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1 / The Executive Summary 

The Company 

Cut from the Wild LLC is a startup enterprise engaged in the 
development and production of a motion picture film for theatrical 
release. Our feature film will be a modern day fairy tale entitled, 
Cut from the Wild. Cut from the Wild was chosen for development 
because of its unique potential to reach youth & family audiences 
while still adhering to the demands of a low budget film. The story 
centers around a lonely middle school aged girl who is aided by three 
magical talking animals in her pursuit of finding real friends.  

An uplifting story designed to inspire, teach, and dazzle the next 
generation of youth, Cut from the Wild is an excellent example of a 
family film designed to have a positive impact on audiences worldwide.  

At the core of Cut from the Wild LLC are the founders, who bring to 
the company successful entrepreneurial experience and in-depth 
expertise in motion picture production. 

The Industry 

The future for low-budget independent films continues to look 
impressive, as their commercial viability has increased steadily over 
the past decade. Recent films, such as Diary of Wimpy Kid, The Perks 
of Being a Wall Flower, and The Beast of the Southern Wild, are 
evidence of the strength of this market segment. The independent 
market as a whole has expanded dramatically in the past 15 years, 
while the total domestic box office has increased 80 percent. At the 
2014 Academy Awards, 7 of the 8 films nominated for best picture were 
independently financed. Technology has dramatically changed the way 
films are made, allowing independently financed filmed to look and 
sound as good as those made by the Hollywood studios, while remaining 
free of the creative restraints placed upon an industry that is 
notorious for fearing risks. Widely recognized as a “recession-proof” 
business, the entertainment industry has historically prospered even 
during periods of decreased discretionary income.                             



The Markets 

Family films appeal to the widest possible market. Films such as 
Inside Out, The Lego Movie, and Big Hero 6 have proved that the whole 
family will go to a movie that they can see together. For 
preschoolers, there are adorable animals, while tweens and teens get 
real-life situations and expertly choreographed action, while parents 
enjoy the insider humor. As an independent company catering to the 
family market, Cut from the Wild LLC can increase its chances for 
success by making a movie that fits into this well-established genre 
and its growing family viewership. 

Distribution    

The motion picture industry is highly competitive, with much of a 
film’s success depending on the skill of its distribution strategy. As 
an independent producer, Cut from the Wild LLC aims to negotiate with 
major distributors for release of its film. The production team is 
committed to making the films attractive products in theatrical and 
other markets.   

Investment Opportunity and Financial Highlights 

Cut from the Wild LLC is seeking an equity investment of approximately 
$3.75 million for development and production of Cut from the Wild.  

Using a moderate revenue projection and an assumption of general 
industry distribution cost, we project (but do not guarantee) gross 
worldwide revenues of $47.1 million, with a pretax producer/investor 
net profit of $19.6 million. 

The fundraising will take place in three levels. 

 Level One:  -  $24,200  

  Purpose - Develop sufficient promotional material    
  to raise the next level of funds. 

  Recoupment -  100% repaid to investor upon Company’s receipt 
  of 100% of Level Two funds OR Investor can elect to have  
  his or her funds rolled into Level Two funding, inclusive of 
  the 100% increase. 



 Level Two:  -  $223,237  

  Purpose - Develop and produce pitch trailer and related  
  materials, attach talent. 

  Recoupment - Investor’s funds will be repaid at 30% rate of  
  return upon Company’s receipt of 100% of Level    
  Three funds OR Contributor can elect to  have his    
  or her funds rolled into Level Three funding,    
  inclusive of the 30% increase. 

 Level Three:  -  $3,745,337  

  Purpose - Production, promotion & distribution of the Film. 
  
  Recoupment - 20% Preferred return and 50% of net profits. A  
  total projected R.O.I of 273%.  



2 / The Company 

Mission 

Our goal is to produce a low budget feature film that will entertain, 
educate, and enchant both youth and family audiences. By utilizing 
years of experience and expertise in movie production, we will produce 
a film uniquely able to deliver high production value for a minimal 
cost.   

Cut from the Wild LLC  

Cut from the Wild LLC was established in October of 2015. Its main 
function is to produce and sell a successful youth targeted feature 
film.  

Data shows that youth are the greatest consumers of motion pictures in 
all media. As a group, they attend the theater more often, stream/
download/rent more videos, and watch more premium cable, network, and 
syndicated television. They are also easier to sell to because they 
view and listen to more advertisements and are less influenced by 
critical reviews (though they are highly influenced by peer/social 
network reviews) than older audiences as to what they will stream/
rent/buy and watch.  

Our key strategy is to develop a smart youth focused script that has 
the potential to be entertaining to both kids and parents alike.  

Although we plan to produce several films in the coming years, this 
LLC was formed to specifically handle the physical production of Cut 
from the Wild. It is common practice among production companies to 
give each film its own separate LLC. This provides each project 
operating clarity, clear accounting separation for all profit 
participants, and critical picture-to-picture legal protection. 

Production Team  

The primary strength of any company is in its management team. Cut 
from the Wild’s principles have extensive experience in the 
entertainment industry. In addition, the company has relationships 
with key consultants and adviser who will be available to fill 
important roles on an as needed basis. The following individuals make 
up the current management team and key managers.   



ANDREW AIDMAN - Director / Producer / Co-Writer 

Andrew Aidman attended the University of 
Southern California’s School of Cinematic 
Arts, where he graduated with an MFA in film 
and television production and was the 
recipient of the prestigious Edward Small 
Directing Scholarship. 

Andrew has produced and directed several 
award winning short films. His most recent 
work, entitled Send Me to Heaven, garnered 
recognition at film festivals across the 
country and was recently celebrated at USC’s 
very own TEDx conference. 

NOAH DEBONIS - Producer  

Noah DeBonis is a College Emmy winning film 
maker who received his MFA in Film 
Production from the University of Miami. 
Noah has produced, directed, and edited 
several award winning short films and 
documentaries. 

