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H E L L O !
First of all,  thanks for sharing the scripts and those fantastic 
animatics.  I’ve spent a lot of time thinking about different ways 
to bring this to life, and I’m excited to lay it all out here.

I would love to  be involved as much as possible in discussions 
with Crush to  establish and develop the look and feel of the 
animation in the live-action footage -- it’s always immensely 
rewarding for me to  see the iterations evolve as a  way of 
exploring and arriving at a fluid, seamless end product.

I’ve already been in touch with Crush about my approach -- all of 
the techniques and execution detailed throughout this treatment 
have been approved and encouraged by their creative team.  
For the shoot itself, someone from Crush would be on set to 
supervise and coordinate any and all post-production details.  
Designing and folding in post-production needs from the 
beginning is a priority for me, so  I’d love to go into how we’d pull 
it all together here...



T H E  S P O T S
The whole purpose of the bookends is to build anticipation for what’s 
about to be revealed, and then to send us in and out of an incredible, 
high-energy world.  Coming out, we need to see a convincing 
interaction with that digital world, and then provide strong visual 
closure for the whole experience.  I want to  imbue each environment 
with its own look and feel, but it’s  really important to me that every 
spot feel like part of the fabric of one cohesive campaign -- something 
that’s cinematic, driven, and fun to watch.

The action should feel tightly choreographed, with kinetic movement 
and energy that builds and transfers seamlessly from shot to shot in all 
the sequences, seemingly driven by the upbeat, celebratory music.  
Our journey into  the device shouldn’t come as a total shock -- it’s like 
going on a  ride, to some extent, so it’s  something we want to get 
primed for.  

Once we’re back in the real world, our camera should be interested in 
the reactions of our people to the game world and their physical 
interaction with it, so we should come away really grasping that tactile 
experience -- what it was like to  witness, to  interact with, and to feel 
that thrill.



P E O P L E
Memorable, inventive spots like these ones start with great people.  
Our characters  have a confident, relaxed presence and carry a 
contemporary, effortlessly stylish look.  We’re looking for accessible, 
friendly faces, expressive eyes, and nice hands, since our talent’s 
reactions to the emerging game items are crucial to the way the spot 
pays off.  These people are surprised and pleased, but not totally 
shocked or overwhelmed.  It’s an empowering, exciting moment for 
them.  The reactions should be believable and grounded.

As a way of suggesting that these people are active and lead varied 
lifestyles, I think it would be interesting to give them something to 
have or put down when we first meet them.  Putting down a coffee 
cup, a bag, something to  break up the physical action of sitting down.  
It places us in the context of their day -- they were just doing 
something else, now they’re doing this.  Extras, however few, should 
be given life in a similar vein -- they’re not standing like cardboard 
cutouts, they’re blocked and are behaving in ways that reinforce the 
important action onscreen, but give the world of the spot energy and 
vitality.

When our characters finish engaging with their devices, they’re moving 
onto their next activity.  In ‘Celebration’, our hero woman’s husband in 
the other room cues her to close the laptop and join him.  Similarly, 
our team in ‘Fun’ have their coffees ready to take with them out the 
door, and the key toss in ‘Excitement’ between the guys tells us exactly 
what we need to know about what’s next.

Our cast’s clothing reflects who they are and also helps reveal the 
narrative of their day -- our coffee shop couple have stylish light 
outerwear, since they stopped in for a coffee and are ready to  head 
out again.  Our guys are getting ready to go out for the night, and are 
each in various final stages of dress --  our hero is the first one ready.  
We also have the opportunity to pay special attention to accessories, 
especially on hands and wrists, since they’ll get considerable screen 
time.



To kick the spots off, I think it could be great to start with a distinctive camera move 
to introduce us to  the hero character, their environment, and the device that 
they’re about to  use.  I imagine the move to be a  90 degree pivot around the 
hero’s device and where they’re sitting -- we come around from facing them front-
on to  almost getting to  their profile before we jump to other shots of them 
pressing the power button, etc.

