
VENICE, Calif.—Allen and 
Albert Hughes—the directo-
rial duo known as the Hughes 
Brothers—have come aboard 
greatguns: USA, based in Venice, 
and greatguns: UK, London, for 
representation stateside and in 
Europe. The twin brothers—who 
split up for a stretch to direct indi-
vidually before recently reuniting 
as a team—had been co-helming 
spots via Oil Factory, Beverly 
Hills and London. 

By Robert Goldrich
VENICE, Calif.—It’s been a prec-
edent-setting year for the prime-
time commercial Emmy Award. 
As earlier reported in SHOOT and 
by now common knowledge, for 
the first time in the competition’s 
10-year history, two spots tied for 
and received the coveted Emmy 
last month: FedEx’s “Stick” direct-
ed by Traktor of bicoastal/inter-
national Partizan for BBDO New 
York; and Hallmark’s “Required 
Reading” directed by David Harner, 

who at the time was a creative at 
Leo Burnett USA, Chicago. The 
Institute for the Development of 
Enhanced Perceptual Awareness, 
Venice, Calif., produced the 
Hallmark ad which was conceptu-
alized at Burnett.

But a lesser known develop-
ment is arguably even more 
groundbreaking than the award-
ing of two primetime commercial 
Emmy Awards in the same year. 
The fact is that a spec spot soared 

By Robert Goldrich
NEW YORK—For veteran entertainment industry 
executive Bob Friedman, the formation of enter-
tainment conception, creation and distribution 
company Radical Thinking, a division of bicoast-
al/international @radical.media, represented a 
slightly awkward proposition in terms of a press 
announcement. “On one hand, there’s @radical.
media in the commercial production business, and 
then there’s this new unit...But even though it’s a 
new unit, I don’t see it as being all that separate. 
The fact is that the two will be very much integrat-
ed,” said Friedman, “with Radical Thinking using 
the resources and talent there [at @radical.media] 
to help create the kind of content that can live on 
multiple platforms.”

Friedman has come on board as president of 
Radical Thinking (SHOOT, 8/14). His decision to 
join speaks to his vision for the future of entertain-

ment content, including branded fare for advertiser 
clients. Friedman’s pedigree includes having been 
involved in the startup of MTV, serving as presi-
dent of Playboy Entertainment and then of New 
Line Television. At New Line, he also later took on 
worldwide marketing for the studio’s feature films. 
Next he assumed the presidency of AOL interac-
tive marketing, became chief marketing officer of 
AOL/Time Warner, and then president of theatrical 
marketing and licensing firm Classic Media.

Based on his broad-based entertainment experi-
ence, Friedman came to the conclusion that the 
Radical venture was a golden opportunity. “If 
I were to develop the newfangled studio of the 
future, @radical.media is what I envision because 
of what it has in place. The studios of yesteryear 
created these tremendous infrastructures, some 
of which are relevant today...But the most rel-
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17 New York gets a new Toy, 
while Chicago welcomes two 
new chief creative officers to 
major ad shops.

Emmy Backstory Is “Required Reading”

By Robert Goldrich
NEW YORK—The New York 
City Council has given the 
green light to the construction 
of Silvercup Studios’ planned $1 
billion, 2.7 million-square-foot 
complex—dubbed Silvercup 
West—which will include eight 
soundstages, commercial office 
space, retail stores, public pla-
zas, a waterfront esplanade and 
cultural space and 1,000 resi-
dences (with 150 of those units 
being low-income housing).

The new development is on 
the East River waterfront, four 
blocks west of Silvercup Studios’ 
main headquarters. Silvercup is 
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Being creatives on 
spots airing dur-
ing the  Super 

Bowl is usually reward 
enough. But in the case 
of DDB Chicago’s Steve 
Bougdanos and Patrick 
Knoll, their Big Game 
experience each of the 
last two years has yield-
ed not only consecutive 
primetime commercial 
Emmy nominations, but also 
coveted slots in USA Today’s 
day-after poll of most popular 
Super Sunday ads.

On the Emmy front, DDB 
Chicago earned a nomination 
in 2005 for Anheuser-Busch’s 
“Applause” directed and shot 

by Joe Pytka of Venice, 
Calif.-based PYTKA. 
This year an Emmy nom 
went to Budweiser ’s 
“Clydesdale American 
Dream,” again helmed 
and lensed by Pytka.

The latter spot placed 
second in the USA Today
rundown based on view-
er feedback. Just as if 
not more impressively, 

the number one entry was Bud 
Light’s “Secret Fridge” for which 
Bougdanos and Knoll were cre-
atives. “Fridge” was directed 
by David McNally of bicoastal 
Villains.

“To be working at the same 
time on two pretty much polar    

opposite spots—the com-
edy of ‘Secret Fridge’ 
and the emotional tug 
at the heartstrings of 
‘Clydesdale American 
Dream’--was an interest-
ing proposition,” noted 
Knoll who was creative 
director/copywriter on the 
Super Bowl fare while 
Bougdanos was creative 
director/art director. “It 
just shows,” continued Knoll, 
“how DDB builds brands for 
different clients. Bud Light and 
Budweiser are distinctly different 
brands.”

SHOOT ran some questions 
past Messrs. Bougdanos and 
Knoll regarding their Super Bowl 
endeavors and Emmy recogni-
tion. They answered the queries 
as a team.

What makes a spot effective 
on the Super Bowl and worthy 
of Emmy recognition?

It should be simple, entertain-
ing and appeal to a mass audi-
ence. Whether it’s emotional or 
humorous, it should generate talk 
value in a memorable way. Like 
in a great film, people are expect-
ing the unexpected, a twist or 
a surprise that they didn’t see 
coming.

“Clydesdale American Dream” 
was your second spot with 
Pytka. How important was the 
choice of him as a director?

Much like our first com-
mercial we shot with Joe—
Anheuser-Busch’s thank you to 
the troops entitled “Applause”-
-“Clydesdale American Dream” 
required simple, uncluttered, 
emotional storytelling and great 

cinematography—all of 
which Joe is legendary 
for.

What are the creative 
challenges and oppor-
tunities that lie ahead 
for the creative commu-
nity?

Now more than ever, 
people want to be enter-
tained. There are so 

many new, exciting mediums to 
interact with consumers—the 
Internet, pod casting, guerilla 
marketing and branded entertain-
ment. But in the end, it still boils 
down to a great, compelling idea 
that sells the product in a unique 
and memorable way. We just fin-
ished creating a viral Web site for 
Sumo Glue called sumosmash.
com, which is a lot of fun and 
creating great buzz. Also, Bud 
Light’s “Ted Ferguson” character 
is a great example of combin-
ing a variety of media, including 
television, Internet and personal 
appearances, to help build the 
brand. And DDB and our client 
Office Max just finished a 60-
minute television special, called 
Schooled, which is creating great 
response, proving great ideas 
aren’t limited to 30 seconds.

How is the advertising indus-
try poised to handle the chal-
lenge?

With consumers having so 
many media choices, we, together 
with our clients, need to create 
advertising that generates talk 
value. We need ideas that embrace 
the big idea, treat consumers with 
respect and deliver messages that 
are entertaining and more impor-
tantly, remembered.

By Robert Goldrich
spot.com.mentary

Juicy
In this week’s Agency 

Creative Series, we 
h ave  r e f l e c t i o n s 

from creative directors 
behind three primetime 
Emmy Award-winning 
commercials  on the 
challenges that lie ahead 
for the industry. In that spirit, 
we present in this column some 
observations on “The Future of 
Creative Leverage” as excerpt-
ed from a most worthwhile 
read—the recently released 
book Juicing The Orange, 
How To Turn Creativity Into A 
Powerful Business Advantage
(Harvard Business  School 
Press), authored by Pat Fallon 
and Fred Senn, cofounders of 
Fallon Worldwide.

Fallon and Senn write that 
they enter their next quarter 
century convinced of three 
things:

1. Creativity will be 
an increasingly essen-
tial business tool.

Think about  the 
challenges of your own 
organization this way: 
other than creativity, 
what points of leverage 

do you have? More than likely, 
your resources will become more 
constrained, and your markets 
will be more hotly contested. If 
you can’t put creativity to good 
use, you’ll be vulnerable—to 
competitors from anywhere in 
the world. We opened this book 
by saying imagination was the 
last remaining legal means to 
get an edge on your competition. 
Increasingly, it’s the only means.

2.  You can’t buy creativity, 
but you can unlock it.

Everyone draws from the same 
talent pool, and only the George 
Steinbrenners of the world have 

any recruiting advantage. Salary, 
benefits and geographical ameni-
ties won’t necessarily determine 
the creative power of your com-
pany. “It is easier to enhance cre-
ativity by changing conditions in 
the environment,” writes psychol-
ogist Mihaly Csikszentmihalyi, 
“than by trying to make people 
think more creatively.” Rather 
than hire more creative people, 
first unleash the creativity in the 
people you already have on the 
payroll.

3. Creativity is not an easy 
path to walk but the rewards are 
worth it.

One of the heads of a rival 
agency in town once came up to 
us at a local restaurant. Noting 
that we would get paid whether 
we did creative advertising or 
not, he joked, “Why do you have 
to do it the hard way?”

One reason is that we’ve seen 

the rewards, and not just with 
our own work. Almost every suc-
cess story of the past 10 years—
whether it was something as 
brash as Apple’s iPod or as unas-
suming as Saturn’s promise for 
a car company you could love—
has been because of creativity.

The survival of the fittest 
doesn’t mean the survival of the 
strongest; it means the survival 
of those who are most capable of 
adapting to change. If you can’t 
adapt, you can’t survive. Maybe 
we are reflexively attracted to the 
hard way because we dread the 
alternative.

And part  of the “Final 
Thought” expressed in the book 
by Fallon and Senn is simply:

“We don’t want to compare 
what we do to great works of art, 
but we do want to support our 
belief that creativity motivates 
all of us in powerful ways. Think 
about the Sydney Opera House. 

Not only is it an aesthetically beau-
tiful building, there is something 
inspiring about the city’s decision 
to embrace the creativity of its 
design. Whatever satisfaction the 
architects got out of dreaming up 
this building is matched by the 
satisfaction the people in the com-
munity get out of having this icon 
be a part of their lives. Art does as 
much for the audience as it does 
for the people who fight to bring 
it to life.”

Creative Voice
By Robert Goldrich

EDITORIAL
Publisher & Editorial Director • Roberta Griefer
203.227.1699 ext 13 • rgriefer@shootonline.com

Editor • Robert Goldrich
323.960.8035 • rgoldrich@shootonline.com

Sr. Editor/Technology & Postproduction • Carolyn Giardina
323.960.8035 • cgiardina@shootonline.com

Associate Editor • Nicole Rivard
203.227.1699 ext. 16 • nrivard@shootonline.com

Contributors • Christine Champagne, Millie Takaki, 
Bill Dunlap, Fred Cisterna, Kathy Ruhnke

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

West Coast•Carl Gilliard
818.763.2678 • cgilliard@shootonline.com 

International • Roberta Griefer
203.227.1699 ext. 13 • rgriefer@shootonline.com

Classified • Kelly Boyle
203.227.1699 ext. 14 • kboyle@shootonline.com

OFFICES
Main Office • 21 Charles Street #203 • Westport, CT  06880
203.227.1699 • Fax: 203.227.2787

West • 650 N. Bronson #B253 • Los Angeles, CA 90004
3 2 3 . 9 6 0 . 8 0 3 5  •  F a x :  3 2 3 . 9 6 0 . 8 0 3 6 

Circulation • Gerald Giannone
203.227.1699 ext 12 • ggiannone@shootonline.com
Associate Production Manager/Shoot Reprints 
and Article Rights • Michael Morgera
203.227.1699 ext. 11 • mmorgera@shootonline.com

© 2006 DCA Business Media LLC
All rights reserved. No part of this publication 
may be reproduced, stored in any retrieval 
system, or transmitted, in any form or by any 
means, electronic, mechanical, photocopying, 
recording, or otherwise, without the prior 
written permission of the publisher.

For Subscription orders and 
Subscription service questions, call:

1.847.763.9620

For List Rental Pricing, contact Lilian Ramirez: 
203-532-2582 or lramirez@directmedia.com

To place or update a free or enhanced company 
listing in SHOOT's online Directory, visit:
www.shootonline.com/go/directory

SHOOT (ISSN# 1055-9825) printed edition 
is published bi-weekly except in July, August, 
when published monthly) for $125.00 per year by 
DCA Business Media LLC, at 21 Charles Street, 
Westport, CT  06880. Printed periodicals postage 
paid at Westport, CT and at additional mailing 
offices. POSTMASTER: Send address changes to 
SHOOT, P.O. Box 2142, Skokie, IL 60076-9505. 

USPS (06-234)

For SHOOT custom reprints please contact 
Michael Morgera 203.227.1699 ext. 11 or 
email to: mmorgera@shootonline.com

Produced in U.S.A.

September 8, 2006
Volume 47 • Number 15

THE LEADING PUBLICATION
FOR COMMERCIAL, INTERACTIVE, &
BRANDED CONTENT PRODUCTION

“American Dream”

FLASHBACK
5 YEARS / 10 YEARS

5 Years Ago
❑ September 7, 2001/Scott Vincent, a group creative direc-
tor at Fallon, Minneapolis, has signed with bicoastal/interna-
tional Hungry Man for representation as a director. He will 
continue in his agency role while pursuing spot assignments….
Postproduction facility The Mill, London, has launched 
BEAM.TV, a comprehensive system to send, receive, archive, 
and approve film and television media….Feature filmmaker 
John Singleton, actress Julia Ormond, and documentary 
filmmaker Mark Lewis are coming aboard Independent 
Media, Santa Monica, for spot representation….Director Billy 
Kent has signed with Link Entertainment, New York, for U.S. 
representation….