Last year, Noah produced a documentary 
about the repeal of the Don’t Ask Don’t 
Tell laws and their effect on an American 
military base in northern Japan. The film 
won the Best Documentary Award at the 
University of Miami Film Festival and 
screened at Paramount Studios.  

http://www.noahdebonis.com/category/press/
http://www.noahdebonis.com/category/portfolio/documentary/
http://com.miami.edu/news/2012/05/31/cinema-students-showcase-short-films-to-industry-brass-at-paramount-studios


MELANIE DIPIETRO - Producer  

Melanie DiPietro is the CEO of M.A.D. 
Elephant, Inc. After editing for 10 
years, she got her start in producing 
at the University of Miami where she 
produced three award winning short 
films, two of which were screened at 
Paramount Studios in Los Angeles. 
After moving to LA in 2011, she 
worked on several projects as 
Producer, Assistant Director, or 
Script Supervisor. Her latest feature 
film, THE SHIFT, starring Leo Oliva 
and Danny Glover, won the Audience 
Choice Award at the Palm Beach 
International Film Festival in 2013 
and won Best Feature at the Widescreen Film and Music Video Festival 
in 2015. THE SHIFT was released in February 2015 by Random Media. Her 
past feature producing credits include YOUTH OF CHRIST which was 
distributed by Maverick Entertainment and a “Spanglish” film titled EL 
EMPANTANADO (The Muddy). 

GAREN THOMAS - Producer   

Garen Thomas is a New York Times best-selling 
author and was the show runner for the 
television pilot In Brotherhood, winner of 
the inaugural Caucus for Producers, Writers & 
Directors Television/New Media Award. Her 
short film, The Rising Cost of Cosmetics, 
received the Best Student Film Award at the 
Hollywood Black Film Festival. She also 
produced the comedy short Chris’s Briss, a 
2014 JuntoBox Incubator Program Finalist. 
Garen’s directing was lauded by Academy Award 
winner James L. Brooks and acting coach Larry 
Moss during USC’s premiere Comedy@SCA 
Directing Actors in a Comedy workshop, and 
her short screenplay, Lady Luck, was a 
Slamdance Competition quarterfinalist. She 
continues to write, direct, and produce 
content for film, television, and the Web. 



DANIEL KITRON - Co-Writer  

Daniel Kitron is a SCAD-educated screenwriter 
from Atlanta, Georgia. Specializing in comedic 
content for children, Daniel has an uncanny 
sense of what captivates, compels, and delights 
kids and adults alike. Daniel's work has been 
recognized by Nickelodeon and the Hollywood 
Screenplay Competition. Cut from the Wild is the 
culmination of Daniel's years of work in the 
tradition of imaginative, hilarious and 
fantastical family entertainment. 

STEVE HOLLERAN - 
Cinematographer  

Steven Holleran received his MFA in film 
production from the USC School of Cinematic 
Arts where he was the recipient of the 2008 
Thomas J. Watson Fellowship. A seasoned 
cinematographer, Steven’s work has been 
featured in branded content for clients 
including Chevy, AT&T, Playstation, Reebok, 
Gillette, Seventeen Mag, Lifetime, and 
Revlon.  

JEFF TINSLEY - Composer  

Jeff Tinsley composes music for film, 
television, and video games. He is also 
constantly in demand as an orchestrator. Since 
graduating in 2012 from the prestigious USC 
Scoring for Motion Pictures and Television 
Program, Jeff has demonstrated a fresh and 
unique voice in the world of media music. 

Jeff's most notable scores include Superior 
(2014), Send Me to Heaven (2012), and The 
Hipster Werewolf (2012).  As an orchestrator, he 
is best known for his work on Marvel's Agents of 
S.H.I.E.L.D., and Da Vinci's Demons.  



Consultants: 

ROBERT L. BROWN - Production Consultant 

Robert Latham Brown has worked on over 40 
films ranging in cost from $1.6 million to 
over $100 million as both a unit production 
manager and producer. In addition, he 
teaches production planning, and is the 
author of Planning the Low-Budget Film which 
was a finalist in the 2007 Ben Franklin 
Awards and a winner at the Hollywood Book 
Festival. Robert has consulted with the 
producers to help them create a production 
budget for Cut from the Wild, one that he 
now calls, “Air tight.”  

Some of his credits include The Blues 
Brothers (1980); The Thing (1982); Return of 
the Jedi(1983);Indiana Jones And The Temple 

Of Doom (1984); Spaceballs (1987); Child's Play (1988); War Of The 
Roses (1989); Robin Hood: Men in Tights (1993); Starship Troopers 
(1997); Hollow Man (2000);S.W.A.T. (2003); and A Lot Like Love (2005). 

ALYSSA PADIA WALLES - Marketing Consultant 

Alyssa’s career in the interactive 
entertainment industry includes re-launching 
the Atari brand, developing international 
distribution markets for Sony PlayStation 
and negotiating national sports league 
agreements for Backyard Sports. At Sony 
Computer Entertainment Europe, she was a 
member of the senior management team 
launching PlayStation. Alyssa spent a number 
of years focused on her own start-up: Big 
Screen Gaming.  Big Screen Gaming was a 
proprietary gaming platform that combined 
console-style gaming with the premium 
experience of movie theater sound and visual 
quality. A USC Cinema graduate, Alyssa is 
mentor on behalf of the USC Marshall School 
of Business, and serves on the Board of 
Directors of Atari, S.A. 



AMY AIDMAN, PhD - Children’s Media Advisor   

Amy Aidman is an expert in the area of children 
and media research. As a Senior Lecturer at 
Emory University’s Department of Film and Media 
Studies, she teaches classes on children and 
media and is the Director of the Media Studies 
degree programs. Dr. Aidman came to Emory in 
2008 as a Senior Research Fellow with Emory’s 
Center on Myth and Ritual in American Life, 
where she conducted a study of media, myth, and 
ritual in families with teens.  Before coming 
to Atlanta, she was Associate Dean for Research 
at the University of Illinois’ College of 
Media, and taught at the Institute of 

Communications Research. Dr. Aidman is a co-author of Media and the 
Make-Believe Worlds of Children: When Harry Potter Meets Pokemon in 
Disneyland, an international study of children’s fantasies and 
their relationship to media. 

KENDALL T. JONES - Legal Advisor 

A licensed attorney, in California, 
Georgia, and Florida, Kendall T. Jones is 
the ideal attorney to champion Cut from 
the Wild. She has represented dozens of 
small-to-medium-sized businesses (and 
their owners) on a wide range of issues, 
from copyrights to contracts to 
collections... and everything in between. 
In providing full service to her business 
clients, Kendall also handles personal 
injury matters and other more personal 
matters for her clients.  