The shot would be wide enough for us to see most of the environment that they’re 
in, always keeping the hero  and their device centered and stationary in the frame, 
with the background parallaxing behind them.  It should feel cinematic, exciting, 
cool, and most importantly, like we’re building up some momentum and 
anticipation for what’s about to happen.

This kind of shot would play well  with the music counting us in, like in the ‘Fun’ 
animatic -- we hear a few beats of the music before it kicks in fully once we 
transition into the animation.  The other thing that’s really appealing to  me about 
this approach is that it gives us a way to  establish a distinct visual continuity to the 
campaign right off the bat.  It should feel like a signature moment for each spot.

O P E N I N G



The insert of our hero pressing the power button has some interesting possibilities 
to me.  Even though it’s just a small button, we should feel that there’s a sense of 
scale  and importance to  the shot -- visually, this should feel like a  spring-loaded 
moment.  It’s more than a power button, it’s  the ignition that launches us into the 
rest of the spot.  Some frames I’ve included here from The Social Network illustrate 
the way ordinary computer peripherals are photographed as instruments of great 
power and potential through framing and lens choice.

P O W E R



!!
The beginning of the shot starts with our camera peering over the shoulder of our 
hero at the screen.  As our camera travels closer, we go past the shoulder or face, 
and begin moving laterally to  become perpendicular to  the screen.  We’ll have to 
fly our actor out as soon as they’re not visible in the frame so our camera can 
occupy their spot.  I would suggest this blocking be tested before the shoot in 
case we need to  find another solution, since the on-the-day compromise would be 
to enter the laptop screen at a  steeper angle, which might be disorienting and less 
effective.

What does the laptop screen look like just before 
we enter it?   And how does that evolve during the 
shot, if at all?  Maybe we see it subtly start to  lose its 
‘screeniness’ as we approach -- for example, the  
semi-reflective glass of the screen dissipating as we 
enter the other world.  Perhaps this is coupled with 
an expansion of depth in what’s visible beyond the 
‘window’ of the screen -- things seem slightly flatter 
at first, and then quickly adopt the appearance of 
an inhabitable, three dimensional space.

My other consideration for the camera move is the kind 
of momentum and gravity that it has.  To me, speed-wise, it should feel like our 
camera is falling into  the screen, the way any falling object naturally gains velocity.  
We don’t just zoom off like a bullet -- like a ride, the move would ramp up in speed 
softly, but also quite quickly.  This seems like the most natural, seamless way of 
entering the screen.

Exiting the screen should have the momentum of what it would be like to ride 
‘upwards’, where the momentum of what propelled us gives way to gravity -- I’m 
thinking it would feel similar to how a ball, if thrown straight up, gradually comes 
to a stop right at the peak of its arc in the air.

T H E  T R A N S I T I O N



! !
Another consideration is our orientation once we’re in the 
screen.  Since the screen is really a  window into another world, 
we need to stay aware that the plane in that other world might 
be oriented differently than in our live action environment.  For 
example, in ‘Fun’, it appears in the animatic that once we pass 
through the screen, we realize that we’re looking straight down 
on a ball rolling away from us.  What I’m getting at is  that the 
action that happens within the window make a subtle but 
important difference in terms of what height, angle, and speed 
we approach the screen at, which will be slightly different for 
every spot.

Achieving the kind of camera movement into the screen that we 
want leads me to think it might be necessary to  shoot the live-
action transitions with a special version of the laptop prop that 
has no display: just flat laptop chassis on the table, only for the 
‘transition’  shots.  A simple 3D laptop bezel would then be 
tracked and composited as part of the post animation, along 
with the screen.

