scanner.

Next, dirt removal and dust
busting were accomplished
using MTI’s Correct, and the
images were transferred into
Quantel’s Pablo, an iQ-based
finishing and primary color cor-
rection system that can accom-
modate 4k resolution.

Editor/colorist Walter
Volpatto assembled the spot and
did the color correction in 4k
in the Pablo system, while also
using Filmlight’s Truelight color
management system.

This work was accom-
plished in a Fotokem suite that
is equipped with digital projec-
tion capabilities and a 20-foot
screen, which was installed to

executives and artisans.
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afford clients the opportunity to
see what the work would look
like on a big screen in a theatri-
cal setting.

Epsteenreportsthattheremas-
tering process went smoothly. He
adds that Chrome’s Honingsberg
played a very helpful role, as the
editor went through the rough
cut and graphics and marked
elements that needed to be repo-
sitioned, moved or altered. For
instance, the roads were cleaned
when they made the original TV
spots, and this task needed to be
repeated in the 4k process.

Titling was done in a Discreet
Flame followed by a film out at
4k to a 65mm/15 perf negative. 70
mm/15 perf exhibition prints were
then created for distribution.

Bill Schultz, senior VP/gen-
eral manager of digital film ser-
vices at Fotokem, explains that
nearly all of the trailers that are

VIAYADVERISING

finished at Fotokem now require
a digital cinema master, but this
is the first commercial that the
company completed in this man-
ner and in 4k.

“The [theatrical] version of
the spot had to maintain the
high quality and fine detail of
both the Lexus and the origi-
nal TV version of the ad,” says
Andrew Oran, VP of sales and
operations, large format, for
FotoKem. “Only a complete 4k
pipeline from the 35mm original
negative could achieve a level
of quality that would translate
well onto an 80 or 90-foot-wide
IMAX R screen.”

Also working on “Details”
from Team One were group
creative director/art director
James Dalthorp, group creative
director/copywriter Jon Pearce,
and executive creative director
Chris Graves.
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AICP Show & Lecture Series

Continued from page |

Low Budget; Spec Spot; Student
Commercial) categories will be
open to commercials spanning tra-
ditional (TV, cinema) as well as
nontraditional media (computer
monitors and small screen outlets).

While several other major
industry shows have set up sepa-
rate categories and/or awards to
recognize new media content, the
AICP Show is billed as being the
first to honor work for all outlets
virtually throughout its competi-
tion. Alternative media spots will
be competing against and can
potentially be honored alongside
commercials for TV and/or the cin-

ema across the Show’s Technique,
Concept and Specialty categories.
Only in the AICP Show’s
Advertising Excellence categories
will there be differentiation between
emergingmediaspotsandadsforTV
or cinema. The previous Excellence
categories—Advertising
Excellence/Single Commercial,
Advertising Excellence/Campaign
and Advertising Excellence/
International—will remain restrict-
ed to spots that run on television or
in movie theaters. However, a new
category—Advertising Excellence/
Nontraditional—will be devoted
exclusively to spots appearing on
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Adapts To Changing Times

media other than TV or theaters.

Mindy Goldberg, president/co-
owner of bicoastal Epoch Films, is
chairwoman of the "06 AICP Show
& Lecture Series. The AICP Show
will be presented as a gala evening
affair at MOMA. Now in its 15th
year, the AICP Show was estab-
lished in cooperation with MoMA.
The honored commercials are made
part of the permanent archives of
MoMA’s Department of Film and
Media.

LECTURE SERIES
As alluded to earlier, the morn-
ing Lecture Series at MoMA also

reflects an evolving industry. Yes
the event will put directors in the
spotlight as it has for most of its
existence over the years. However,
this time around, the presentation
will be atypical with directors Stacy
Wall of Epoch Films and Hank
Perlman of Hungry Man putting
their own special bent on the pro-
ceedings.

The longtime friends and former
colleagues (at Wieden+Kennedy,
Portland, Ore.) are staging a game
show extravaganza described as

half Wheel of Fortune, half Elvis
Costello’s spinning songhbook.

The program will include a
wheel, the segments of which will
hold clues to stories about the direc-
tors’ careers in advertising and will
introduce spots they directed indi-
vidually as well as those that they
wrote together. Audience members
will be picked to spin the wheel and
vie for prizes.

Goldberg related, “This year’s
Lecture Series is a good model for
the direction in which our industry
is moving. It will be a fun and cap-
tivating combination of entertain-
ment, film and marketing.”

Classifieds

Kelly Boyle, Classifieds Manager, kboyle@shootonline.com

R/GA Weaves Movie Web for Nokia

Continued from page 11

Tapio Heldman, Nokia senior
VP, multimedia marketing, stated,
“Connected mobile video devices
are the ultimate solution for spon-
taneous video recording. With the
Nokia Nseries Studio we’re hop-
ing to encourage more people to
shoot and share their life experi-
ences. And with the Nokia N93,
people can capture these moments
in unparalleled video quality from

As earlier reported in SHOOT,
R/GA opened a London office in
August *05, an expansion that was
a direct result of its winning the
Nokia Multimedia account busi-
ness.

More recently, R/GA has
embarked on growing its New
York headquarters, adding an addi-
tional 11,075 square feet of space.
The larger accommodations are
needed for 60-plus new employ-
ees who have joined R/GA, New

York, this yea due to increased
business from new and existing
clients. Once renovations are com-
plete, the R/GA campus in New
York will total more than 60,000
square feet. The new space will be
used for offices, conference facili-
ties and a full production digital
studio that will expand R/GA’s
capabilities to offer complete digi-
tal pre-pro, production and post
services, plus full audio services.
The studio will utilize state-of-the-
art, Apple-based technologies for

a mobile device.”
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Even In Cyberspace Location Is Everything!