Kendall's fastest growing client base is 
in the entertainment industry. Kendall represents writers, 
producers, musicians, and other artists, handling contract 
negotiation and review, dispute management, and intellectual 
property rights. 



 

3 / The Film 

Cut from the Wild 
Imagine what’s possible with the right friends . . . 

Cut from the Wild was selected for its whimsical story and unique 
ability to reach the youth demographic while still adhering to all the 
demands of a low budget film.  

Log Line: 

A lonely 12 year old girl with a talent for collaging gets taught what 
it takes to make real friends after one of her collages comes to life 
in the form of three magical speaking animals. 

Synopsis: 

AMY ALMOND (12) is an eccentric and misunderstood middle schooler. The 
kids in her grade all bully her and the teachers don’t appreciate her 
creativity.  At home, Amy lives with her mother, BEE (37), and her 
mother’s well intentioned but hopelessly boring boyfriend, STEVE (45).   

One night, after a particularly bad day at school, Bee and Steve 
receive a phone call from Amy’s by the book English teacher, MS. 
SILVERSTEIN (40). Ms. Silverstein warns of Amy’s slipping grades, 
attributing them to a lack of interpersonal skills and constant in 
class collaging. 

The phone call sparks an all-cards-on-the-table blowout between Amy, 
Bee, and Steve, with Steve expressing his concern for Amy’s lack of 
friends.  

After the fight, while letting off steam, Amy takes out here trusty 
rainbow scissors and begins collaging.  

“I’ll show them who needs friends!”  Amy yells, as she cuts away 
furiously.  

Using a National Geographic and a Vogue magazine, Amy is able to 



create a collage consisting of three animals, each dressed in a 
colorful tuxedo.  A tiger in a red tux, a ram in a blue tux, and a 
canary in a yellow tux.   

The next morning, after having placed the cutouts upon her wall, Amy 
is shocked to discover that all three of the animals have magically 
come alive.  Although scared of them at first, Amy soon realizes their 
friendly nature when they introduce themselves as RUBY RHYME, HUBIE 
HYME, and LEMON LIME.  

Ruby is the tiger and he speaks in elegant rhymes. Hubie is the ram 
and he speaks with a thick tough guy Jersey accent. The canary is 
Lemon Lime and she speaks fast with lots of nervous energy. Together, 
the three characters form Amy’s new group of friends. 

It isn’t long before Amy and her friends start getting into all sorts 
of mischief. Using their magic and invisibility, they help Amy unleash 
a series of revenge pranks against the kids who bullied her 
previously. They then help bust Amy out of her midterm exams by posing 
as her parents and withdrawing her from school.  



During their fun filled day of skipping, Amy’s friends decide to show 
her where they come from. They lead her deep into the forest and teach 
her the sacred sonnet that unlocks the entrance to their world. After 
passing through the portal, Amy discovers an enchanted land that plays 
home to hundreds of other tuxedo wearing animals.  

The royal lion, decides to put Amy to the test to find out if she’s 
truly worthy of their secret society. Fortunately, Amy passes 
inspection and is made an honorary member.   

Once back in the real world, Amy’s new status starts going to her 
head. Pranks that were previously done out of revenge start to take on 
a malicious intent. Although her friends try to stop her, Amy soon 
becomes the worst bully of them all, inflicting verbal abuse on both 
the students and the teachers. With her disdain for authority growing 
larger, Amy decides to skip school altogether and spend the day 
stealing bicycles. 

When the cops come looking, Amy’s friends are nowhere to be found. She 
had been counting on their magic to save her but instead ends up 
getting caught and arrested. Bee and Steve are then forced to come to 
the station and use the last of their money to bail Amy out. Although 
she should be grateful, Amy’s resentment towards Steve causes her to 
trick one of the inmates into attacking him. With one hard punch, 
Steve is sent straight to the hospital.   

That night, when Ruby, Hubie, and Lemon reappear, Amy is quick to 
accuse them of treachery. After all, how could they have left her to 
get arrested? The fight escalates and Amy ends up ripping down the 
cutouts from her bedroom wall. With the cutouts torn to pieces, Amy’s 
friends vanish, leaving her all alone once again.  

The following morning, Amy is hit with the weight of her recent 
actions. The choice to skip school has left her with failing grades, 
the other kids won’t speak to her out of fear, and her family is on 
the brink of bankruptcy. Unable to call upon her magical friends for 
help, Amy will have to use the tricks she learned from their short 
time together to try and repair her now shattered world.  

To fix her grades, Amy decides to employ Ruby’s rhyming technique. The 
rhyming allows her to memorize her study packet and earn a perfect 
score on the final exam.  She then learns to adapt Hubie’s confident 
and care free attitude, which gains her the respect and admiration of 
her classmates. Lastly, Amy embraces her inner Lemon-like craziness to 
successfully sell a group of investors on Steve’s latest invention.  



With the world now straightened out, Amy is visited by her magical 
animal friends one last time. Amy begs them to stay, but they politely 
refuse since it’s evident that their services are no longer needed. 
From no friends, to imaginary friends, to real friends, Amy has at 
last learned to help and connect with those around her.  



4 / THE INDUSTRY 
The mood at the National Association of Theatre Owner’s annual 
CinemaCon trade show was bullish this year. Fueled by such hits as 
Furious 7 and Fifty Shades of Grey, and a string of upcoming franchise 
movies (The Avengers, Star Wars) some analysts predict that ticket 
sales in the U.S. and Canada will climb 8% to $11.2 billion this year, 
a new high mark for domestic box office revenue. 

As the major studios continue to focus their efforts on a select 
number of superhero tentpole blockbusters, audiences will continue 
looking to independent film makers to produce quality story driven 
content. 

Long time movie industry analyst Louise Levison points out that the 
future of independent film continues to look impressive. The 2013 
Sundance festival saw 45 independent films purchased, “the second 
highest number in this century” – the highest was 51 in 2011. 