10 Years Ago
❑ Documentary filmmakers Barbara Kopple, Peter Gilbert. 
and Steve James have joined executive producer Loretta 
Jeneski in her newly formed shop nonfiction, Santa Monica, 
which will specialize in reality-based spots, TV projects and 
short films…Curious Pictures, the New York-headquar-
tered animation/effects house, is opening a San Francisco 
office. The office is headed up by executive producer Anne 
Smith, and animators/directors Robert Valley and Denis 
Morella….Unitel Video has ended negotiations to sell its 
Editel/New York facility, and has closed the shop…..

Steve 
Bougdanos

Patrick 
Knoll
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By Robert Goldrich
SANTA MONICA—Director/
cinematographer Tim Damon—
who made his first major indus-
try mark with his shooting of 
cars in print ads and then carried 
that over into live-action spots—
has joined Millennium Pictures, 
Santa Monica, for exclusive 
North American representation 
in commercials. He previously 
had been directing via his own 
Long Beach, Calif.-based shop, 
Damon Productions, which con-
tinues to be home to his print 
work.

Born and raised in Detroit, 
with a father working for years 
on the American Motors account, 

Damon started shooting film at 
the age of 16, before attending the 
Center for Creative Studies (now 
the College for Creative Studies) in 
Detroit. He later made his way up 
the industry ladder, assisting local-
ly and working with production 

By Robert Goldrich

SANTA MONICA—John Doe, 
a directing collective that’s 
made its mark internationally, 
has secured its first stateside rep-
resentation, signing with Santa 
Monica-headquartered TWC. 
Best known for its comedy fare, 
John Doe consists of four hel-
mers—Tiago Guedes, Milovan 
Radovic, Masataka Namba and 
Stjepan Klein—who first met in 
1997 as students at New York’s 
Film Academy where they prom-
ised one another to someday col-
laborate full time. Well “some-
day” came three years ago when 
John Doe formed and started to 
take on spot assignments.

The directorial quartet’s at 
times over-the-top humor is show-
cased in this week’s “The Best 
Work You May Never Gallery” 
with the lead entry being “Pimp 
My Ride” for Blaupunkt  car ste-
reos via German agency Wensauer 

& Partner, Ludwigsburg. In the 
ad, two stuffed animals—nes-
tled between a pair of Blaupunkt 
speakers—are propelled into 
X-rated antics by the pounding 
audio. The job was produced via 
Sterntag Film, Hamburg.

Other entries on the John 
Doe reel include comedy spots 
promoting the sales prowess of 
classified ads in El Comercio 
out of Leo Burnett, Lima, Peru, 
Sunbites’ “Truth” from Tiempo/
BBDO, Barcelona, and a promo 
for the Amateur Music Video 
Festival featuring offbeat artists 
for agency Contrapunto, Madrid. 
Beyond ad humor, the direct-
ing team exhibited its thoughtful 
storytelling touch with a Saga 
commercial titled “Dare” that 
encourages women to be aggres-
sive and go after what they want 
in both their personal and profes-
sional lives. “Dare” was also out 

CHICAGO—For the second consecutive year, an assistant 
editor at Optimus, Chicago, has topped the Trailer Park 

Festival held by the Chicago chapter of the Association of Independent Creative 
Editors (AICE). The festival features trailers cut by assistant editors from AICE/
Chicago member companies, providing those up-and-coming artisans with the 
opportunities to showcase their cutting prowess. Other AICE chapters also conduct 
their own annual versions of Trailer Park to help nurture and gain industry expo-
sure for promising talent.

This time around, Optimus’ Dustin 
LaForce was the grand prize winner for 
his spoof on March of the Penguins, 
with the trailer done as if promoting 
risque film maven Russ Meyer’s Faster 
Pussycat, Kill Kill.  Contestants entering 
the fifth annual AICE/Chicago Trailer 
Park Festival had their choice of one of 
three films from which to cut trailers that 
either sell or spoof the movie with an 
assigned genre twist: Crash which had 
to be positioned as a documentary; Rear 
Window as a comedy; and March of the 
Penguins as an action/adventure flick.

First runner up was Laura Madalinski 
of Outsider, Chicago, for her variation 
on March of the Penguins. Second runner up was Brian Gannon of The Whitehouse, 
Chicago, based on the strength of his Rear Window entry. And honorable mentions 
went to three other assistant editors: Sam Puglise-Kipley of The Whitehouse; Carlo 
Aparo of Red Car, Chicago; and Traci Weingardt of Cutters, Chicago.

The evening’s other major honor, the Tent City Award, recognizes a trailer cut 
by someone who is not an assistant editor yet. This year’s Tent City winner was 
intern Gunnar Ludwig of Cutters, Chicago, for his take on March of the Penguins.  
Receiving Tent City honorable mentions were Alexandra Sweet of Optimus and 
Brian May from Cutters.

As the Grand prize honoree, LaForce received a grab bag that included Avid 
Media Composer software, a framed Trailer Park winner’s certificate, an Apple Mac 
store gift certificate and a Smoky Joe grill. Each runner-up received a Mac store 
certificate and a framed award, as did the Tent City winner.

John Doe Lands First U.S. 
Representation, Joins TWC

Millennium Pictures Signs 
Director/DP Tim DamonUniversal Experiment: Watch Ads, Hear Music

Assistant Editor At Optimus Showcases His Prowess 
In Cutting Via Spoof of March of the Penguins

Reactor Films Steps Up Its 
Feature Slate After Akeelah

NEW YORK—There’s a price 
to pay for free legal downloads 
from Universal Music Group’s 
extensive catalog—users in the 
U.S. and Canada will have to 
watch a commercial each time 
they download a song or music 
video onto their computer, por-
table music player or music-
enabled cell phone. The Web 
site service will not work with 
Apple’s Macintosh computers 
or its iPod music players.

The experiment—per a deal 
between Universal Music and 
soon-to-launch, ad-supported, 
online music and video desti-

nation SpiralFrog—represents 
a shift for an industry that 
has traditionally sought direct 
financial recompense from 
consumers to access and lis-
ten to music. SpiralFrog posi-
tions itself as an alternative 
to iTunes, for example, where 
users pay for song downloads. 
The SpiralFrog model is also 
different from that of Napster 
which permits people to listen 
to songs for free after watching 
ads—however, that music can-
not be downloaded and users 
are required to pay for a sub-
scription service or to buy the 

song after five plays.
“Offering legally authorized 

audio and video downloads in 
an advertising-supported envi-
ronment works, as our busi-
ness model is based on sharing 
our income streams from that 
advertising with our content 
partners like Universal,” stated 
Robin Kent, CEO of New York-
headquartered SpiralFrog.

According to SpiralFrog 
research, consumers are more 
than willing to “pay” for their 
content by watching non-intru-
sive, contextually relevant, tar-

Dustin LaForce Tops AICE Chicago’s 
Fifth Annual Trailer Park Competition

By Robert Goldrich

SANTA MONICA, Calif.—
While its prime focus continues 
to be commercialmaking, Santa 
Monica-headquartered Reactor 
Films, having recently made its 
feature debut with the critical-
ly lauded Akeelah and the Bee
(directed by Doug Atchison and 
distributed by Lionsgate Films), 
is now following up with several 
long-form projects in various 
stages of development.

Thor Freudenthal and Barry 
Peterson, two directors on 
Reactor’s spot roster, are in line to 
direct movies. Reactor is attached 
to an untitled horror film written 
and to be directed by Freudenthal. 
The project is currently set up at 
Alcon Entertainment, a concern 
owned by FedEx.

And Reactor is working with 
Peterson to develop a comedy 
project along the lines of School 
of Rock. A noted DP, Peterson is 
attached to direct after he wraps 
first unit photography on Doug 
Liman’s film Jumper, which 
is being lensed in Canada and 
Asia.

Also on the feature slate, 
Reactor optioned the novel 
Darkness In Him by Andrew 
Lyons.  The story follows a pre-
cocious college student who finds 
himself in a world of subterfuge 
and murder after an affair with 
a fraternity brother’s girlfriend 
exposes a chilling discovery. This 
past spring, Reactor hired writer 
Brandon Auman to adapt the 
novel, which is in the final stages 

Continued on page 21

Continued on page 6

Continued on page 21

By Robert Goldrich

SpiralFrog Site To Facilitate Free Legal Downloads For Songs And Videos

Production House Further Diversifies Into Long Form 

Dustin LaForce

Continued on page 9

Continued on page 21

For The Record
In “Westwayne Reminds 
Young Adults That Their 
Mid-Terms Are Very Impor-
tant--So Vote” (8/18-9/7), the 
location of Schnitt Edit was 
inaccurate. The company is 
based in Minneapolis. 





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

Page 6 | SHOOT >e.dition www.shootonline.com | (203)227-1699 September 8, 2006

Autodesk Previews New Editing 
and Effects Tool Versions

By Carolyn Giardina

Next week at the International Broadcasting 
Convention in Amsterdam, Autodesk plans 
to preview the newest versions of Autodesk 

Inferno, Autodesk Flame, Autodesk Flint, Autodesk 
Smoke and Autodesk Fire 2007. The company is 
also scheduled to debut the Autodesk Backdraft 
Conform 2007 media management system and 
demonstrate its Autodesk Wiretap 2007 network-
ing tool.

Autodesk reported that the visual effects and 
editing systems—available on the Linux operating 
system and expected to ship this autumn—include 
architecture and workfl ow advancements, along 
with customer-requested tool and performance en-
hancements.

Amsterdam-based postproduction facility Hectic 
Electric has been beta testing the new version of 
Flame, which includes a new Source Nodes work-
fl ow. Hectic Electric digital artist Ton Habraken ex-
plained, “Working with sources is now much easier 
and more fl exible, which helps us to set up more ef-
fi cient and clean composites,” he said. “Also, as we 
have two facilities located 10km apart, background 
wire transfers are just the kind of thing we’ve been 
waiting for.” 

Autodesk Backdraft Conform 2007 is designed to 
improve productivity by offl oading administrative 
and editing/conform tasks from other Autodesk 
systems. The system handles tasks such as remote 
project and media management, video I/O, and ar-
chiving. It is also developed as an assistant editing 
companion to Smoke. Digital artists can conform 
with support of EDL, XML, OMF and AAF fi les. Basic 
editing functions are available so that timelines can 
be adjusted before handing off to the Smoke editor 
for creative work.

Improved interoperability between Autodesk sys-
tems and third-party applications is provided in the 
latest version of Autodesk’s client server API, Au-
todesk Wiretap 2007. In this version, Wiretap is 
designed to allow third party applications to write 
media and metadata directly to Autodesk’s Stone 
fi le storage system.

SHOOT’s senior editor, technology and postproduction Carolyn 
Giardina can be reached at cgiardina@shootonline.com.

evant piece is the ability to make 
something—to have the expertise 
in terms of production, directo-
rial talent and resources. The com-
mercial and music video talent at 
radical—ranging from The Glue 

Society to Joe Berlinger—is great 
at innovating, communicating a 
brand, conjuring up and realiz-
ing a set of expectations within 
30 seconds, translating that into 
long form and episodic content. 
It’s a group of people in tune with 

and able to create tomorrow’s kind 
of content whether it be for the 
cell phone, the Web or any other 
platform.”

Hand in hand with this, the 
@radical family also includes 
bicoastal Outpost Digital, which 
in the digital age is more a produc-
tion than a post company, observed 
Friedman.

Indeed @radical has already 
demonstrated its content creation 
chops, noted Friedman, citing such 
projects as: The Gamekillers, a 
scripted reality show about dat-
ing and the social scene, produced 
for MTV, Bartle Bogle Hegarty 
and Unilever’s Axe deodorant; 10 
Days That Unexpectedly Changed 
America, which last month won 
the primetime Emmy for outstand-
ing nonfiction series, produced 
by The History Channel and @
radical.media (with Berlinger 
as co-exec producer); Nike’s 
Battlegrounds series, now in sea-
son three, produced for MTV and 
Wieden+Kennedy Entertainment; 
The Iconoclasts, a series portray-
ing pioneering talents, produced in 
tandem with the Sundance Channel 
and Grey Goose Entertainment; 
and driverTV, a VOD network 
bringing the car showroom via 
video into the living rooms of digi-
tal cable subscribers within the 
Time Warner, Comcast and Cox 
cable systems.

“It’s all compelling content 
that cuts through clutter—wheth-
er or not there’s a third party 
client or agency involved,” said 
Friedman, who added that in the 
case of driverTV, the content 
helps to empower consumers to 
make an informed choice about 
their next vehicle purchase—with 
the vehicles showcased in stel-
lar fashion by tapping into direc-
tor Jeff Zwart of @radical.media 
who’s well known for his prowess 
in car shooting.

Friedman said that over the 
years, his path would cross that 
of @radical principal Jon Kamen. 

Friedman developed a rapport 
with Kamen and company co-pro-
prietor Frank Scherma.  “We all 
agreed that this [Radical Thinking] 
should be created to offer solutions 
to problems often posed by a brand 
or an advertiser. The solution could 

take any form, a TV show, a com-
mercial. On one hand we will be 
creating solutions—traditional and 
alternative forms—for third parties 
like advertisers and ad agencies.

“But at the same time, we will 
also be creating compelling enter-
tainment that doesn’t involve a 
third party—content we believe in, 
want to make and so we’ll make it. 
We plan to develop some home-
grown properties ourselves and 
then exploit them over a variety of 
media.”

And from a business standpoint, 
continued Friedman, the plan ideal-
ly is to “create franchises that have 
ancillary opportunities right down 
to merchandising and licensing....
So much of it is creating compel-
ling content and finding the right 
partners for that content. At New 
Line, Austin Powers was an under-
dog brand so we sought out Virgin 
Airlines, another ‘underdog’ brand 
as a tie-in. It was a great match and 
we are looking to create the same 
appropriate partnerships in what 
we do at Radical Thinking.”