I’ll explain its purpose: even with a minimal matte box on our 
camera, we may not be able to  get it as  close to  the laptop prop 
as we want to, especially when accounting for the space 
required for the camera to slow down and stop fully without 
hitting the prop screen.  Post-production tricks can be used to 
simulate the continuation of a  camera move (ie, continuing to 
scale/zoom the image after the camera stops, gradually 
speeding up the footage, etc), but I find these tricks tend to be 
cheap-looking without the shift in perspective that accompanies 
a real camera move.  The appearance of those last few frames 
will make all the difference between an effect that looks like it’s 
simply playing on a laptop screen to a totally immersive 
transition into a different world.



Having a fully digital laptop screen would allow the freedom for 
some inventive ‘exit’  moves that wouldn’t normally be achievable 
otherwise.  Instead of pulling back to some ordinary distance 
straight against the screen, our camera could pull out of the 
screen and track with the game objects, moving directly into the 
profile shots of our characters looking at what’s  coming out of 
the screen -- an L shaped sort of move.  This type of move might 
be on the more ambitious side, technically, but it’s worth 
considering just as an option.  Otherwise, the transition from the 
game world to the real one would be a hard cut to the real 
world, with the game objects emerging from the screen.  

In ‘Celebration’, once we’re back in the real world, the moment is 
about the woman and her interaction with the game objects -- 
we cut in close to see her hands nearby as the chips float.  ‘Fun’ 
is  a similar moment, but this time it’s shared -- the coverage 
would expand to include the reactions of both characters.  
Similarly in ‘Excitement’, the coverage splits apart even farther to 
include the reactions of at least one of the other guys in the 
room, using the cards as an anchor to shoot reactions around.

Finally, our characters go to leave the frame and the story is  over.  
This might be a great opportunity to reprise the feeling of the 
opening quarter-circle camera move as a way to create some 
visual closure -- maybe the move starts as they’re finishing up, 
and stops exactly as the laptop closes fully shut.

The look and feel of the game objects in the real world -- their 
texture, material, reflectivity, the physics that they’re governed 
by -- there’s a whole world of possibilities that I think would start 
to become clear as design choices get made and the world of 
these spots gets more and more specific.  I’d love to  be involved 
helping to shape the look of these as the process continues, but 
for now we’ll focus on their integration and presence, which I’ll 
discuss next.

E X I T  M O V E



V F X  P R E S E N C E
We should always be seeking to ground the game objects that emerge 
from the screens in our live-action reality, and give them a human, 
photographed presence whenever we can.  After all, the more they 
seem like they’re believably in the same space as our actors, the more 
impressive the illusion will be.  The key to doing this will be to keep an 
eye on a lot of small details to be implemented in both the live-action 
footage and the digital compositing.

Even if we decide that the objects aren’t comprised of light or are 
noticeably glowing, we should still see traces of their luminescence in 
a real way.  All real objects possess some amount of luminosity, 
varying depending on their material and colour, so having the 
placeholder objects in our live-action plate emit some amount of glow 
onto their surroundings will add an extra layer of reality to their digital 
presence.  

My approach would be to have semi-transparent coloured plastic balls 
with an LED light each one inside, maneuverable with rods.  The colour  
would play on our heroes’ hands, and even reflect in their eyes, with 
that special light source treated like rig removal.  This would probably 
not be as necessary for something like the playing cards in 
‘Excitement’, but certainly the poker chips and 6/49 balls in the other 
spots.  It doesn’t even need to be as noticeable as in my example here, 
just something small to heighten the look of the frame and elevate 
them from floating like ordinary objects.



We should be looking to  incorporate subtle camera movement into  the shots of 
the game objects whenever it feels appropriate and organic.

In one of the spots with a straight cut from the OLG world back into live action, it 
would be interesting to  do a little camera move backwards as the objects emerge 
from the screen, with the CG elements and the camera slowing to a  stop at the 
same time.  That kind of move would also help preserve the scale that we’ve built 
within the animation -- suddenly cutting out too wide might diminish the magic.