Motion Picture Production 

The structure of the U.S. motion picture business has been changing 
over the past few years at a faster pace, as studios and independent 
companies have created varied methods of financing. Although studios 
historically funded production totally out of their own arrangements 
with banks, they now look to partner with other companies, both in the 
United States and abroad, which can assist in the overall financing of 
projects. The deals often take the form of retaining the rights for 
distribution in all U.S. media, including theatrical, home video, 
television, cable, and other ancillary markets.   

The studios, the largest companies in this business, are generally 
called the “Majors” and include NBC Universal (owned by Comcast 
Corp.), Warner Bros. (owned by Time Warner), Twentieth Century Fox 
Film Corporation (owned by Rupert Murdoch’s News Corp.), Paramount 
Pictures (owned by Viacom), Sony Pictures Entertainment, and the Walt 
Disney Company. MGM, one of the original Majors, has been taken 
private by investors and is being run as an independent company by 
Spyglass Entertainment Co-Chairmen Roger Birnbaum and Gary Barber. In 
most cases, the Majors own their own production facilities and have a 
worldwide distribution organization. With a large corporate hierarchy 
making production decisions and a large amount of corporate debt to 
service, the studios aim most of their films at the mass audiences.  



Producers who can finance independent films by any source other than a 
major U.S. studio have more flexibility in their creative decisions, 
with the ability to hire production personnel and secure other 
elements required for pre-production, principal photography, and post-
production on a project-by-project basis. With substantially less 
overhead than the studios, independents are able to be more cost-
effective in the filmmaking process. Their films can be directed at 
both mass and niche audience, with the target markets for each film 
dictating the size of its budget. Typically, an independent producer’s 
goal is to acquire funds from equity partners, completing all 
financing of a film before commencement of principle photography.  

How It Works 

There are four steps in the production of a typical motion picture: 
development, pre-production, production, and post-production. During 
development and pre-production, a writer may be engaged to write a 
screenplay or a screenplay may be acquired and rewritten. Certain 
creative personnel, including a director and various technical 
personnel, are hired; shooting schedules and locations are planned; 
and other steps necessary to prepare the motion picture for principal 
photography are completed. Production commences when principal 
photography begins and generally continues for a period of not more 
than three months. In post-production, the film is edited. In 
addition, a score is mixed with dialogue, and sound effects are 
synchronized into the final picture, and, in some cases, special 
effects are added. The expenses associated with this four-step process 
for creating and finishing a film are referred to as its “negative 
cost.” A master is then manufactured for duplication of release prints 
for theatrical distribution and exhibition, but expenses for further 
prints and advertising for the film are categorized as “Prints and 
Advertising (P&A)” and are not part of the negative cost of the 
production.   

Theatrical Exhibition  

There were 43,265 theater screens (including drive-ins) in the United 
States out of approximately 150,000 theater screens worldwide in 2014, 
per the most recent report by the MPAA. Film revenues from all other 
sources are often driven by the U.S. domestic theatrical performance. 
The cost incurred with the distribution of a motion picture can vary 
significantly depending on the number of screens on which the film is 
exhibited. Although studios often open a film on 3,000 to 4,000 
screens on opening weekends (depending on the budget of both the film 



and the marketing campaign), independent distributors usually tend to 
open their films on fewer screens. Theatrical revenues, or “box 
office,” are often considered an engine to drive sales in all other 
categories. Not only has entertainment product been recession-
resistant domestically but also the much stronger than expected 
domestic theatrical box office has continued to stimulate ancillary 
sales, such as home video and digital, as well as raising the value of 
films in foreign markets.  

Television 

Television exhibition includes over-the-air reception for viewers 
through either a fee system (cable) or a “free television” (national 
and independent broadcast stations). The proliferation of new cable 
networks since the early 1990s has made cable (both basic and premium) 
stations one of the most important outlets for feature films. Although 
network and independent television stations were a substantial part of 
the revenue picture in the 1970s and early 1980s, cable has become a 
far more important ancillary outlet. The pay-per-view business has 
continued to grow thanks to continued direct broadcast satellite (DBS) 
growth. Pay-per-view and pay television allow cable television 
subscribers to purchase individual films or special events or 
subscribe to premium cable channels for a fee. Both acquire their film 
programming by purchasing the distribution rights from motion picture 
distributors. 

Home Video  

In 2014, overall consumer spending on home video totaled $18 billion. 
The Digital Entertainment Group’s 2014 year in review reported good 
results for the home entertainment market with the consumer spend in 
key digital categories growing at a double digit pace. Consumers 
continue to embrace the convenience and accessibility of purchasing 
and collecting digital content, with studios reaping the higher 
margins that come from digital sales. In particular, theatrical new 
releases delivered exceptional annual growth of more than 60 percent.   

With more and more households adding tablets and smartphones to their 
technology arsenal, the consumption of film and video content is 
moving to those devices. Children growing up today are watching their 
favorite shows on these devices and if they do watch content on 
a physical television it’s often through digital media players such as 
the AppleTV, Roku and Chromecast. Netflix and YouTube now actually 
account for 50% of Internet bandwidth.  



International Theatrical Exhibition  

Much of the projected growth in the worldwide film business comes from 
foreign markets, as distributors and exhibitors keep finding new ways 
to increase the box office revenue pool. More screens in Asia, Latin 
America, and Africa have followed the increase in multiplexes in 
Europe, but this growth has slowed. The world screen count is 
predicted to remain stable over the next five years. Other factors 
include the privatization of the television stations overseas, the 
introduction of DBS services, and increased cable penetration. The 
synergy between international and local product in European and Asian 
markets is expected to lead to future growth in screens and box 
office.  

Future Trends 

Revolutionary changes in the manner in which motion pictures are 
produced and distributed are now sweeping the industry, especially for 
independent films. Web-based companies like Amazon’s Video on Demand, 
CinemaNow, and Apple’s iTunes Store are selling films and other 
entertainment programming for download on the Internet, and websites 
such as Netflix and Hulu (through Hulu Plus) stream filmed 
entertainment to home viewers as rentals. New devices for personal 
viewing of films (including Xbox, Wii, iPhone, and iPad) are gaining 
ground in the marketplace, expanding the potential revenues from home 
video and other forms of selling programming for viewing.  