BEYOND BELIEF
Ideally Mark Sitley would like 

to be interviewed only when he 
could direct us to a link with work 
from Beyond Belief, the recently 
formed new content company he 
is partnered in with production 
execs Luke Thornton and Liz 
Silver (SHOOT, 8/11).  Thornton 
and Silver are the principals in six-
year-old, bicoastal/international 
spot and music video production 
house Believe Media; their new 
venture with Sitley is a standalone 
shop and not a satellite of Believe.

Sitley, managing director of 
Beyond Belief, is reluctant to 
expound on the potential of new 
forms for a couple of prime rea-
sons. For one, “Everyone is pursu-
ing and talking about content. But 
chasing it is a lot different from 
doing it,” he observes. 

Secondly, talking in general 
terms leads to formulaic thinking 
and approaches. “In no case does 
the same group of talent that’s well 
suited for one idea apply to another 
idea,” relates Sitley. “My prefer-
ence over the years has been to 
treat every idea in an ad hoc man-
ner. You shouldn’t come here to 
get an arsenal of people, but rather 
the expertise to assemble an ad hoc 
consortium of appropriate players. 
Each project needs to be produced 
in a way integral to just that idea. 
Our hope is that we have the expe-
rience and contacts to put the right 
team together.”

However, Sitley doesn’t need 
a first project from Beyond Belief 
to validate his observations as 
being relevant to the market-
place. In fact, Sitley, Thornton 
and Silver have a track record in 
breakthrough sponsored enter-
tainment—and in collaborating 
with one another in that space. 
Prior to serving as executive 
creative director/production 
at Euro RSCG Worldwide in 
New York, Sitley was director 
of North American production 

Radical Thinking, Beyond Belief, Blip Explore Brave New Content World
Continued from page 1

house Boulevard. Damon move to 
Southern California in 1990 and 
began working in print. He firmly 
established himself as a leading 
still shooter in the U.S. automo-
tive market, lensing for such cli-
ents as Chevy, Toyota, Mitsubishi, 
Mercedes-Benz and Porsche.

Damon then diversified into live 
action fare, which in turn led to 
his attracting international assign-
ments, particularly in the Asian 
market where advertisers embraced 
his mix of live action and still pho-
tography. Among Damon’s most 
recent endeavors are print work for 
Chevy, and print/live-action cam-
paigns for Mitsubishi (shot in Los 
Angeles), Goodyear and Lexus.

Though his reputation has 
been largely driven by his car 

work, Damon has branched out 
into other areas. “For me, it’s 
always been about scope,” he 
related. “Car work is big, and 
that appeals to me. I’ve done a 
great deal of aviation as well-
-blimps, airplanes and so on. 
Like cars, they are functional 
art—we’re celebrating a piece of 
inspiration.”

Damon joins a directorial ros-
ter at Millennium that consists 
of Liam Greenlaw, Murphy & 
Stitt, Alexander Paul,  Russell 
Prior, Doug Taub (who is also 
well known in the automo-
tive advertising marketplace), 
Charlie Tercek, Marshall Vernet, 
Charlie Watson and Jamie Way. 
Millennium is under the aegis 
of president/managing director 
Caroline von Weyher.

Millennium Adds Director Damon
Continued from page 4

Tim Damon

Bob Friedman

Continued on next page
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for Fallon Worldwide, where 
he oversaw production on the 
agency’s groundbreaking BMW 
Films series. The first round 
of those films was produced 
by Anonymous Content. But 
Believe Media’s interactive divi-
sion, i-Believe, played a key role 
in laying the groundwork for the 
BMW Films project, helping to 
develop the idea for the Web-
delivered shorts in collaboration 
with Fallon creatives and doing 
the initial work on the BMW 
Films’ downloadable player. 
Sitley had hired Believe as a new 
media consultant to Fallon on the 
BMW initiative.

But for every BMW Films, 
there are assorted pedestrian 
efforts. “We have to be careful of 
the potential for a huge backlash 
from consumers as a result of pro-
duction placements and sponsor-
ships that are done ineptly or are 
mired in mediocrity,” said Sitley. 
“They defeat their own purpose 
of advancing what entertainment 
content can do if created in a 
classy, smart, strategically sound, 
even provocative manner.”

Sitley also cautions against new 
media forms turning out to be old 
and staid. Consider TV shows and 
films being shown on cell phone 
screens. “We need to question 
what’s becoming conventional 
thinking about new platforms. For 
example, why would people want 
to download a TV show on a cell 
phone? We need to make sure the 
applications are vital and relevant. 
Otherwise you could wind up with 
a new media venue for tired old 
stuff—nothing more than program 
syndication.

“In a sense content being sub-
sidized by a brand is incidental,” 
continues Sitley. “No matter where 
the funding comes from, the bot-
tom line is helping to create word 
of mouth through content that peo-
ple are gong to want to share with 
others.”

Mark Sitley

Continued on page 21

Continued from previous page
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Accompanying Allen and 
Albert Hughes to Great Guns is 
their producer Tom Lowe, who 
now becomes an executive pro-
ducer at greatguns: USA, work-
ing closely with that shop’s exec 
producer, Tom Korsan. Lowe will 
serve as executive producer/pro-
ducer on both sides of the Atlantic 
for the Hughes Brothers.  Laura 
Gregory is managing director/
exec producer at greatguns: UK.  

The Hughes Brothers are well 
established in multiple film disci-
plines, from features (Menace II 
Society, Dead Presidents, From 
Hell) to commercials and music 
videos, though they haven’t 
been active in the clips arena for 
some time. The directing team’s 
latest ad exploits include Oil 
Factory-produced commercials 
for Heineken in a joint venture 
between Burrell, Chicago, and 
Publicis, New York, Reebok out 
of McGarry Bowen, New York, 
and T Mobile for Publicis West, 
Seattle. The latter is typical of 

the kind of spot fare the Hughes 
Brothers often attract—work 
with star athletes, in this case 
comedy concepts featuring NBA 
stars Vince Carter in one spot, 
and Ben Wallace in the other.

While Allen and Albert 
Hughes enjoy the star athletes ad 
genre, they are looking to diver-
sify into other types of spotmak-
ing, including visually driven sto-
rytelling. Towards that end, they 
reasoned that greatguns could 
serve them in good stead, hope-
fully helping them break into the 
European advertising market and 
moving them into a wider vari-
ety of work.  In turn, those proj-
ects could end up on their reel 
and showcase to U.S. agencies 
that they are capable of handling 
assorted kinds of commercials.

“The commercial world tends 
to pigeonhole you,” related Albert 
Hughes, who noted that in sharp 
contrast he and his brother have 
been able to take on distinctly 
different projects in their movie 
career.  Currently, for example, 
the Hughes Brothers are attached 
to two feature film projects—a 
movie version of the Kung Fu 
television series, and a film based 
on The Iceman Interviews, about 
the life of a colorful mafia hit-
man.

“One has a contemplative 
Buddhist mindset, the other is 
about a killer—how’s that for 
range?” quipped Allen Hughes, 
who’d like to see similar diversity 
in the nature of spot assignments 
he and his brother draw.

Allen Hughes said the deci-
sion to split from Albert profes-
sionally two and a half years ago 
was part of “the twin syndrome...
After so many years together, 
we thought we could do better 
going solo given our different 
strengths.” But the separation 
resulted in each learning to more 
deeply appreciate what the other 
brought to the table. So while the 
temporary professional parting 
served to hone their individual 
skills, they came to realize that 
working together was a Gestalt—
the sum being greater than its 
parts. 

They’ve been reunited as a 
directing team for some seven 
months and felt the time was right 
to seek out a new company as 
they start a new chapter together. 
Greatguns, they said, pursued 
them aggressively and they liked 
the blend of Korsan, whose expe-
rience is in sales and marketing, 
Gregory, who could help them on 
the international front, and Lowe, 
who represents a measure of con-
tinuity as he has been producing 
the Hughes Brothers’ spots for 
the past three years.

Lowe is a commercialmak-
ing veteran. Besides his producer 
pedigree, he served as executive 
producer at his own Southern 
California shop, the former 
GreenWater Pictures, and then as 
head of production at now defunct 
Palomar Pictures before linking 

Greatguns Signs The Hughes Brothers
Continued from page 1

Continued on page 16

l-r: Albert Hughes and Allen Hughes 
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a New York production main-
stay, offering stage and sup-
port resources via its Silvercup 
Studios and Silvercup East facili-
ties in Long Island City, host-
ing assorted productions span-
ning spots, videos, features and 
TV programs. (Silvercup East, 
which opened in ‘99, is about a 
mile southeast of the main lot.) 
Another Silvercup holding is its 
Silvertrucks (location lighting, 
grip and rental equipment) divi-
sion.

The New York City Council 
approval of Silvercup West came 
on a unanimous vote, follow-
ing recommendations from the 
City Planning Commission, 
Queens Borough president Helen 
Marshall and the local communi-
ty board that the project be built. 
The complex with its studios, 
office and retail space will create 
an estimated 3,900 permanent 
jobs, some 2,200 construction 
jobs and 2,500 indirect jobs.

Groundbreaking on Silvercup 
West should take place in 2007, 
with construction slated for com-
pletion in 2010.

Silvercup West was developed 
by the co-owners of Silvercup 

Studios, Alan Suna and Stuart 
Match Suna, and designed by 
Richard Rogers Partnership in 
collaboration with NBBJ New 
York as the architect of record. 
“Silvercup West will be a part 
of the revitalization of the Long 
Island City waterfront, creating 
a true 24/7 community,” stated 
Silvercup Studios CEO Alan 
Suna. “Not only will it enhance 
New York’s skyline, but the proj-
ect’s world-class design scheme 
serves as a gateway to the bor-
ough of Queens.”

HEIGHTENED 
AWARENESS

The City Council’s thumbs-up 
for the ambitious development 
comes in the wake of financial 
incentive programs in New York 
State and City that have helped 
attract feature and TV program 
production. And as chronicled in 
SHOOT, spot production should 
get a significant boost in New 
York due to the recent passage 
of state tax credits designed spe-
cifically to encourage filming 
of commercials. This incentive 
package is set to take effect in 
January ‘07. Furthermore, it’s 
likely that New York City will 

institute a companion spot incen-
tives program to help bring more 
ad lensing to the Big Apple

Silvercup West has been on 
the drawing boards for four 
years, well prior to the flurry of 
New York activity on the incen-
tives front. However, Alan Suna 
noted that the process of passing 
and then seeing the results of 
the incentive programs helped 
to effectively convince many of 
the people in the approval pro-
cess that film, TV and advertis-
ing business are indeed vital to 
the economy.  “In that sense,” 
observed Suna, “the increased 
awareness of the industry’s 
importance helped us move 
Silvercup West along through the 
necessary stages of approval.”

New York Mayor Michael R. 
Bloomberg issued a statement 
which read, “Silvercup Studios, 
one of the pioneers in reviving 
the film and television industry 
in New York City, keeps on grow-
ing with the exciting addition of 
Silvercup West, which will create 
jobs for New Yorkers and gener-
ate additional revenues for the 
city. New York City’s production 
industry employs 100,000 New 
Yorkers and generates $5 bil-

lion for the city annually, and we 
are committed to expanding our 
share of this vital industry.”

Suna noted that Silvercup 
Studios and Silvercup East have 
had to turn away some projects at 
times due to the facilities being 
booked up. Silvercup West, he 
said, “will enable us to take on 
that work, including more com-
mercials.” Silvercup, related 
Suna, was built on the spotmaking 
business. He recalled that the first 

project shot at Silvercup Studios 
was a commercial directed by 
Fred Levinson in 1983. “Today 
Fred’s son Danny (a director par-
terned in bicoastal/international 
Moxie Pictures) and his com-
pany are among our most loyal 
customers,” said  Suna. “Our 
commitment to commercials is 
going from one generation to the 
next—and Silvercup West will 
help ensure that we maintain that 
tradition.”

Silvercup West To Build N.Y.’s Infrastructure, Revitalize Community

This year’s event was orga-
nized by Trailer Park founder 
Kathryn Hempel of Cutters, 
Steve Stein who’s also of Cutters, 
Amy Hall  of Optimus, Mary 
Caddy and Sunny Beyers from 
Avenue Edit, Chicago, Michelle 
Orzechowski of Machete Edit, 
Chicago, and Christopher Miles 
of Outsider.

The latter two emceed the 
proceedings, portraying Britney 
Spears and hubby Kevin 

Dustin LaForce Takes Grand Prize 
At Trailer Park Festival, Chicago

Continued from page 1

Continued from page 4

Federline, respectively. Hall 
read an excerpt from a letter sent 
to event organizers by Hughes 
Winbourne, editor of last year’s 
Oscar-winning movie, Crash, 
congratulating the winners and 
encouraging all participants.

As alluded to earlier, this 
marks the second straight year 
that an Optimus assistant edi-
tor took the grand prize at the 
AICE/Chicago event. The ‘05 
competition was topped by 
assistant editor Glorily Velez.
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If you work in an office, 
chances are you’ve found 
yourse l f  p lo t t ing  your 

escape. Three guys not only 
plot but execute a rather great 
escape in a new :60 spot for the 
Hummer H3 titled (what else?) 
“Escape.”

Created by Modernista!, 
Boston, and directed by Fredrik 
Bond of bicoastal/international 
MJZ, the engaging spot opens in 
a typical office. “I’ll be back at 
two,” the big boss announces as 
he heads out.

With that, three office work-
ers spring into action and clearly 
they’ve been planning this. While 
dummies assume their tedious 
work tasks (one is stationed at 
the copier), the men punch out 
a ceiling panel from which a 
ladder falls. They scramble up 
the ladder and, following a map, 
make their way through a maze 
of ductwork, ultimately drop-
ping into an office with win-
dows that looks out onto the 
parking lot below. As one of 
the guys furiously attempts to 
destroy the map to the ductwork 
in a shredder, the other two open 
a window and feed through the 
cables that they will use to slide 
down to the ground.