THE SHOOT DIRECTORY

At SHOOT, we know that working
with the right companies means
everything to the success of a
production!

www.SHOOTonline.com serves
as an international resource for
news and information regard-

ing commercial, interactive and
branded content production. The
45-year old SHOOT Directory is
NOW available online so creatives
and producers around the world
can easily access it for contact
information.

Companies can place a
free ““Basic Listing™ or

a low-cost “Enhanced Listing”.
Because the SHOOT Directory is
continuously updated, it provides
the most current information,
searchable alphabetically, by
industry, and by location. The
SHOOT Directory will also be avail-
able as an interactive CD later this
year and all online listings will be
included in the CD.

Place your free listing
today — at www.SHOOTonline.
com/go/addlisting Itis fast, easy,
and FREE! If you have any ques-
tions, or if you would like a fax
submission form, please contact
Kelly Boyle, Listing Manager, at
kboyle@shootonline.com, or
call: 203-227-1699 x 14.
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LISTING
ACTUAL SCREEN SHOT OF THE
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HELP WANTED

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

DIRECTOR - MUSIC VIDEOS

Innovative production company.
Label experience req'd.

musicvideojob@yahoo.com
or (212) 625-2544

E-mail:
classified@shootonline.com

| REPRESENTATION
SPOT WORK!

Established Rep Company
Expanding Their Roster!
Excellent, Unique Reels Required

Reply to: RRP888@msn.com

FILM AND VIDEO SERVICES

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

Executive Producer/
Senior Visual Effects Producer
Commercials and Features Visual

Effects Company Los Angeles
Experience in  Sales, Scheduling,
Bidding, Workflow  Management

Inferno, Flame, Maya, Motion Builder,
Shake, Various Plug-ins.

Send Resumes to:
fx.contact@yahoo.com

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

Assistant Editor
Busy NYC Commercial Post
Production House is looking for an
experienced assistant. Must have
Final Cut Pro, F/T transfer, Edit &
Mix supervision experience.

Fax resumes to: 212-302-9877

POSTPRODUCTION SERVICES

HIGH END REDEFINED

* Hl DEF CONVERSIONS

* Hl DEF CLOSED CAPTIONING

* 12 BIT STANDARDS CONVERSIONS
* DVD AUTHORING

29 WEST 38TH STREET, NY
212-398-6400 » 800-872-3821

USd

JSTUDIOS

WWW.USASTUDIOS.TV
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street talk

Director Lenard Dorfman has joined bicoastal/inter-
national Moxie Pictures for commercial and music
video representation in the U.S. He comes over from
bicoastal/international @radical.media. In terms of
European representation, Dorfman will be at the as yet
unnamed London shop recently formed by directors
Daniel Kleinman and Ringan Ledwidge.....Director
Nic Mathieu has come aboard A Band Apart, Los
Angeles....Curious Pictures, New York, has signed
Toronto-based Electric Company for U.S. representa-
tion. Known for its work in motion graphics and animation,
Electric Company has a directorial roster that includes
iamstatic (Roin Gervais, Randy Knott, David
Greene), Play Airways (Josh Rankin, Alex Kurina,
Kent Hugo), Kangaroo Alliance (animators Lauren
Gregg, Craig Sheldon) and Crankbunny (Norma
Toraya).....Los Angeles-based Roses Are Blue has
signed director Keith Schofield, who’s best known for
his music video work (DJ Format’s “3 Feet Deep,”
Wintergreen’s “When | Wake Up,” Death Cab

for Cutie’s “Jealousy Rides With Me”)....New York
design/animation studio FlickerLab has added director
of animation Eric Merola. Prior to FlickerLab, Merola
maintained Merola Productions, New York.....Oink
Ink Radio, New York, which maintains sister studio 38
Greene in Manhattan, has extended its reach to the West
Coast, launching Oink Ink Radio in Venice, Calif. Former
BBDO New York radio producer Karen Jean has been
named exec producer of the Venice operation....

rep report

A Band Apart, Los Angeles, has secured New York-based
independent firm R2—reps Richard Fink and Robin
Fried—to handle the East Coast...SHOOT was provided
with inaccurate info about the representation for DP Max
Malkin, leading to an erroneous item in the 5/12 edi-
tion. Malkin is represented exclusively by The Skouras
Agency, Santa Monica, for commercials and features.....
Los Angeles-headquartered Global Production Network
(GPN), which represents a roster of leading production
service companies internationally, has linked with online
network/digital tools services firm adbeast for an online
studio that enables GPN to better collaborate not only
with its ensemble of production service shops but also
with clients....

bulletin

QJune 8/New York: The Association of Independent
Commercial Producers (AICP) Show at the Museum of
Modern Art (MoMA). www.aicp.com....

QJune 14-18/Maui Film Festival at Wailea www.mauifilmfesti-
val.com....

QJune 18-24/Cannes, France: The 53rd annual Cannes
Lions International Advertising Festival. www.canneslions.
com....

QJune 20-22/New York: Promax BDA Conference www.pro-
maxbda.tv

QJune 23-24/Los Angeles: Cine Gear Expo www.cinegear-
expo.com

QJuly 30-August 3/Boston: Siggraph www.siggraph.org
QSeptember 8-13/Amsterdam: IBC www.ibc.org

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






Size doesn’t matter.

(af least, not fo us.)

From 30 second spots to feature length films,
the Directors Guild of America protects the rights
of the world’s finest directors and their teams.

Contact us to find out more about the
DGA’s Commercial Directors contracts.
We look forward to hearing from you.

West Coast; Jon Larson 310 289-5325
East Coast:  Russell Hollander 212 581-0370
Midwest: ~ Dan Moore 312 644-5050
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