Film Productions are Leaving Hollywood 

Over the last decade, film and television production has steadily made a 
shift in terms of locale as more and more productions are leaving Hollywood 
for southern U.S. States. This relocation can be attributed to state 
production incentives in the form of tax credits. The Wrap wrote in a March 
article, “1997 saw 68% of the top 25 box office films produced in Hollywood 
but by 2013 that number was down to 8%.” 

Cut from the Wild will be filming entirely in the state of Georgia in order 
to take advantage of the state’s 30% tax credit.   



5 / THE MARKET 

The independent market continues to prosper. The strategy of making 
films in well-established genres has been shown time and time again to 
be an effective one. Although, there is no boilerplate for making a 
successful film, the film’s probability of success is increased when a 
strong story is paired with the right elements - the right director, 
cast, and other creative people involved. Being able to green-light 
our own product, with the support of investors, allows the filmmakers 
to attract the appropriate talent needed to make the film a success 
and distinguish it in the market place.  

Target Markets 

Family-Friendly Films 

Family-friendly films appeal to the widest possible market. Variety 
and industry statistics show that family films boost the box office. 
John Fithian, President of the National Association of Theater Owners, 
said, “Year after year, the box office tells an important story for 
our friends in the creative community. Family-friendly films sell.” 
Previously thought of only as kids’ films, family-friendly movies now 
officer a new paradigm of family entertainment. Production and 
distribution companies know that wholesome entertainment can be 
profitable. “Movies that have a good message for [young people] that 
adults enjoy are universally embraced,” says Tom Rothman of Twentieth 
Century Fox.   

Demographics 

Moviegoers of All Ages - With a Youth Focus 

Although Cut from the Wild was written to appeal to teenagers, it 
manages to be one of those rare films that can be enjoyed by both kids 
and adults. The themes will play to younger ages better than many 
animated films, while still bringing in the whole family demographic.  

The MPAA counts all moviegoers from ages 12 to 90 in specific groups 
and in 2014 the MPAA report showed that young adolescents, teenagers, 
and young adults comprised 42% of all movie tickets sold.  



The moviegoers dubbed “tweens” (ages 8-12) have emerged as a force at 
the box office during the past several years. According to recent 
market research figures, this group numbers about 30 million and 
accounts for more than $50 billion in spending.   

Market Research  

In January of 2016 our team presented illustrated storyboards and 
character renderings to 46 - 6th graders at Gulliver Middle School in 
Goral Gables, Florida. We then explained the basic plot points of Cut 
from the Wild, before asking each student to fill out a brief survey 
designed to judge their interest in the film. Here were the results:  



 

When asked if they would both watch the movie and recommend it to a 
friend, the overwhelming majority said yes. In fact over 85% of the 
students gave the movie a ranking of seven or higher. It is considered 
industry standard that a movie is ready for release when at least 80%  
of the test audience ranks the movie in the top two (of five) answer 
choices.  

Here are some of the comments we received from the kids surveyed. 



Social Media and Self-Marketing 

An important marketing component for any film, especially during its 
opening weekend, is word of mouth. Without incurring additional costs, 
it is possible for the filmmakers and their many colleagues to 
supplement the marketing strategy of a distribution company by working 
through niche channels to spread word of mouth about the film. 
Typically, film companies use the Internet to great effect with 
“Viral” Marketing. This strategy encourages individuals to pass on an 
email or video marketing message to others, creating the potential for 
exponential growth in the message’s exposure and influence. The 
recipients of those emails then forward them to their friends. As with 
any mainstream marketing, the strategy starts with the people at the 
top, the opinion makers or “influencers,” and their channel partners, 
and it extends through the ranks to the people who see films the first 
weekend. They then spread the word to everyone else.  

Complementing this approach are the more purely social networks. As of 
2014, more than approximately 1.8 billion internet users have accessed 
social networks; 170 million of who were located in the United States. 
Despite the ubiquity of social networks, marketing potential is still 
increasing, as user figures and user engagement continue to grow. With 
their large communities, finding “friends” of similar film tastes in a 
social network is fairly easy. These days, the use of Twitter can 
influence the success of many films. Fans blog reviews on their own 
web pages or even make a video recording of their reactions and post 
these to YouTube, their own sites, or a social networking page and 
then “tweet” the link to their followers, thus informing friends and 
web surfers about a film and influencing their opinions. In addition, 
some celebrities gather huge followings on Twitter, using the website 
to address their fans directly and plug their projects not only at 
time of release but also throughout filming to create anticipation.  



6 / Distribution  

The motion picture industry is highly competitive, with much of a 
film’s success often depending on the skill of its distribution 
strategy. The filmmakers’ goal is to negotiate with experienced 
distribution companies in order to seek to maximize their bargaining 
strength for potentially significant releases. There is an active 
market for completed motion pictures, with virtually all the studios 
and independent distributors seeking to acquire films. The management 
team feels that Cut from the Wild will be an attractive product in the 
marketplace.  

Distribution terms between producers and distributors vary greatly. A 
distributor looks at several factors when evaluating a potential 
acquisition, such as the uniqueness of the story, theme, and target 
market for the film. Since distribution terms are determined in part 
by the perceived potential of a motion picture and the relative 
bargaining strength of the parties, it is not possible to predict with 
certainty the nature of distribution arrangements. However, there are 
certain standard arrangements that form the basis for most 
distribution agreements. The distributor will generally license the 
film to theatrical exhibitors (i.e., theater owners) for domestic 
release and to specific, if not all, foreign territories for a 
percentage of the gross box office dollars. The initial release for 
most feature films is U.S. theatrical (i.e., in movie theaters). For a 
picture in initial release, the  exhibitor, depending on the demand 
for the movie, will split the revenue derived from ticket purchases 
(“gross box office”) with the distributor; revenue derived from the 
various theater concessions remains with the exhibitor. The percentage 
of box office receipts remitted to the distributor is known as “film 
rentals” and customarily diminishes during the course of a picture’s 
theatrical run. Although different formulas may be used to determine 
the splits from week to week, on average a distributor will be able to 
retain about 50% of total box office, again depending on the 
performance and demand for a particular movie. In turn, the 
distributor will pay to the motion picture producer a negotiated 
percentage of the film rentals less its cost for film prints and 
advertising.  