But before they can escape, 
executives approach, and the 
shredder guy realizes that he 
isn’t going to be able to shred 
the map in time. “Save your-
selves,” he tells the other two as 
he shoves what’s left of the map 
into his mouth.

Landing on the ground, the 
other two men dash across the 
grass toward the parking lot, dis-
guising themselves as bushes.

At the edge of the lot, they 
drop their disguises and make 
a break for it, sprinting for dear 

life to the Hummer H3 that 
awaits them.

Suddenly, the third man 
emerges from behind a grassy 
knoll. He escaped the office, 
after all, donning a cleaning 
woman get-up complete with a 
plunger.

Diving into the vehicle, the 
three men speed out of the park-
ing lot and whip past a manned 
security checkpoint.

The spot concludes with them 
racing through a wild, rugged 
landscape that looks to be far, 
far away from their dull work-
place.

GET ME OUTTA HERE!
According to Modernista! 

creative director/copywriter 
Joe Fallon, the idea for the spot 
“came out of the fact that the H3 
is the most capable mid-sized 

SUV in its category and the per-
fect catalyst for taking you far 
from the maddening crowd.”

When it came to hiring a 
director to bring “Escape” and 
two other Hummer spots to life, 
Modernista! trusted the afore-
mentioned Bond (who was out 
of the country and couldn’t 
be reached for an interview at 
press time) behind the wheel. 
“Fredrik’s spots have a great 
cinematic scope to them. He 
shoots beautiful film and does 
epic quite well. That was the first 
thing that attracted us to him for 
this project,” Fallon shared. 

Additionally, Fallon noted, 
Bond expressed a desire to pay 
homage to The Great Escape. 
“This became integral to his 
treatment and approach to how 
he wanted to tell the story,” 
Fallon said, noting it put the 
director on the same page as the 
agency creative team (composed 
of Fallon, creative director/art 
director Tim Vaccarino and 
executive creative directors Gary 
Koepke and Lance Jensen).

Most of you are likely familiar 
with The Great Escape. For those 
of you who are not, the 1963 
film directed by John Sturges 
and starring Steve McQueen, 
Charles Bronson, James Garner 
and Richard Attenborough, 
finds Allied POWs engineering 
a daring, brilliant escape from a 
German POW camp.

MAN WITH A PLAN
With an escape route of his 

own mapped out, Bond along 
with DP Janusz Kaminski shot 
“Escape” at the Los Angeles 
Times building in Chatsworth, 

Calif. Actors Ian Unterman, Ian 
Brennan and Malcolm Barrett 
played the escapees, infusing the 
characters with a sense of both 
desire and humor.

All in all, the shoot went 
smoothly, Fallon reported.

Once shooting wrapped, Rick 
Russell of Final Cut LA cut 
“Escape” into :60 and :30 ver-
sions as well as a :90 version 
for cinemas. “The main chal-
lenge was making sure the linear 
nature of our story came across 
in both a :60 and a :30,” Fallon 
remarked. “There was tons of 
good stuff we wanted to make 
sure got in there, so we started 
with 1:20, then we worked our 
way backwards. Our editor did 
an amazing job.”

Those of you who are fans 
of The Great Escape will notice 
that the commercial relies on the 
score from the film. Explaining 
the decision to use that piece of 
music as accompaniment rather 
than compose an original track, 
Fallon said, “It was just one of 
those things that came about dur-
ing the concepting process. We 
had the basics for the idea—guys 
at work escape to their H3 to get 
far away from the office. Once 
we started pushing the envelope 
on how far these guys would go 
to sneak out, the song popped 
into our heads. And just like that, 
it opened the door to a dimension 
that wasn’t quite there yet.”

In Fallon’s mind,  “The 
music definitely made the con-
cept stronger. Plus, the idea of 
using an iconic piece of music 
that would have an immediate 
emotional connectivity to anyone 
familiar with the film was cool.”

TopSpot
OF THE WEEK
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Dir. Fredrik Bond Pays Tribute To The Great Escape
Hummer Spot Out Of Modernista! Finds Three Guys Breaking Out Of The Office
By Christine Champagne

Client

GM/Hummer.

Agency

Modernista!, Boston.
Gary Koepke and Lance 

Jensen, executive creative 
directors; Tim Vaccarino, 

creative director/art direc-
tor; and Joe Fallon, cre-
ative director/copywriter; 

Charles Wolford, director of 
broadcast production; Eric 
Voegele, senior producer

Production Company

MJZ, Los Angeles.
Fredrik Bond, director; 

Janusz Kaminski, DP; Lisa 
Rich, executive producer; Jay 
Shapiro, line producer. Shot 
on location in Chatsworth, 

Calif.

Editorial

Final Cut LA, Santa Monica.
Rick Russell, editor.

Post/Visual Effects

Company 3, Santa Monica.
Stefan Sonnenfeld, colorist; 

Missy Papageorge, producer.

Method Studios, Santa 
Monica.

Cedric Nicolas, lead 2-
D VFX artist/VFX shoot 

supervisor; Katrina 
Salicrup, junior 2-D  VFX 
artist; Neysa Horsburgh, 

VFX producer; Sue Troyan, 
head of production; Aaron 

Kisner, VFX producer.

Audio

Soundtrack, Boston.
Mike Secher, mixer.

Performers

Ian Unterman, Ian Brennan 
and Malcolm Barrett.

Fredrik Bond
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By Robert Goldrich

A woman stands on an escalator as 
a nearby elevator opens with its 
“up” arrow lit. Presumably she 

pushed the elevator button, decided not to 
wait and potentially caused an elevator full 
of people to have to stop on that floor.

Next we are inside a high-rise office 
building, looking out a window to see a 
lady’s feet dangling on the other side of 
the glass.  This is followed by the sight of 
a body being dragged across the ground.

In later scenes, it’s revealed to us that 
a young school boy is pulling the dead 
weight of a live adult whose body is the 
one we saw initially. And it turns out that 
the woman outside the window is inexpli-
cably on the back of a window washer. 

S u b s e q u e n t 
v i g n e t t e s  s h ow 
a n o t h e r  w o m a n 
dragging  a  man 
along a city sidewalk. 
He’s horizontally 
laid out, reading a 
newspaper. We also 
catch a glimpse of 
a man who has a 
b i cy c l i s t — a l o n g 
with a bicycle—on 
his back in an elevator. Juxtaposed with 
this are people waiting to board a train.

A sign at the train station reads, “Every 
time we delay the train, the train ends up 
delaying us.”

We then witness a person trying to 

put a train token in 
a coin slot—while 
having to carry a fel-
low passenger.

A parting sign 
reads, “Don’t  hold 
others back. Help 
our trains stay on 
time.”

This  message 
urging passengers 
to be considerate of 

others was sponsored by Connex, opera-
tors of the rail transportation system in 
Australia. Mark Molloy directed the spot, 
which was produced by Aussie producton 
house Exit Films, Melbourne, for agency 
Cummins & Partners in Melbourne suburb 

St. Kilda. (Molloy is repped stateside by 
Santa Monica-based Furlined.)

Wilf Sweetland produced for Exit. The 
DP was Greig Fraser. Patrick Reardon was 
the production designer.

The agency ensemble included exec-
utive creative director Sean Cummins, 
creatives John Skaro and Roger Nance, 
copywriter Jonathon McMahon, art direc-
tor Lisa Fedyszyn and head of broadcast 
production Mark Bradley. 

Editor was freelancer Rohan Zerna. 
Jon Holmes of visual effects house Tide, 
Sydney, served as Flame artist and online 
editor.

Music was composed by Karl Richter 
of Level Two Music, Melbourne.

An unseen driver starts the ignition in 
his car and then turns on its Blaupunkt 
stereo, which delivers a pounding 

rock beat as the vehicle navigates its way 
along a roadway. But rather than seeing the 
person behind the wheel grooving to the 
music or even the scenery whizzing by, we 
see two stuffed animals—a teddy bear and a 
bunny rabbit—that had been resting in front of the rear 
window, perched between two speakers, now being 
driven to the pulsating sounds. 

The stuffed critters assume a variety of audio-pro-
pelled positions reminiscent of a not-so-soft porn film. 
First the bear is atop the bunny missionary style, then 
behind the rabbit. We see the latter configuration, no 
pun intended, in the rearview mirror. Next the rabbit 
is on top. The hard driving music has them jumping up 
and down on one another—at one point with a nearby 
bobble head dog, its tongue hanging out, nodding 
repeatedly in apparent approval. Seems like Fido very 
much likes to watch.

As long as the Blaupunkt volume is thumping, 
the stuffed animals are humping—n perfectly syn-
chronized movement to the music’s beat. Finally this 
X-rated demonstration of staying power ends as the 
Blaupunkt stereo is switched off, leaving the bear and 

bunny laid out motionless as if totally fatigued. The 
only surprise is that they’re not puffing cigarettes in a 
post-coital smoke.

A product shot of a Blaupunkt speaker is accompa-
nied by a super which reads, “Blaupunkt. The advan-
tage in your car.”

Currently airing on MTV Europe and generating 
considerable buzz, this risque comedy spot—titled 
“Pimp My Ride”—was directed by John Doe, a col-
lective of four helmers who are well established inter-
nationally. The directors now have their sights set on 
the American ad market. John Doe just secured its 
first spot representation in the U.S. signing with Santa 
Monica-based TWC, the production house founded 
three years ago by executive producers Mark Thomas 
and Ralph Winter, and director Phil Cooke. (See sepa-
rate story in this week’s News section.)

The John Doe collective is no stranger to the U.S. In 

fact, the four directors first met as students at New 
York’s Film Academy in 1997. Upon graduation, they 
all promised to someday collaborate full time. Three 
years ago they made good on that pledge when they 
teamed to formally launch John Doe and began taking 
on spot assignments internationally.

The John Doe ensemble consists of Tiago Guedes, 
Milovan Radovic, Masataka Namba and Stjepan Klein. 
This quartet directed “Pimp My Ride” via Sterntag 
Film, Hamburg, for ad agency Wensauer & Partner in 
Ludwigsburg, Germany.  Roland Schwarz was creative 
director for Wensauer & Partner.

Gerhard Leis was executive producer for Sterntag 
Film. Line producer on the job was Birgit Damen. The 
spot was shot in Hamburg by DP Joao Lanca Morias.

Editor was Jamie Thompson of NHB Pictures, 
Hamburg. Colorist was Sven Karlsonn of NHB.

Risque European Spot Has Critters Pounding To The Blaupunkt Beat

“Hold Back”

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

By Robert Goldrich

John Doe Follows The Bouncing Stuffed Animals 
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By Nicole Rivard 

When offering advice to 
a friend or consoling 
them you might find 

yourself saying, “Remember, 
nothing’s perfect.” Well, the 
Patrón Spirits Co. begs to dif-
fer. In an entertaining new cam-
paign for its tequila, the company 
reminds us that while some per-
fection is debatable, some is not, 
like a bottle of Patron. Patrón is 
“Simply Perfect.”

As part of the “Simply Perfect” 
campaign, Patrón launched a Web 
site, www.simplyperfect.com, 
created by Click Here, the interac-
tive division of Dallas-based The 
Richards Group. Visitors to the 
site have an opportunity to post 
text, audio and video messages 
to debate perfection relating to 
the issues introduced in the print, 
outdoor and TV ads. 

For example, the spots, which 
can also be viewed on the site, 
investigate the issues of football 
vs. futbol; yacht vs. early retire-
ment; the real thing vs. battery 
operated; the perfect girl vs. 
the perfect one night stand and 
Animal House vs. Caddyshack.

But in addition to those, the 
site features hundreds of more 
debates to participate in and peo-
ple can add new debates to the site 
as well. Visitors can get involved 
in conversations about hot topics 
like, Yankees vs. Mets, the book 
vs. the movie and deep dish vs. 
thin crust. Each debate includes a 
running percentage tally of votes 
registered.

“The goals of the site are real-
ly to create interaction around 
the brand. The Web site not only 
allows people to debate about the 
things that are in the campaign, 
but it also allows them to sub-
mit their own ideas about perfec-
tion—like whether a 500-square- 
foot apartment is better than a 
5,000-square-foot house in the 
suburbs,” explained Paul Herring, 
director of account planning and 
strategy at Click Here. “They’re 

topics that are relevant to them.”
Recognizing that www.sim-

plyperfect.com was a huge oppor-
tunity for consumers to interact 
with the brand in a way they 
couldn’t with the TV spots and 
print—their comments appear on 
the site in seconds—the Click 
Here team wanted to make sure 
the site looked and felt like it 
was easy to interact with while 
remaining true to the brand.  

“We went to great lengths to 
make sure the design was simple 
and in our, estimation, perfect. 
So we really wanted to make 
sure it was a clean design and 
there wasn’t a lot of clutter—that 
they’re able to interact and fun 
with it,” explained Herring.

Visually, the site maintains the 
brand aesthetic of beauty and sim-
plicity and keeps in step with the 
rest of the campaign—the visu-
al frames for the debate topics 
resemble liquor bottle labels and 
match those in print and on TV. 
The navigation method allows 
visitors to search the site by key 

word. For instance, type in the 
word brunette and the blonde 
vs. brunette debate pops up. Or 
click on “sort by” and organize 
the debates by categories such as 
cars, fashion, food, movies, sports 
and travel. 

“The other neat thing about 
the way the site works is the more 
interaction you have with a par-
ticular debate on perfection, the 
larger the box gets,” said Brian 
Nadurack, creative director, Click 
Here.

He said some of the debates 
that have gotten the most attention 
(so they have the largest boxes) 
include  Caddyshack vs Animal 
House, DVD vs. theater and Big 
12 vs. Big 10.