Slow push-ins or push-outs, or subtle moves left and right as our heroes interact 
with the objects are not only cinematic, but strengthen the believability that these 
are real objects as our perspective changes on them.  

Mimicking other live-action techniques could be useful for reinforcing the illusion, 
too.  For example, in  ‘Celebration’, it might be an interesting option to rack focus 
from our woman’s eyes to the floating game objects.

If there’s one thing to do  consistently, it’s to  make sure that there’s  a grounded, 
human presence as a reference for our eyes in every single shot.  Whether it’s the 
corner of someone’s shoulder, their face, or their hands (even if it’s completely out 
of focus), having something that our eyes can trust as ‘real’  will help sell the illusion 
that much more.



C I N E M A T O G R A P H Y
Our goal with the cinematography in these spots should be to elevate 
the live-action world and craft an exciting and engaging look, always 
with a slight edge towards realism.  It never feels overly glossy or glitzy 
in a cheesy way.  The coffee shop should have a stylized look, with 
indirect sunlight playing off-screen, carving out and outlining our 
characters in the foreground with some contrast.  The condo should feel 
energized, with distinct overhead sources and generous, soft practical 
lights to  fill  out the space.  The house should also have similar space-
filling practicals, with the kitchen in the background giving us the 
opportunity to  add some more dramatic, exciting edge lighting, along 
with the surrounding nighttime neighbourhood in the windows to 
checkerboard the frame.  

We want to keep the shots dynamic, with camera movement and lenses 
that are on the wider side to keep us immersed and feeling real 
proximity to our characters on-screen.  Also, we should be able to feel a 
sense of the world outside to create some depth and life.  For example, 
in the condo, we see the city lights out of focus -- in the coffee shop, 
maybe off the top of the spot we have a quick moving reflection of a car 
passing that wipes by on the background walls.

Another nice touch would be to have a little white LED panel mounted 
on the inside of the laptop display anytime it’s open and facing our 
talent to provide some illumination.  The screen should feel  like it has life 
and is displaying something actively (without looking otherworldly or 
blinding).





It would be interesting to consider shooting the spot with anamorphic 
lenses as the development process continues -- I think it’s another detail 
that could add to  the image looking truly filmic.  The characteristics of 
anamorphic lenses largely come out in what’s out of focus in the 
background and the way light sources flare, which I’ve included 
examples of here.  I think the question of whether to use it or not would 
be answered by whether it would fit with the style and aesthetic of the 
animation segment, and how rooted in physical realism that virtual 
camera is.  I would imagine that decision would be arrived at after the 
styleframes develop and become more concrete.

Returning to  the presence of visual effects, I would be keeping a close 
eye on ways to massage the game elements into components of our 
cinematography by embracing and matching things like grain texture, 
small flares or lens artifacts, and environmental properties, and building 
in live-action elements on the day to create more opportunities to blend 
the two.

I think it would be great to  shoot the spots with a 4K/5K camera like a 
RED, and do a  center extraction from the image as a way of getting the 
best possible stabilization and potential reframes to achieve the kind of 
smooth, precise, seamless moves that we want to get here.  



L O C A T I O N S
We’re looking for locations with depth, sophistication and 
accessibility.  While the coffee shop will be largely lit by daylight, 
all of our environments should have inviting practical lights built 
into the set to keep our frame dynamic.  Their size should be 
constrained enough to feel welcoming, but not big enough to 
seem enormous or overwhelming.  In practical terms, we also 
want locations that give us plenty of freedom to move our 
camera around.  We’ll be looking for spaces that have great 
architectural details and appropriate design elements built-in, 
with art direction to flesh out and tie the space together.



C E L E B R A T I O N



F U N



E X C I T E M E N T



T H A N K S
It’s  been a thrill to  break these spots down and visualize all the 
little details that could make them great.  Thanks so  much for 
thinking of me and taking the time to go through my approach -- 
I genuinely can’t wait to discuss it further.