Film rentals become part of the “distributor’s gross,” from which all 
other deals are computed. As the distributor often re-licenses the 
picture to domestic ancillaries (i.e., cable, television, home video) 
and foreign theatrical and ancillaries, these monies all become part 
of the distributor’s gross and add to the total revenue for the film 



in the same way as the rentals. The distribution deal with the 
producer includes a negotiated percentage for each revenue source; for 
example, the producer’s share of foreign rentals may vary from the 
percentage of domestic theatrical rentals. The basic elements of a 
film distribution deal include the distributor’s commitment to advance 
funds for distribution expenses (including multiple prints of the film 
and advertising) and the percentage of the film’s income the 
distributor will receive for its service. Theoretically, the 
distributor recoups expenses for the cost of its print and advertising 
expenses first from the initial revenue of the film. Then the 
distributor will split the rest of the revenue monies with the 
producer/investor group. The first monies coming back to the producer/
investor group generally repay the investor for the total production 
cost, after which the producers and investors split the money 
according to their agreement. However, the specifics of the 
distribution deal and the timing of all money disbursements depend on 
the agreement that is finally negotiated. In addition, the timing of 
the revenue and the percentage amount of the distributor’s fees differ 
depending on the revenue source. 

Release Strategies 

The typical method of releasing films starts with domestic theatrical, 
which gives value to the various film “windows” (the period that has 
to pass after a domestic theatrical release before a film can be 
released in other markets). Historically, the sequencing pattern has 
been to license to pay-cable program distributors, foreign theatrical, 
home video, television networks, foreign ancillary, and U.S. windows, 
shifts in these sequencing strategies will occur.  

The business is going through a changeover between screens that play 
35-mm films and those that accept digital, which makes a difference in 
the cost of what we usually call “prints.” Traditional 35-mm prints 
typically cost $1,200 to $1,500 each. Using film prints, a high-
profile studio film opening on as many as 3,000 to 4,000 screens in 
multiple markets (a “wide” release) can have an initial marketing 
expense of $3.5 to $6 million, accompanied by a very high-priced 
advertising program. The number of screens diminishes after opening 
weekend as the film’s popularity fades.   

By contrast, independent films typically have a “platform” release. In 
this case, the film is given a build up by opening initially in a few 
regional or limited local theaters to build positive movie patron 
awareness throughout the country. The time between a limited opening 
and its release in the balance of the country may be several weeks. 
This keeps the cost of striking 35-mm prints to a minimum, in the 



range of over $1 million, and allows for commensurately lower 
advertising costs. Using this strategy, smaller budgeted films can be 
successful at the box office with as few as two or three prints 
initially and more being made as the demand increases. In the new 
digital system, the distributor pays $800 to $900 fee per theatrical 
screen on which the film is exhibited. For independent films that are 
in theaters for at least two months on an escalating numbers of 
screens, adhering to the platform release patter, the overall 
distribution cost can still run between $1 and $2 million.  

Distributors plan their release schedules not only with certain target 
audiences in mind but also with awareness of which theaters - 
specialty or multiplex - will draw that audience. Many specialty 
theaters remain print oriented, while multiplexes are rapidly 
converting to all digital. How much is spent by the distributor in 
total will depend on which system, and which release pattern, best 
serves the film.  



7 / Risk Factors 

Investment in the film industry is highly speculative and inherently 
risky. There can be no assurance of the economic success of any motion 
picture since the revenues derived from the production and 
distribution of a motion picture primarily depend on its acceptance by 
the public, which cannot be predicted. The commercial success of a 
motion picture also depends on the quality and acceptance of other 
competing films released into the marketplace at or near the same 
time, general economic factors, and other tangible and intangible 
factors, all of which can change and cannot be predicted with 
certainty.  

The entertainment industry in general, and the motion picture industry 
in particular, are continuing to undergo significant changes, 
primarily due to technological developments. Although these 
developments have resulted in the availability of alternative and 
competing forms of leisure time entertainment, such technological 
developments have also resulted in the creation of additional revenue 
sources through the licensing of rights to new media. In addition, the 
theatrical success of a motion picture remains a crucial factor in 
generating revenues in other media such as home video and television. 
Due to the rapid growth of technology, shifting consumer tastes, and 
the popularity and availability of other forms of entertainment, it is 
impossible to predict the overall effect these factors will have on 
the potential revenue from and profitability of feature-length motion 
pictures.  

Cut from the Wild LLC is in the organizational stage and is subject to 
all the risks incident to the creation and development of a new 
business, including the absence of a history of operations and minimal 
net worth. In order to prosper, the success of Cut from the Wild will 
depend partly upon the ability of management to produce a film of 
exceptional quality at a lower cost that can compete in appeal with 
high-budgeted films of the same genre. In order to minimize this risk, 
management plans to participate as much as possible throughout the 
process and will aim to mitigate financial risks where possible. 
Fulfilling this goal depends on the timing of investor financing, the 
ability to obtain distribution contracts with satisfactory terms, and 
the continued participation of the current management.  



8 / Financial Plan 

Strategy  

Cut from the Wild LLC proposes to secure development and production 
film financing for Cut from the Wild from equity investors, allowing 
it to maintain consistent control of the quality and production cost. 
As an independent, Cut from the Wild LLC can strike the best financial 
arrangements with various channels of distribution. This strategy 
allows for maximum flexibility in a rapidly changing marketplace, in 
which the availability of filmed entertainment is in constant flux.  

Tax Credits / Production Incentives  

In hopes of fostering economic growth in the US, the federal 
government and most U.S. states now officer production incentives for 
motion picture and television productions. These production incentives 
are offered as cash rebates, tax credits, or up-front/backend 
production funding.  

Cut from the Wild LLC plans to take full advantage of these incentives 
by filming in one of the most tax friendly states, Georgia.  

Georgia currently offers a 30% transferable tax credit towards 
qualified expenditures incurred in GA on projects with a minimum spend 
of $500K.  

Qualified expenditures include, but are not limited to, compensation 
of residents and non-residents, loan-out companies subject to income 
tax withholding, and payments to local vendors. Also, because our 
payroll company has a Georgia office, we will be able to have our 
payroll handling fees and workers’ compensation insurance qualify.  