The latter debate found its way 
onto message boards on ESPN, 
demonstrating the viral strength 
of the site. “The nice thing about 
this campaign is it is so top of 
mind—whatever is top of mind 
right now,” Nadurack said. “It 
allows us to really get into what 
the consumer is thinking each day 

of the week whether or not it hap-
pens to be newsworthy or whether 
it happens to be something spe-
cific towards some type of genre, 
like theater or sports.”

He said one of the funniest 
debates on the site turned out to 
be the concept of two-button vs. 
three-button. “We did this two-
button versus three-button, which 
is obviously a suit. There’s a 
big difference in styling, one is 
very couture. And we’re think-
ing everybody understands that. 
The debate became almost instan-
taneously about a two-button 
mouse vs. a three-button mouse. 
Who even knew?”

While having a few laughs, 
visitors can also learn about the 
different brands in the Patron 
portfolio and find out how to 
mix the perfect drink with them 
by clicking on one of the hand-
crafted glass bottles interspersed 
throughout the debates. A video 
pops up featuring a bartender who 
takes you through the steps of 
creating a Patrón Perfect Cosmo, 
a Patrón Anejo Alexender and a 
Georgia Peach Sorbet Margarita. 

Online advertising was also 
used to drive people to the site. 
Targeted interactive place-
ments could be found on Web 
sites such as RollingStone.
com, Businessweek.com and 
ComedyCen t r a l . com.  Fo r 
example, an ad on the Sports 
Illustrated site invited visitors to 
click either Russian Models or 
Brazilian models to register their 
vote as to which is the perfect 
choice. 

NOT SO SIMPLE
While the site appears to 

be pure and simple to visitors, 
looks can be deceiving. Creating 

Click Here Creates Simply Perfect Web Site for Patrón Tequila
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CREDITS

Client:
Patrón Spirits Co.

Agency
Click Here, Dallas

Dave Kroenke, Ben Myers, 
account management; 

Christopher Owens, Paul Herring, 
account planning;

Chuck Schiller, Brian Nadurack, 
creative directors; Brian Linder, 
Aaron Thornton, art directors;

Karen Vogel, copywriter; Jason 
Sutterfield, Jenny Wolk, agency 

producers; 
Jason Fincanon, programming; 
Jeff Owens and Brandon Aaron, 

back end programmers.

the back end was no easy task. 
“The reason why its so hard is 
because it looks so simple. It 
really had to be one level to get 
in. How do you create some-
thing that allows you to be able 
to build a back end that can be 
as big as you want it to be, but 
yet can still focus in on one indi-
vidual debate at a time? That is 
pretty hard dynamic to come up 
with,” explained Herring.

Based on the layout they got, 
the first challenge was coming up 
with the navigation that allows 
the debates to move around at 
different speeds, according to 
Jason Fincanon, who did the 
programming. 

“Everything you see was built 
in Flash and then we used Ruby 
on Rails for the back end to tie 
into the database and house all 
the comments we're putting in 
and videos that people might 
upload. Flash pulls everything 
in from Ruby. As far as the TV 
commercials that are on there, 
we are streaming those from 
VitalStream as Flash video 
files,” Fincanon said.

The team built the site in 
such a way that it can be adapted 
to other types of technology—
plans for the future may include 
bringing the campaign to mobile 
devices. For now, they are satis-
fied with www.simplyperfect.
com.

“The most gratifying thing 
is taking something offline and 
really making it completely 
interactive—not just an exten-
sion, not just a piece of paper 
that ended up online. That’s 
what’s really gratifying,” said 
Nadurack.

Inbetween debates, visitors can watch the "Simply Perfect" TV spots.
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T
he challenges for all of us in this business are twofold,” 
relates Tim Pontarelli, group creative director at Leo 
Burnett USA, Chicago. “One is to up the entertainment 
value. That’s what will generate attention for your story. 
Otherwise you’re just telling a 
story like every other story a 

viewer has the option to look at.
“The second challlenge,” continues 

Pontarelli, “is to get clients to understand 
that. In many cases that’s the bigger of the two 
challenges.”

However, challenge number two isn’t all 
that daunting for Pontarelli when it comes 
to client Hallmark, which garnered its first 
primetime commercial Emmy Award last 
month for “Required Reading,” a two-minute-
and-45-second ad that ran during a Hallmark 
Hall of Fame telecast. 

Indeed Hallmark has understood the value 
of entertainment dating back to the Golden 
Age of Television, owning and presenting 
top drawer TV movie fare over the decades. 
“Hallmark commercials air during Hallmark 
movies. That’s an environment that attracts 
the kind of viewers over the years who actu-
ally look forward to seeing the Hallmark 
commercials. They’re not getting up during 
the commercial breaks,” says Pontarelli. “The 
commercials have a standard for storytelling 
excellence.”

Furthermore the ads aren’t hard sell. 
Greeting cards are seamlessly integrated into 
the commercial storyline. There’s no prod-
uct message per se. “The commercials and 
the Hallmark movies themselves over the 
many years are pioneering examples of what 
today is referred to as branded entertainment,” 
observes Pontarelli.

“Required Reading” tugs at the heart-
strings, telling the story of Ed, a grown man 
who learns how to read. Initially embarrassed, 
he goes on to steadily make progress, to the 
point where he can, at the spot’s conclusion, 

look over the greeting cards he’s received over a lifetime, understand and 
appreciate them.

“It’s the kind of emotional storytelling that I think Television Academy 
members and judges can relate to—maybe that’s why Hallmark work has 

a track record of Emmy recognition,” con-
jectures Pontarelli, who was a creative direc-
tor/copywriter on “Required Reading,” and a 
writer on Hallmark’s “Working Mom,” which 
earned an Emmy nomination eight years ago.

Pontarelli describes “Required Reading” 
winning the Emmy as “a great high for the 
agency and client, in part because it’s an 
award that is outside of advertising, inclusive 
of the bigger entertainment universe, a level 
we aspire to take our work to.”

At the same time, that bigger picture ori-
entation may make the Emmy more relevant 
than ever to the advertising community, notes 
Pontarelli. “This is a time when our advertis-
ing message has to be entertaining and engag-
ing, whether it’s a commercial or it takes the 
form of another longer piece of entertain-
ment, or sponsorship of entertainment.” In 
this regard, the entertainment-driven perspec-
tive of members of the Academy of Television 
Arts and Sciences (ATAS)—spanning com-
edy, drama, hybrids of the two, and storytell-
ing in general—could prove most valuable in 
assessing the new ads and branded content 
that need to emerge in today’s ever changing 
media landscape in which consumers have 
more control.

David Harner, who at the time was a Burnett 
creative director, directed “Required Reading” 
via Venice, Calif.-based production house The 
Institute For The Development of Enhanced 
Perceptual Awareness. The spot was produced 
on spec, with Hallmark embracing the fin-
ished work and airing it. (See separate piece 
in this week’s News section for the back-
story.) Harner additionally served as creative 
director/copywriter/art director on “Required 
Reading,” which advanced his directorial reel. 

Emmy-Winning Emmy-Winning 
PerspectivesPerspectives

By Robert Goldrich

Creative Directors Behind 
TV Academy-Honored Work 

Discuss Challenges That Lie Ahead
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Shortly after finishing the com-
mercial, he moved over to the 
production company side, join-
ing The Institute to focus on his 
directing career.

Meanwhile Pontarelli con-
tinues his Burnett career which 
began 15 years ago. His first gig 
at the agency was writing the 
little “hold” messages callers to 
United Airlines (then a Burnett 
client) would hear waiting for 
reservations or other services. 
He steadily moved up the agency 
ranks, taking on expanded cre-
ative responsibilities. He even 
co-directed some jobs with 
Harner.  But his focus remains on 
his group creative director duties. 
“This is an extremely exciting 
time for creatives,” assesses 
Pontarelli. “There are opportuni-
ties emerging in different forms 
of entertainment product as we 
search for and find new ways to 
connect with audiences.”

BILL BRUCE
For the first time in the 10-

year history of ATAS honor-
ing commercials, there was 
a tie last month for the prime-

time Emmy—with Hallmark’s 
“Required Reading” and FedEx’s 
“Stick” each receiving a coveted 
statuette.

“It’s a great honor,” says 
BBDO New York chief cre-
ative officer Bill Bruce of the 
Emmy for his agency’s “Stick,” 

which was directed by Traktor of 
bicoastal/international Partizan. 
“The work we’ve done on FedEx 
has done really well. This par-
ticular spot just had a big epic 
feel to it.”

A common bond between 
“Stick” and “Required Reading” 
is that they debuted in program 
environments in which viewers 
wanted to see the commercials—
Hallmark, as alluded to earlier, 
in the Hallmark Hall of Fame 
context, and “Stick” which pre-
miered during this year’s Super 
Bowl telecast, in which spots are 
in some circles regarded as enter-
taining, if not moreso, than the 
game itself.

Bruce refers to the Super 
Bowl as the ultimate entertain-
ment venue, a great place to 
launch and showcase a commer-
cial, underscoring that agency 
creatives “need to continue to 
keep an eye on what we need to 
do, which is to engage and capti-
vate, inform and excite viewers 
so that they will seek out this 
content—whatever and wher-
ever it may be—on TV, a film 
on the Internet, print, any new 
media platform. We have to have 
people come to us, to want to see 
our product. This is no longer a 
medium where we can force feed 
our message to people--it’s not 
when TV consisted of little more 
than three networks.”

This brave new world, con-
tinues Bruce, “takes clients that 
have confidence in their brands 
and in their agency, confidence to 
do the unexpected so as to break 
out of that old model defined by 
reach and frequency.”

Client impetus—fueled fur-
ther by the Super Bowl dynam-
ic—made it imperative that 
“Stick” be entertaining, says 
Bruce. “We went back to pre-
historic times to tell a funny, 
entertaining story that people 
would relate to.”

The 45-second spot shows us 
how overnight packages got deliv-
ered—or more accurately, not 
delivered—back when dinosaurs 
roamed the planet. The commer-
cial opens on a caveman tying 
a stick that he needs delivered 
around the leg of a Pteranodon. 
The massive bird-like creature 
takes off only to be snatched out 
of the sky by a T-Rex. The stick 
falls to the ground, and the cave-
man goes to his boss to report that 
his attempt to get the stick deliv-
ered has failed. Unfortunately 
for the caveman, his boss fires 
him. The caveman laments, “But 
FedEx doesn’t exist yet!” His 
boss replies, “Not my problem.” 
To make a bad day even worse, a 
Brac crushes the caveman when 
he steps out of the cave.

The BBDO New York cre-
ative team on “Stick” consisted 
of chief creative officers David 
Lubars and Bruce, executive cre-
ative director Eric Silver, associ-
ate creative director/art director 
Jonathan Mackler, associate cre-
ative director/copywriter Jim Le 
Maitre, executive producer Elise 
Greiche and director of music 

and radio production Rani Vaz. 
Jim Bouvet executive produced 
for Traktor. The DP was Tim 
Maurice-Jones. Editor was Gavin 
Cutler of Mackenzie Cutler, New 
York. Framestore CFC, New York, 
was the visual effects house.

This is the first Emmy win and 
second nomination for FedEx. 
The client’s  first Emmy nomi-
nation came in ‘00 for “Action 
Figures” directed by Bryan 
Buckley of bicoastal/international 
Hungry Man for BBDO.

Besides garnering FedEx its 
first Emmy, “Stick” set another 
precedent for the client. The com-
mercial was FedEx’s first pro-
duced in high definition. “We’ve 
gone HD with other clients; it’s 
becoming more prevalent,” shares 
Bruce. “As the influx of HD 
makes more of a mark, having 
your spot in HD is just as impor-
tant because it says something 
about your brand. When you’re 
watching an HD channel and a 
non-HD spot comes on, it stands 
out in the wrong way. If you’re 
HD in that environment, there’s a 
subtext of the brand being in step, 
staying with the times and being 
forward thinking.”

Bruce grew up in a Detroit 
suburb. He went to Michigan 
State and got a job at JWT Detroit 
“after threatening to kill myself 
in a telegram,” he laughs. “Then 
I went to BBDO Detroit where 
through circumstances I got a 
chance to work on some Pepsi 

business. My work caught the eye 
of [BBDO creative maven] Phil 
Dusenberry and just two years 
out of college I found myself at 
BBDO New York.”

Bruce moved up the creative 
rungs at BBDO New York from 
writer to now chief creative 
officer. He’s been at the agen-
cy for 19 years, during which 
time he’s been “continually 
working on everything, all the 
different accounts. BBDO has 
always had something for me, 
the sense that we’re continually 
moving to another, better place. 
There’s never a sense of feel-
ing stagnant. We’re not looking 
at things through an old lens. 
We’re embracing and adapting to 
changes.”

On the latter front, Bruce is 
especially enthused to work with 
Brian DiLorenzo, who recently 
came aboard in the newly cre-
ated position of executive direc-
tor, content, for BBDO North 
America. DiLorenzo, formerly 
director of broadcast production 
at Fallon Minneapolis, will be 
responsible in his new BBDO 
capacity for helping to spearhead 
the agency’s move into all areas 
of content, working in concert 
with Hollywood, mobile and 
digital carriers, the production 
industry at large and other rel-
evant communities.

“Brian’s experience and 
involvement in these areas will be 
great to tap into,” relates Bruce. 
“There are areas we haven’t 
even touched on yet which we’re 
looking forward to getting into. 
Everything is open, but it’s all 
dependant on what a particular 
client’s needs and objectives are 
and how we can best fulfill them. 
If it makes sense to come at peo-
ple with a TV show or a comic 
book or a movie or an online 
film, that’s what we’ll do—what-
ever it takes so that we can talk 
to who we want to talk to in the 
most relevant, powerful way.”