Financial Assumptions 

For the purposes of this business plan, several assumptions have been 
included in the financial scenarios and are noted accordingly. This 
discussion contains forward-looking statements that involve risks and 
uncertainties as detailed in the Risk Factors section.  

1.The numbers in Table 8.1 were provided by Nash Information 
Services, LLC (NIS). NIS specializes in providing movie sale 
projections based on comparison projects and a set of assumptions 
about the distribution agreements that were made with studios or 
independent distributors that released the film. 

2.The films in Table 8.1, are the basis for the projected income 
shown in table 8.2. The rationale for the projections is explained 
in (3) below. Films chosen relate to Cut from the Wild in either 
theme, style, feeling, or budget. It should be noted that the group 
does not include films of which the results are known but that have 
lost money. In addition, there are neither databases that collect 
all films ever made nor budgets available for all films released. 
There is, therefore, a built-in bias in the data. Also, the fact 
that these films garnered revenue does not constitute a guarantee 
of the success of this film.  

3.The three revenue scenarios shown in Tables 8.2 - low (break-even), 
moderate, and high - are based on the data shown in Table 8.1. We 
have chosen films that relate in genre, theme, and / or budget to 
the film we are proposing. The low scenario indicates a case in 
which some production costs are covered but there is no profit. The 
moderate scenario represents the most likely result for the film 
and is used for the cash flows. The high scenarios are based on the 
results of extraordinarily successful films and presented for 
investor information only. Due to the wide variance in results of 
individual films, simple averages of actual data are not realistic. 
Therefore, to create the moderate forecast for Table 8.2, the North 
American box office for each film in the respective comparative 
tables was divided by its budget to create a ratio that was used as 
a guide. The North American box office was used because it is a 
widely accepted film industry assumption that, in most cases, this 
result drives all the other revenue sources of a film. In order to 
avoid skewing the data, the films with the highest and lowest 
ratios in each year were deleted. The remaining revenues were added 
and then dived by the sum of the remaining budgets. This gave an 
average (or, more specifically, the mean variance) of the box 
office with the budgets. The result was a number used to multiply 



times the budget of the proposed film in order to obtain a 
reasonable projection of the moderate box office result. In order 
to determine the expense value for the P&A, the P&A for each film 
in the comparative table was divided by the budget. The ratios were 
determined in a similar fashion, taking out the high and low and 
arriving at a mean number. For the high forecast, the Company 
determined a likely extraordinary result for the film based on its 
budget. The remaining revenues and P&A for the high forecasts were 
calculated using ratios similar to those applied to the moderate 
column. In all the scenarios, and throughout these financials, 
“ancillary” revenues from product placement, merchandising, 
soundtrack, and other revenue opportunities are not included in 
projections.  

4.In table 8.2, Domestic Rentals reflect the distributor’s share of 
the box office split with the exhibitor in the United States and 
Canada, assuming the film has the same distributor in both 
countries. Domestic Other includes home video, pay TV, basic cable, 
network television, and television syndication.  Foreign Revenue 
includes all monies returned to distributors from all venues 
outside the United States and Canada.  

5.The film’s Budget, often known as the “production costs,” covers 
both “above-the-line” (producers, actors, and directors) and 
“below-the-line” (the rest of the crew) costs of producing a film. 
Marketing costs are included under Print and Advertising (P&A), 
often referred to as “releasing costs” or “distribution expenses.” 
These expenses also include the costs of making copies of the 
release print from the master, advertising, and vary depending on 
the distribution plan for each title.  

6.Distributor’s Fees are based on all the revenue exclusive of the 
exhibitor’s share of the box office (50 percent). These fees are 
calculated at 35% (general industry assumption) for the forecast, 
as the Company does not have a distribution contract at this time. 
Note that the fees are separate from distributor’s expenses (see 
P&A in [5]), which are out-of-pocket costs and paid back in full.  

7.Net Producer/Investor Income represents the projected pretax profit 
prior to negotiated distributions to investors.  

8.Table 8.3 shows the Summary Projected Cash Flow Based on the 
Moderate Profit scenario.  

9. The Cash Flow assumptions used for table 8.3 are as follows:  



a. Film production should take approximately one year from 
development through post-production, ending with the creation of a 
master print. The actual release date depends on finalization of 
distribution arrangements, which may occur either before or after 
the film has been completed and is an unknown variable at this 
time. For purposes of the cash flow, we have assumed that 
distribution will start within six months after completion of the 
film.  

b.  The largest portion of pint and advertising costs will be spent 
in the first quarter of the film's opening. 

c.  The majority of revenues generally will come back to the 
producers within two years after release of the film, although a 
smaller amount of ancillary revenues will take longer to occur and 
will be covered by the investor’s agreement for a breakdown of the 
timing for industry windows.  

d.  Following is a chart indicating estimated entertainment industry 
distribution windows based on historical data showing specific 
revenue-producing segments of the marketplace:  

_______________________________________________________________________ 
  	 	 	 	 	  MONTHS AFTER INTIAL     ESTIMATED LENGHT 
                WINDOW 	 	   THEATRICAL RELEASE 	 	    OF TIME 
_______________________________________________________________________ 
Domestic Theatrical 	                            ---		 	    	   3 - 6 months 

Video-on-Demand                                 3 - 6 months                      3 - 6 months 
Domestic Home Video (Initial)               3 - 5 months                      6 - 12 months 

Domestic Pay-Per-View                          3 - 5 months		 	   6 months 

Digital Streaming                                  5 months 	 	 	   1 - 2 years 
International Theatrical                         Variable                            6 - 12 months 

International Video (Initial)                   6 - 9 months                       9 - 12 months 

Domestic Pay Television                        2 - 15 months                     18 months 
International Television (Pay                 8 - 24 months                     12 - 36 months 

      or Free) 

Domestic Free Television (Network,       3 or more years                 14 years 
      Barter, Syndication, and Cable) 

_______________________________________________________________________



TABLE 8.1 
Cut from the Wild - Gross Profits of Selected Comparative Films  

Varied Genres* with Budgets of $1.8 to $15 Million - Years 2010 - 2013 (Millions of Dollars)   
______________________________________________________________________________________________________________ 