MARK MONTEIRO
“Three years ago we weren’t 

on the map yet creatively as an 
office,” says Mark Monteiro, 
executive creative director of 
DDB Los Angeles. Since then, 
the ad shop has scored cre-

Creative Directors Reflect On Emmy, Creative Challenges That Lie Ahead
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atively on assorted fronts, the 
highest profile creative achieve-
ments coming for Ameriquest 
Mortgage, which won the prime-
time commercial Emmy in 2005 
for “Surprise Dinner” and fol-
lowed that up this year with a 
nomination for “Concert.” Both 
“Surprise Dinner” and “Concert” 
were directed by Craig Gillespie 
of bicoastal/international MJZ.

“Now we’re probably the 
most awarded agency in Southern 
California and the challenge is to 
maintain that. Prior to this, there 

was some comfort in obscurity,” 
says Monteiro tongue slightly 
in cheek. “But now you have 
to keep the creative momentum 
going, finding the people inter-
nally who can do just that, while 
making every effort to keep your 
key talent and restaffing when 
other agencies come and take 
your people based on the great 
work they’ve done.

“Wha t ’s  g rea t ,”  qu ips 
Monteiro, “is I no longer have to 
go into a new business pitch and 
say, ‘Swear to god, we’re cre-
ative. We’re good. Let me show 
you a Belding Award from 1963.’ 
The work we’ve been doing in 
recent years is generating inter-
est. The awards and the results of 
the work are starting to translate 
into new business—particularly 
in that we’ve been able to be cre-
ative for a client [Ameriquest] in 
the sub-prime mortgage category. 
That, the work for Wells Fargo 
directed by Rocky Morton [of 
MJZ], for Epson and highly cre-
ative stuff for smaller accounts 
[L.A. Film Festival] has regis-
tered in the marketplace.”

In “Concert,” a father is driv-
ing his daughter and her girl-
friends to a rock concert. He pulls 
over so that the girls can make 
a quick stop at a mini market. 

The girls get out of the car, but 
the daughter, whose garb is a bit 
risque, comes back as the father 
hands her some money. Cops 
witness the girl leaning back 
inside the car to grab the cash 
and assume they’ve got a bust for 
soliciting a minor. The now famil-
iar Ameriquest slogan appears: 
”Don’t judge too quickly.” As we 
see the Ameriquest logo, we hear 
the arrested man’s explanation: 
“I’m her daddy.”

The DDB ensemble on 
“Concert” consisted of creative 
directors Monteiro and Helene 
Cote, art director Sarah May 
Bates, copywriter Josh Fell and 
producer Vanessa MacAdam. 
The DP was Tami Reiker. Editor 
was Haines Hall of Spot Welders, 
Venice, Calif.

While it may seem like it to the 
outside world, DDB Los Angeles 
hasn’t been an overnight success. 
“Our very first assignment for 
Ameriquest,” recalls Monteiro, 
“was a number 10 direct mail 
envelope piece. There were years 
of grunt work, but we and the 
client built on an idea that people 
relate to, which eventually gradu-
ated to the Super Bowl with a 
campaign [including “Surprise 
Dinner”] last year. The idea is 
that you, the customer, are more 

to us. As a company we will treat 
you with a little more respect than 
others out there in this category. 
We won’t rush to judgement...
We won’t judge you too quickly. 
We’ll take the time to know you 
and your situation. Once you 
establish that thread, you can do 
anything—a direct mail piece, a 
NASCAR sponsorship, a Rolling 
Stones tour, the Super Bowl.”

Monteiro broke into the biz 
writing brochures for Honda 
Motorcycles  a t  Dai ley & 
Associates, Los Angeles. This 
landed him a job working on 
Yamaha Motorcycles at Chiat/
Day, during its genesis as a cre-
ative hot shop in 1984. Aside 
from some brief detours at Tracy 

Locke’s Los Angeles office and 
Team One, El Segundo, Calif., 
he has gone back and forth from 
TBWA/Chiat/Day to DDB to 
Chiat and back to DDB. His cur-
rent tour of duty at DDB has been 
for seven years and counting.

“I don’t think the industry cre-
ative challenge has changed all 
that much,” Monteiro observes. 
“Yes, we have to deal with new 
media, all the new channels, TiVo 
and branded entertainment. But 
at the end of the day, they’re just 
tools to me. How am I going to 
use them in the most creative way. 
Using a tool, how will I reach 
people better than the other guy 
using the same exact tool. It all 
comes back to the idea.”

Mark Monteiro

Ameriquest’s “Surprise Dinner”
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to new heights when “Required 
Reading” garnered the Academy of 
Television  Arts and Sciences’ honor. 

Hallmark initially decided to 
go with another commercial over 
“Required Reading.” However, 
Burnett’s Harner believed in 
“Required Reading” and decid-
ed to direct it himself. He sought 

and got the necessary financial 
and production support from The 
Institute for the Development of 
Enhanced Perceptual Awareness. 
Harner related that he also partially 
financed the job and asked friends 
to pitch in to help the project stay 
on a tight budget. Having directed 
several projects while at Burnett 
over the years, Harner took on 
what was easily his most ambi-

tious helming endeavor to date. 
The commercial wrapped and 
was presented to Hallmark, which 
embraced the two-minute-and-45 
second spot. “Required Reading” 
wound up debuting on a Hallmark 
Hall of Fame telecast. Shortly after 
he completed “Required Reading,” 
longtime agency creative Harner 
jumped over to the production 
house side of the business, joining 

The Institute to pursue a directorial 
career.

Harner chose The Institute 
as his roost based largely on the 
positive experience he had on 
“Required Reading,” citing the 
commitment of the production 
house’s partner/executive produc-
er Scott Gardenhour to the spot. 
Now the Emmy win has generated 
further momentum for Harner as a 

director. Plans also call for him to 
help in content creation and devel-
opment at The Institute.

In addition to directing 
“Required Reading,” Harner 
served as creative director/writer/
art director. Burnett group cre-
ative director Tim Pontarelli was 
creative director/copywriter on 
the job. (See this week’s Agency 
Creative Series for Pontarelli’s 
reflections on the Emmy win.) 

In “Required Reading,” an 
older man, Ed, reluctantly walks 
into a classroom for reading les-
sons. The teacher starts him with 
a children’s book, the title of 
which he can’t even read. Later 
that night, he takes the bus home 
from class as a girl passenger 
notices the book in his backpack. 
He “explains” that  the book is 
his daughter’s. Subsequent lessons 
show Ed slowly yet steadily mak-
ing progress until he can read on 
his own. We then see him at home 
where he opens a box containing 
greeting cards he’s received over 
the years. He reads the first one out 
aloud: “Papa means love. I know 
this is true. I know it because my 
papa is you. Happy Father’s Day, 
Papa.” It is signed, “Love, Jenny.”

Roger Petrusson line produced 
“Required Reading” for The 
Institute. Tim Olgerson was the 
DP. Editor was Bob Ackerman of 
Avenue, Chicago.

“Required Reading” Goes From Spec Ad To Emmy Winner
Continued from page 1

up with the Hughes Brothers.
As previously alluded to, the 

Hughes Brothers made a major 
splash in videos, working with 
assorted artists (Tupac Shakur, 
Too Short, KRS-1) dating back to 
1991. But Albert Hughes observed 
that videos aren’t as story-orient-
ed today. “Without that element 
that inspires storytelling, music 
video projects aren’t as appealing 
to us, even though we continue to 
get offered quite a few of them,” 
said Albert Hughes. The brothers’ 
last music video directing gig was 
a clip for Korn nearly four years 
ago. Allen Hughes said they’d be 
open to directing a video if the 
right narrative opportunity came 
along. Should such a clip arise, it 
would be produced via greatguns.

The directorial lineup at great-
guns: USA includes The Hughes 
Brothers, Claudia Alberdi, Phil 
Boston, Gurinder Chadha, Luis 
Gerard, Mike Goode, TJ Hall, 
Sharon Maguire, Frank Ockenfels, 
Lisbon Okafor, Micheal Ozier, 
James Spence, Patrick Van 
Houtem, Lizelle Wagner and Tim 
Ward.

The greatguns: USA. spot sales 
force consists of independent reps 
Mary Ford on the East Coast, 
Maureen Butler in the Midwest 
and Siobhan McCafferty on the 
West Coast.

—By Robert Goldrich

The Hughes Bros. 
Join greatguns In 
U.S., Europe
Continued from page 8
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of tomorrow's 
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cinematographers.

Based on the great success of SHOOT's annual New Directors Search, we are pleased to officially launch SHOOT's First Annual New 
Cinematographers Search to discover the best up-and-coming cinematographers who, based on their initial work, show promise to soon make 
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with input from established cinematographers and directors, as well as ad agency creative directors & heads of production.  SHOOT will call on leading 
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in December and the showcase reel will be posted on SHOOTonline.com.  
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spots, cinema ads, branded content

Category 2:  Features/Shorts/Music Videos Category 3: Alternative Media
(webisodes, online spots, mobile phone content, 
in-game advertising, advergaming, virals)
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than 2 years, you are eligible to enter.   Assistants, film students, and skilled amateurs are also eligible.

ENTER SHOOT'S NEW 
Cinematographers search!

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

Get your submission form today: Entry Deadline: Send Submission form (must be completely filled out), entry fee, and work
www.shootonline.com/go/search Oct. 20,  2006 on DVD to SHOOT's East Coast office:

Questions: cgiardina@shootonline.com
or rgoldrich@shootonline.com SHOOT

Entry Fee: 21 Charles Street, #203
Event sponsor info: $75.00 Westport, CT 06880 USA
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Looking Looking 
DownstreamDownstream

Digital Cameras Digital Cameras 
Prompt Prompt 

Examination Examination 
Of Post WorkflowsOf Post Workflows

A
dvancements in digital cinematography camera 
technology have prompted a flurry of discussion in 
the production community. It has similarly sparked 
careful examination of related postproduction work-
flows—and it’s a complex subject, because it looks 
like proprietary workflows may be common until a 

de facto standard emerges. Additionally, the postproduction work-
flows vary quite a lot as some are tape-based and others use new data 
models.

One thing everyone seems to agree on is that it is wise to get the 
post house involved at the very outset. “The first thing is the cinema-

tographer, digital imaging technician (DIT) and postproduction facil-
ity should have a conference call to discuss what will be done each 
step of the way,” explains DP Bill Bennett, ASC. “That’s critical, so 
downstream it goes smoothly in post. If you don’t plan appropriately, 
it can really bite you later.

“If there is anything unusual that you are doing—off speed frame 
rates, blue screen—I would highly recommend that you plan a [test] 
shot and test the postproduction before you commit a multi-day shoot 
using that plan,” he adds.

“I would not do a commercial without knowing the workflow 
and having a discussion with the post house,” agrees Steven Poster, 

17-Looking Downstream 18-What Clients Want

Continued on page 20

By Carolyn Giardina

POSTPRODUCTION & EDITINGPOSTPRODUCTION & EDITING
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By Nicole Rivard

Before teaming up with 
bicoastal Lost Planet in 
March of 2002, executive 

producer Betsy Beale worked 
with TBWA/Chiat/Day, San 
Francisco, for two years. It was 
during that time as an agency 
producer that she collaborated 
with Lost Planet editors Hank 
Corwin and Paul Martinez on 
the famous Fox Sports campaign 
(“Nailgun” cut by Corwin, “Leaf 
Blower” and “Boat” edited by 
Martinez) promoting Major 
League Baseball, which racked 
up a Cannes Lion, an AICP Show 
Best Campaign and an Emmy 
nomination (for “Nailgun”). The 
experience taught her how an 
editorial company can be what 
she describes as “a great partner 
in the process.”

That’s why a few years later, 
when she had an opportunity 
to bring her agency experience 
to the mix at Lost Planet and 
help to make the shop an even 
greater partner, she couldn’t 
resist. 

“When I joined Lost Planet, 
it was a company with a stellar 

reputation editing and I thought 
it was my role to enhance the 
client experience at Lost Planet, 
to raise the level of service here 
to help agencies’ producers with 
the editorial and post produc-
tion challenges they face every 
day,” Beale says. “I think my 
experience as an agency pro-
ducer and client at Lost Planet 
really helped. I knew what it 
was like on ‘the other side’ and 
I was already familiar with all 
of the editors here.”

She explained that the chal-
lenges facing agency producers 
in post include tighter budgets; 
faster schedules; producing for 
mediums other than TV, such 
as cinema, the Internet, cell 
phones, screens on airplanes, 
etc.; and producing projects in 
HD. 

“As a company we have 
responded to these challenges 
by sending editors on location 
where they can edit on a laptop 
while the agency is shooting; 
sending editors to cities outside 
of New York and Los Angeles to 
edit in order to help work with 
agency budgets and schedules; 
and forming an alliance with 
a European company (WORK 
editorial in London) to help ser-
vice our international clients 
and U.S. agencies working with 
London-based editors. We will 
also be doing HD online ses-
sions in house to help clients 
who need to deliver their proj-
ects in HD.”

Beale is not alone in transi-
tioning from the agency side to 
edit house management. With 
more editing houses popping 

up, there are more opportuni-
ties to make the switch. “It is 
definitely becoming more prev-
alent,” she says. “I have heard 
of a bunch of people I know 
who have switched over. An 
agency producer has been a cli-
ent. So they understand what 
clients need, what they like, 
what the pressures are on our 
clients inside the agency from 
their clients. So it is a very nat-
ural transition to try to form a 
post company that can really 

serve a client’s needs.”
Rob Van, executive produc-

er of Butcher Editorial, Santa 
Monica, Calif., says it is com-
forting for agencies to work 
with edit houses managed by 
someone who’s been in the 
trenches like them. “If there is a 
mutual understanding of what’s 
going on, I think it just makes 
it easier,” says Van, who came 
from Fallon, Minneaopolis.

For example, he was working 
with an agency producer and 
he got to the point in the cuts 
where he was ready to work 
with the agency’s sound house. 
“She said, ‘We don’t really have 
one on this. And the spot really 
demanded a really good sound 
designer and music, and that 
was really a mistake that had 
occurred in her preparation,” 
Van explains. 

“I made a lot of calls with a 
lot of music houses and sound 
designers that I still knew when 
I was an agency producer. I just 
kind of called in a favor. We 
seamlessly corrected the prob-
lem and they’ve been back a 
couple times since. They know 

What Clients Want
Edit House Execs with Agency Pedigree Gain Prominence

Betsy Beale Rob Van



they can count on us.” 
Stephanie Apt, president of 

Final Cut, New York, says her 
agency experience at J. Walter 
Thompson, New York, gave her 
awareness of how agency pro-
ducers would like to work given 
the opportunity. 

“I thought increasingly that 
we were working with directors 
all over the world and that there 
was an interest in the editors that 
were working with those direc-
tors,” Apt says. “I noticed that it 
is hard for an agency to have its 
people in another country for an 
extended period of time when 
they come to the editing phase 
of post production.”

When she decided to head 
up London-based Final Cut’s 
New York expansion, it was to 
provide a structure wherein its 
editing talent could travel to the 
United States to be available to 
their director clients, as well as 
to American directors. 

“I thought it was a very 
interesting business opportu-
nity to be able to bring that 
talent to the United States and 
to make it possible to be able 

to work with editors from the 
U.K .and subsequently from 
other countries,” she said. “I 
am absolutely ecstatic I made 
the switch.” 

Tommy Murov, executive 
producer at the New York office 
of bicoastal Spot Welders. is also 
thrilled he made the transition. 
He brings with his agency expe-
rience at Fallon, Minneapolis an 
ability to anticipate, giving Spot 
Welders a competitive edge. 

“Coming from the agency 
side and its process, I under-
stand the many tiers my clients 
have to report to. I can help 
them prepare for different sce-
narios, such as what happens 

if we don’t get client approval 
when we expect, can we proceed 
with our sessions? Without hav-
ing to bother my client, I can 
make scheduling alternatives, 
have my staff ready to work 
when the client needs or call my 
vendors to let them know the 
variables that might come into 
play so that whatever does hap-
pen, we’re prepared to serve the 
agency. Then we can act without 
much notice knowing that we’re 
prepared.”

Likewise Sybil McCarthy-

Hadfield, former senior pro-
ducer at  TBWA/Chiat/Day 
Los Angeles, who joined Los 
Angeles-based Jigsaw as execu-
tive producer in April, is utilizing 
her ability to anticipate clients’ 
needs and help them problem 
solve on a project the company 
is working on for Rolex. 

“We’re finishing this in 
October, but since we are shoot-
ing in HD we are already having 
meetings with specialists in HD 
and HD sound, making sure we 
understand how we are going to 

cut the job. It’s being a week or 
two ahead of a job. It’s a skill 
that really helps to translate and 
help my clients. 

“There’s an expectation from 
our clients that we understand all 
the technical aspects of HD and 
what’s coming next. So that’s 
been a challenge for me. As an 
agency producer you have to 
understand it on a certain level 
but you don’t have to be able to 
explain it to a client, and I think 
on this side you have to be right 
there next to it.” 

Helping agency producers 
deal with the ramifications of 
HD is something Sue Dawson, 
executive producer at  The 
Whitehouse’s Santa Monica 
shop, is happy to do since she 
knows they already have so 
much on their plate from her 
stint at Wieden + Kennedy, 
Portland, Ore.

“By the time the agency gets 
here, they have been so beaten. 
We get to be nice and take care 
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ASC, who is keen to begin 
using the term ‘hybrid work-
flow’ to describe these process-
es. “Everyone [needs to be] on 
the same page.”

One topic that sources dis-
cussed was the dailies. “For 
commercials, I believe the best 
way to see dailies is projected,” 
Poster recommends.

“It’s important to keep the 
habits of filmmaking with qual-
ity, experienced film people 
checking the dailies,” adds 
Rainer Knebel, VP of DI ser-
vices at Ascent Media Creative 
Services, Santa Monica, Calif. 
“With film dailies, you have a 
colorist looking at the images, 
and can catch potential prob-
lems immediately…With digital 
acquisition, the dailies process 
becomes very much just dupli-
cation. There’s not necessarily 
a colorist involved, which can 
cause problems later on.”

He continues, “Raw data has 
no color correction applied. The 
first step will be a color correc-
tion session, applying the cin-
ematographer’s and director’s 
look to the images.”

Knebel recommends keep-
ing color correction a postpro-
duction process, and maintain-
ing the original camera data as 
untouched as possible to ensure 
the widest range of postproduc-
tion choices.

When looking further into 
post, sources interviewed for 
this article largely agree that if 
you record to tape and follow 
a tape-based workflow, exist-
ing post pipelines generally can 
work. Where it gets more touchy 
is when productions record to 
disc and create digital files. 

Manufacturers are working 
to remedy the key challenges 
to these workflows, but pres-
ently many of these are being 
addressed on a case-by-case 
basis.

A few point out, as an exam-
ple, that from the digital master 
files, a production would need 
to generate clips with time code 
for editing. “But a lot of digital 
cameras do not generate time 
code,” Knebel explains, “and 
time code needs to be consis-
tent and managed.” So if the 
intent is to go back to the data 
masters, then after postproduc-
tion receives the Edit Decision 
List (EDL), it may face a chal-
lenge in matching the time code 
to the digital files.

Knebel notes that another 
factor to keep in mind is that 
digital cinematography produc-
tions also tend to shoot a higher 
ratio of footage. This means 
that the need is even greater to 
carefully manage time code. 
He adds that this also means 
that the editor has much more 
material to browse through, and 
shoot notes become even more 
important.

NEW RANGE
Some companies that offer 

postproduction services are 
outright expanding their range. 
“What we are seeing is this that 
digital technology goes beyond 
the cinematography and funda-
mentally changes the produc-
tion chain…There’s no more 
post, it’s digital production,” 
says Ed Ulbrich, senior VP/
executive producer of com-
mercials and music videos at 
Venice, Calif.-based Digital 
Domain, explaining that DD’s 
involvement begins in prepro.

“It’s not just what we are 
shooting but how that data 
moves from production through 
digital production and post… 
it’s data management,” he 
adds. That encompasses secu-
rity, redundancy and archiving. 
Ulbrich points out that insur-
ance companies want to know 
that these issues are being 
addressed so that the data is not 
at risk of being lost.

Digital asset management 
is obviously a vast subject. 
Ulbrich reports that DD has 
been using the Pix management 
software-based service, which 
includes features such as pass-
word protection and reviews. 
DD has also been able to add 
script notes in the metadata, as 
well as allow the director to use 
voice annotation.

In additional to data man-
agement, Ulbrich identified 
color management as one of 
the key issues to watch in 
post workflow. For commer-
cials, he says Digital Domain 
typically handles all color cor-
rection downstream in color 
grading suites and using Look 
Up Tables (LUTs). He adds 
that lately DD has been often 
using Technicolor  Digi ta l 
Intermediates in Burbank.

This is also where the Digital 
Intermediate (DI) is being done 
for director David Fincher’s 
next feature, Zodiac, which is 
currently in postproduction. 
(Fincher’s commercialmaking 

home is bicoastal Anonymous 
Content.) DD is a close collab-
orator in production of Zodiac. 
Los Angeles-based Rock Papers 
Scissors is also very much 
involved in the development of 
the editorial and post workflow 
for the feature.

For those unfamiliar with 
the term DI, it is the process 
of transferring camera footage 
into the digital realm for all 
postproduction including color 
grading in order to create a dig-
ital master, which may be used 
to go out to film and all other 
required deliverables. It is a 
process that took off in the fea-
ture film community for proj-
ects that start and end on film, 
although these have increas-
ingly mixed film and digital. In 
the spot arena, DI-related post-
production technologies are 
prompting commercial houses 
to begin using DI-style work-
flows, with a primary benefit 
being the ability to color correct 
in a nonlinear environment. 

But while data management 
and color management are chal-
lenges, Ulbrich says ultimately 
the biggest pitfall is a lack of 
education about new tools and 
processes. “Make sure the crew 
is not learning on the produc-
tion,” he emphasizes. “The time 
to train is not on set.

“[Digital cinematography 
workflow] works better, faster, 
and cheaper than a film shoot,” 
he asserts. “At the same time 
I’ve seen people have horrible 
experiences.” 

New York-based Nice Shoes 
has a similar message, as it 
moves toward extending its 
business into production ser-
vices. The post house now has 
a Grass Valley Viper digital 
cinematography camera avail-
able for rental or for complete 
production and postproduction 
packages. Calling this move 
a “natural step,” Nice Shoes 
partner/director of engineer-
ing Joe Bottazzi reports that he 
would be at the International 
B roadcas t i ng  Conven t ion 

(IBC), which began this week 
in Amsterdam, looking at addi-
tional digital cinematography 
cameras and camera technolo-
gies.

Why this direction? Bottazzi 
suggests that the best way to 
avoid workflow problems is by 
having a turnkey operation. He 
says it is critical to have the 
post house involved early on, 
and even represented on loca-
tion during the shoot.

As for post workflow, he cites 
a few key issues to be aware of. 
For one, when mixing different 
media together, he points out 
that color correction becomes 
extremely important in order to 
have a consistent look.

He continues to examine 
format options, while report-
ing that Nice Shoes has been 
working mostly on tape-based 
jobs, primarily in HDCAM SR. 
“I don’t know if data is nec-
essary,” he says, complement-
ing the look of tape with 2:1 
compression. He adds that data 
brings extra things to be aware 
of, also citing the issue of gen-
erating accurate time code.

As for the company’s new 
strategy, Bottazzi concludes, 
“With so much more HD work 
coming, it’s only a matter of 
time before [agencies] will start 
asking [questions about digital 
cinematography and post work-
flows].  This gives us an oppor-
tunity to get involved.”

Industry Artisans Get Into The Workflow
Continued from page 17

of them. Even in the bidding 
process we ask if they are going 
to finish HD. You’ve got to make 
the producers ask those ques-
tions and make them get infor-
mation because it does affect 
your post,” says Dawson. “I 
think because they are pulled 
in so many directions that they 
aren’t realizing this.”

For Dawson, the most satis-
fying part of the transition from 
the agency side to postproduc-
tion is seeing young assistants 
grow and become young editors. 
“In the last year The Whitehouse 
promoted seven assistant editors 

to editors. My role is nurturing 
that, and helping them along 
and making sure once it happens 
they are supported with sales 
and a great reel. At an agen-
cy you are helping the director 
and the writer see their vision 
and it’s about the spot. Here it’s 
still about the work, but it’s also 
about the people. It took me a 
long time to figure that out.” 

While  her  career  move 
proved to be rewarding, Dawson 
suggests talking to people who 
have made the transition before 
switching because things are not 
always simpler on the post side. 

“I think there is a perception 

that the post side is easier and it’s 
not,” adds McCarthy-Hadfield. 
“In this climate right now, it is 
much more competitive and any 
executive producer who jumps 
from the agency side has to be 
invested in the sales and growth 
of the company and going after 
forms other than commercials. 
They have to be open to younger 
talent and to longer format that 
doesn’t have a lot of money. And 
then the challenge when you 
broaden yourself, which you 
have to, is keeping the brand 
strong, staying creative and hav-
ing your company run profit-
ably.” Sybil McCarthy-Hadfi eldSue Dawson

Ad Agency Pedigree Prevalent In Editorial House Management
Continued from page 19

Joe Bottazzi

Ed Ulbrich Bill Bennett
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Sitley offers a broad range of 
expertise that extends beyond 
his agency pedigree. He has 
experience directing commer-
cials (including via now defunct 
Sitley Parker Films) and as a free-
lance production consultant. He 
also headed production for tal-
ent agency CAA, Beverly Hills, 
in its early work for Coca-Cola 
International.  Earlier Sitley was 
director of broadcast production 
for Chiat/Day, New York (now 
TBWA/Chiat/Day). He began 
his career at DDB New York 
and later held positions at since 
closed agencies Edge Creative 
and Ally & Gargano.

Given Sitley’s background, 
it stands to reason that he will 
hear from ad agencies in his new 
capacity. However in the early 
going he’s been surprised by the 
initial calls which have come 
from media firms and interactive 
companies, with each looking to 
form the ad hoc umbrellas he 
had alluded to in order to make 

envisioned projects a reality.
Beyond Belief, said Sitley, 

is dedicated “to the creative 
and nimble production of intel-
lectual property for marketers, 
produced in any media, in any 
platform and any venue. Our 
projects will be as much about 
film and TV as they might be 
about gaming, music, publish-
ing, interactive or wireless con-
tent. We’re defining our universe 
as anything that’s not geared to 
traditional advertising.” 

BLIP
Meanwhile Zoo Film, a 

Hollywood-based production 
house launched last year by 
executive producers Gower Frost 
and Jan Wieringa in tandem with 
director Michal Utterback, has 
diversified into alternative media 
with the recent formation of a 
division, Blip Boutique, head-
ed by creative directors James 
Frost and Mary Fagot. The latter 
is former creative director of 
Capitol Records, while James 
Frost directs spots and music 

videos via Zoo. 
James Frost first established 

himself as a music video hel-
mer for such artists as Norah 
Jones, Beta Brand, Bright Eyes, 
Pearl Jam, Melissa Ethridge, 
Kylie Minogue, Aimee Mann, 
Coldplay and Stereophonics. He 
then extended his reach to com-

mercials with 24 Hour Fitness 
for Hill Holliday, Boston, and a 
series of NFL Network spots for 
Young & Rubicam, New York.

Back in 2002, Frost directed 
a different promotional vehicle 
for music artists, taking the form 
of four :15 clips for the band 

The Flaming Lips, working with 
then Capitol exec Fagot.  The 
Internet clips, which Frost and 
Fagot call “blips,” amounted to 
a campaign to promote the band, 
helping to create awareness 
of the act. He has since done 
more of the same with short 
Web clips for the Beastie Boys, 
Sound Team, Coldplay and The 
Redwalls. These endeavors led 
to the formal launch of Blip 
Boutique earlier this year, with a 
game plan to explore online and 
alternative media forms span-
ning not just music fare but also 
new short and longer form con-
tent for advertisers. 

Blip’s first ad endeavor has 
been to fashion Web content for 
Alfa Romeo via Frost-edited cut-
downs from a spot directed by 
Luca Maroni (who’s on the Zoo 
roster) for the Italian carmaker. 

Frost characterized the music 
industry as “an experimental 
frontrunner,” with lessons that 
can be applied to the ad sector. 
Clearly, he said, clients have 
to adopt entertaining content in 

order to engage viewers on the 
Web or elsewhere.

For Gower Frost, the Blip 
Boutique helps Zoo on two 
fronts. For one, its directors can 
tap into alternative media via 
Blip, working in concert with 
James Frost and Fagot. Gower 
Frost also envisions the nature of 
Blip’s endeavors attracting new 
young talent, which in turn may 
make the boutique a bit of “a 
pipeline for up-and-coming film-
makers” who could prove viable 
for Zoo and its clientele.

Gower Frost is perhaps best 
known for building the venerable 
international production house 
Jennie & Co. as its owner/presi-
dent. Zoo’s Wieringa has served 
on both the production house and 
agency sides of the business. She 
was an executive producer at now 
defunct Propaganda Films. Later 
she was senior VP of broadcast-
ing at GSD&M, Austin, Texas. 
While there, she was active in 
commercials and long-form con-
tent. She had a hand in the launch 
of the agency’s film division and 
produced its first project, the 
IMAX format Texas: The Big 
Picture.

of Burnett, Lima.
TWC partner/executive pro-

ducer Mark Thomas saw John 
Doe’s work earlier this year, which 
led to an in-person meeting at the 
Cannes International Advertising 
Festival. Thomas and the direc-
tors struck up a rapport, laying the 
groundwork for their agreeing to 
make their first foray into the U.S. 

market via TWC. Thomas said he 
simply regards John Doe as “a 
great comic directing crew.”

Besides being favorably 
impressed with Thomas, John 
Doe gravitated to TWC based on 
its track record in top drawer spot 
production, as well as its connec-
tions in the feature film world. 
On the latter score, film producer 
Ralph Winter (X-Men, Fantastic 

Four) is a founding partner in 
TWC along with Thomas and 
director Phil Cooke. The trio 
launched TWC three years ago.

John Doe joins a TWC direc-
torial roster that includes Brian 
Baderman, Martin Brierley, Trevor 
Cornish, Jeff France, Michael 
Fueter, David Jellison, Justin 
Klarenbeck, Suthon Petchsuwan 
and Bo Platt.

 John Doe Signs With TWC For U.S. Spots
Continued from page 4

of development and set to go 
out to directors in the fall.

Reactor  i s  addi t ional ly 
attached to produce a comedy 
and an action film, the details 
of which are under wraps. Both, 
which are described as high-
concept tentpole films with 
modest budgets, are set to go 
out to studios this fall.

Danny Llewelyn continues 
as Reactor’s feature develop-
ment executive.

SPOT UPDATE
Meanwhile, Reactor’s direc-

tors have recently wrapped and/
or are in the midst of ad or music 
video jobs. On the latter front, 
director Chris Applebaum—who 
recently joined Reactor—has fin-

ished clips for Paris Hilton, Aly 
and AJ, and Vanessa Hudgens.

Steve Chase helmed Accenture 
featuring Tiger Woods for Young 
& Rubicam, New York. This 
came on the heels of Chase 
directing the newest package of 
Aflac commercials from Kaplan 
Thaler, New York.

Director Warren Kushner has 
wrapped three spots for Pizza 
Hut via BBDO New York, and 
is currently helming Honda for 
agency RP Alpha, Santa Monica.

T h e  a f o r e m e n t i o n e d 
Freudenthal just concluded 
three Mattel spots for Young & 
Rubicam, Irvine, Calif.

Michael Romersa is Reactor’s 
executive producer. Nancy 
Novokmet is COO and Tracy 
Hauser was recently named 
head of production. Tommy 
Romersa has come on staff as 
West Coast rep. Independent 
rep Peter McCann handles New 
York. Jessica Courter has come 
aboard Reactor to handle other 
East Coast markets. And indie 
rep Dave Dakich covers the 
Midwest.

Spot Shop Reactor Builds Feature Slate
Continued from page 4

geted advertising in an online 
entertainment environment 
where advertising is already 
part of the overall experience.

SpiralFrog, which defines its 
target audience as people between 
the ages of 13 and 34—is sched-
uled to launch its service in beta 
in late 2006. The company has 
begun recruiting support from the 
ad community, releasing a state-
ment from Oscar Feldenkreis, 

vice chairman, president and 
COO at Perry Ellis International. 
“We believe SpiralFrog will deliv-
er an audience we highly desire 
and need to reach,” he said. “Our 
audience is heavily into music 
and can be more easily reached 
on the Web. We see SpiralFrog 
as an ideal place for us to com-
municate and build lasting rela-
tionships with our core audience, 
and which gives us unique new 
revenue opportunities.”

Universal Music, SpiralFrog Partner In 
Ad-Supported Music Download Service
Continued from page 4

Recently Recruited Execs Offer Perspectives On Branded Content
Continued from page 7

Our projects will be as 
much about film and TV 
as they might be about 
gaming, music, publishing, 
interactive or wireless 
content. We’re defining our 
universe as anything that’s 
not geared to traditional 
advertising.” 

—Mark Sitley

POSTPRODUCTION SERVICES

WWW.USASTUDIOS.TV
29 WEST 38TH STREET, NY
212-398-6400 • 800-872-3821
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Classifieds
Kelly Boyle, Classifieds Manager, kboyle@shootonline.com

HELP WANTED

NYC Post House Growing
Commercial spot house needs highly 
motivated, experienced people for all 
departments. Visual FX, Motion Graph-
ics, Audio, Producers, Operations. 

Reply to: nycpostjobs@yahoo.com

Smoke/Flame > Artist/Designer:
Freelance position available imme-
diately through October ‘06. Graphic 
intensive commercial & promo work 
only.  Also, seeking fulltime senior art-
ist for same. Only highly experienced 
Discreet Smoke/Flame artists will be 
considered. Contact: Burke Wood, 
burke@burkewood.com / Burkewood 
Communications, Princeton, NJ / www.
burkewood.com / 609-520-0090 X 101. 

PRODUCTION SPACE FOR RENT
Union Square Area.

Full service.
Direct phone lines, fax, 

photocopying & printing included.
Call (212) 677-5594

PRODUCTION SERVICES

SALES REP
Southeast award-winning post-pro-
duction/creative facility want to add 
to our sales team. Background in ad-
vertising and/or creative services a 
plus. Need a friendly self-starter with 
confi dence to locate & develop new 
accounts. Great compensation, ben-
efi ts + profi t-sharing. Confi dential. 

bvdk@mindspring.com

MIDTOWN MANHATTAN:
Audio post house looking to expand, 
relocate, and share space with related 
TV/Film industry professionals with 
similar high end clientele. Send info to:
audiopoststudio@netscape.net

Engineering Position
Bicoastal commercial music company 
has an immediate opening for a highly 
qualifi ed, creative ProTools Engineer.  
Must have 3 -5 years experience at 
a commercial music company.  Top 
industry compensation.

Send resume for interview consideration 
to: musiccompany@gmail.com
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bulletinboard
❑ September 7-9/Kinsale, Co. Cork, Ireland: Shark Awards. 
www.sharkawards.com

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

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

❑ September 19, 20, 21/New York:  AICP Commercial Produc-
tion Training Seminar. For information call (212) 929-3000.

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

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

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

❑ October 18-21/Los Angeles: SMPTE. www.smpte.org

❑ October 23-26/Orlando: Showeast. www.showeast.com

❑ October 24-26/New York: NAB New York. www.nab.org

street talk

rep report

Warner Bros Television Group has tabbed Rich 
Rosenthal—formerly head of production at Young & 
Rubicam, New York—to run its newly created Studio 
2.0, a division charged with creating short-form, live-action 
and animated content for wireless and broadband devices. 
In some cases Studio 2.0 plans to work closely with adver-
tisers, getting them involved early on in the content cre-
ation process, helping to facilitate brand integrations and 
shows that are compatible with certain target audiences. 
Rosenthal had served as Y&R’s director of broadcast pro-
duction since early 2005 when he was promoted
from associate director of broadcast production to suc-
ceed Ken Yagoda.... Director Frank Vroegop has come 
aboard bicoastal Original Film.....Director Paul Weiland 
has joined bicoastal Chelsea Pictures for U.S. represen-
tation. He continues to maintain the longstanding Paul 
Weiland Film Company, London. Sixty Six, Weiland’s 
feature film about a boy’s bar mitzvah that coincides with 
the ‘66 World Cup, is scheduled to premiere in October in 
the U.K. and U.S.....Brian Latt has joined bicoastal Tool 
of North America as co-executive producer. He will team 
with co-exec producer Jennifer Siegel to manage Tool’s 
directorial roster of Sam Cadman, Harry Cocciolo, 
Sean Ehringer, Erich Joiner, Sam Jones, Robert 
Richardson, Tom Routson and Geordie Stephens. 
Latt, who worked for a decade as a line producer, most 
recently served as an exec producer at bicoastal/inter-
national MJZ....Melody Sylvester has been hired as a 
producer at Nexus Productions, London.  She had previ-
ously been freelancing. Her commercialmaking experience 
spans both the agency and production house sides of the 
business....

Composer Andrew Hollander, who launched New York-
based music house Sugarbox last year, has been signed 
by Evolution Music Partners, Beverly Hills, for film and 
TV representation. On the spot front, Sugarbox is wrapping 
an eight-spot, documentary-style campaign for Quaker 
Oats.....DP Jim Hawkinson has completed principal 
photography on director Dave Meyer’s remake of The 
Hitcher and is now available for assignments via the Stacy 
Cheriff Agency, Los Angeles.....Diane Myer has come 
aboard Atlanta-based interactive marketing and technology 
agency Spunlogic as its director of business development....

East/Midwest/Canada:
Robert Alvarado

ralvarado@shootonline.com
203.227.1699 ext. 15

West:
Carl Gilliard

cgilliard@shootonline.com
818/763-2678

International:
Roberta Griefer

rgriefer@shootonline.com
203.227.1699 ext. 13

Classi  ed:
Kelly Boyle

kboyle@shootonline.com
203.227.1699 ext. 14C
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This Fall 
Make Sure

Your Business Rises

This FallThis Fall 
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Your Business RisesYour Business Rises
Packed with the latest news and timely relevant features, these issues 
will keep readers up-to-date on who’s doing what, when and where in 
commercial, interactive & branded content production. The best new work 
will be showcased and food for thought will be found in the columns.

Here’s a peek at some of the special features coming up…

September 22 Issue
Space Reservations: September 12
Ad Material Deadline: September 15

Agency Heads of Branded Entertainment & New Media: Those charged 
with forging into the brave new world of branded content offer insights 
into the marketplace, sharing their thoughts, concerns and assessments 
of recent endeavors.

Visual Effects & Animation: Creating a photoreal CG human is sort of the 
holy grail in the effects world. New techniques, including advancements in 
motion capture, are leading the industry in that direction. SHOOT covers 
the latest state-of-the-art developments.  Also, a look at the creative 
genesis behind several leading visual effects and animation spots.

SHOOT Debuts Redesign: With this issue, SHOOT introduces a new look 
and several new elements to complement the expanded focus that has 
been evolving over the last year and half. Be part of this special issue by 
calling today to reserve space. Everyone will be reading!

Bonus Distribution: OMMA, New York - September 25-26 - Your ad will 
be seen by major online advertising, marketing & media executives at 
this exciting interactive advertising event!

October 6 Issue
Space Reservations: September 22 
Ad Material Deadline: September 29

Client Point of View: Top Marketing Execs Re  ect On New Media.  Want to 
know what clients want from their advertising, tune in to this feature!

Midwest Production: An overview of the marketplace spanning advertising 
agencies, production and post

Bonus Distribution: SMPTE, Los Angeles, Oct. 18-21

October 20 Issue -
DIRECTORS EXTRAVAGANZA
Space Reservations: October 6
Ad Material Deadline: October 13

There’s nothing like a SHOOT Directors Issue!  Name any major 
commercial director and it’s almost a certainty that the  rst place they 
were mentioned, pro  led, or interviewed 
was in SHOOT!  This issue promises to 
be especially exciting with pro  les of 
leading helmers spanning commercials 
and new media. And we identify several 
up-and-coming directors who hold the 
promise of future stardom.

Cinematographers & Cameras: Creative 
and technological advances in the  eld 
of cinematography.

Film Commissions/Hot Locations: A
Cineposium preview and a look at 
locations that have proven alluring to 
the spot community.

Bonus Distribution: Cineposium, Pas-
adena 10/26-30 & HPA Awards, Los An-
geles, 11/1
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We know what keeps you up at night. That’s why Georgia offers a film community that can maximize your budget
like no other Southern location. Because we’re a nationally recognized production center, everything you need from
pre-pro to post is right here. Plus a brand new set of tax incentives will allow you to put even more of your budget
on the screen. Come to Georgia and rest easy. Contact the Film, Video and Music Office at 404-962-4052. Visit 
georgia.org. Put your dreams in motion.georgia.org
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