                                         DOMESTIC REVENUE         	 	 	 	 	                               COSTS
                      ____________________________________                                                    ______________________    DISTRIBUTOR’S 
	 	 	 	 	 	 	 	 	       FOREIGN           TOTAL                                                        GROSS 
FILMS		     BOX OFFICE  -  RENTALS (a)  -  OTHER (b)  -  REVENUE (c)  -  REVENUE (d)  -  BUDGET  -  P& A  -  TOTAL  -   PROFIT (e)    
	 	 	 	 	 	 	 	 	      
______________________________________________________________________________________________________________ 

Diary of a  
Wimpy Kid (2010)        64.0           32.0              93.4                51.2                176.6              15.0         24.5        39.5         137.1  

The Kids Are All   
Right (2010)                 20.8           10.4              41.0                28.9                 80.3                4.0         15.6        19.6          60.9 
  
The Perks of Being  
a WallFlower (2012)     17.7             8.8                8.5                 58.0              145.3               13.0           7.7        20.7        124.6   

Beast of the      
Southern Wild (2012)   12.8             6.4              23.7                 11.4                 41.5                1.8           4.9          6.7          34.8 
  
The Way Way 
Back (2013)                 21.5            10.7             28.7                   8.5                 47.9                5.0           7.1         12.1          35.8 
______________________________________________________________________________________________________________ 

(a) Rentals equal distributor’s share of U.S. box office.  
(b) Domestic Other Revenue includes television, cable, video, and all other non theatrical sources of revenue. 
(c) Foreign Revenue includes television, cable, video, and all other non theatrical sources of revenue. 
(d) Total Revenue equals Domestic Rentals, Domestic Other, and Foreign. 
(e) Gross Profit before distributor’s fee is removed. 
*The amounts obtained by these comparable films do not constitute a guarantee that Amy & Her Friends will do as well. 

Source: Nash Information Services, LLC 



TABLE 8.2 
 Cut from the Wild - Projected Income Low, Moderate, and High Results 

(Millions of Dollars)

__________________________________ 
LOW	       MODERATE       HIGH 

__________________________________ 

U.S. BOX OFFICE 	 	 	      3.0	              16.4                    30.0 
   REVENUE                                                          

Domestic Rentals	       (a)             1.5                        8.2                      15.0 
Domestic Other	       (b)             4.4                      24.3                     44.4 
Foreign	 	       (c)             2.7                      14.6                      26.7 
TOTAL DISTRIBUTOR  

   GROSS REVENUE                 8.6                       47.1                      86.1                 

LESS: 
Budget Cost                               3.7                         3.7                        3.7 
Print and Advertising                  1.9                         7.3                        9.0 
TOTAL COSTS                            5.6                       11.0                       12.7 

DISTRIBUTOR’S GROSS             
  INCOME                           3.0                        36.1                      73.4             

Distributor’s Fees 	     (d)            3.0                        16.5                      30.1  

NET INCOME BEFORE                0.0                        19.6                      43.3 
  ALLOCATION TO                                                     
  PRODUCERS/                                                        
  INVESTORS                                                         
__________________________________ 

Note: Box office revenues are for reference and not included in the totals. These projections do not constitute 
guarantees as how well this film will do.  

(a) Box office revenues are for reference and not included in the totals. Fifty percent of the box office goes to the 
exhibitor and 50 percent goes to the distributor as Domestic Rentals.  

(b) Domestic Other Revenue includes television, cable, video, and all other nontheatrical sources of revenue.   
(c) Foreign Revenue includes both theatrical and ancillary revenues.  
(d) Distributor’s Fee equals 35 percent of Distributor’s Gross Revenue.                     

      Source: Nash Information Services, LLC



 TABLE 8.3 
Cut from the Wild Projected Cash Flow  

Based on Moderate Profit Scenario (Millions of Dollars)
__________________________________________________________________________________ 

                               Year 1  	 	  	    Year 2 	 	        Year 3 	 	             Year 4  	 	 	   ____________________  ____________________  ____________________  ____________________ 
                             QTR. 1  QTR. 2  QTR. 3  QTR. 4  QTR. 1  QTR. 2  QTR. 3  QTR. 4  QTR. 1  QTR. 2  QTR. 3  QTR. 4  QTR. 1  QTR. 2  QTR. 3  QTR. 4 

  Production Budget    (0.9)   (1.1)    (1.1)    (0.6)     0.0       0.0  

  Print & Advertising       	 	 	 	 	 	 	    (3.9)    (0.9)    (1.8)     (0.7) 

  Domestic Rentals	 	 	 	 	 	 	 	     6.2       1.2      0.8 

  Domestic Ancillary    	 	 	 	 	 	 	 	 	       12.2     	 	 	 	   12.1 

  Foreign Revenue                                                                                                  4.2       3.5     2.2      3.5      1.2 

  Distributor Fees                                           		 	 	 	 	       (8.6) 	 	 	 	   (7.9) 

  Totals                      (0.9)   (1.1)    (1.1)    (0.6)    (0.0)     (0.0)     2.3       0.3      6.8       2.8      2.2     3.5      5.4 

  Cumulative Total      (0.9)   (2.0)   (3.1)    (3.7)    (3.7)     (3.7)    (1.4)     (1.1)     5.7       8.5     10.7   14.2    19.6 

____________________________________________________________________________________________________ 

*For reference only. How and when monies are actually distributed depends on contract with distributor.  
 Print and advertising are usually paid back first, then the production budget.  

Source: Business Strategies & Nash Information Services, LLC



EP Budgeting
Budget Title : Cut from the Wild - Development - Round 1

Script Dated :9/3/15 Producers : Aidman/ DiPietro/ Thomas/ Debonis 
Budget Draft Dated : 1/29/16 Director : Andrew Aidman 
Total Days : 29 Shoot Days Location : Georgia 
Post Weeks : 13.833 Prepared By : Melanie DiPietro 

Acct# Category Description Page Total
100 Producers 1 $4,500
400 Marketing 1 $1,000
500 Visuals 1 $14,000
600 Legal 2 $2,500

Contingency : 10.0% $2,200

Total Fringes $0

Grand Total $24,200

The Entertainment Partners Services Group, MM Budgeting  v.1



EP Budgeting
Budget Title : Cut from the Wild Development Budget Round 2

Script Dated :9/3/15 Producers : Aidman/ DiPietro/ Thomas/ Debonis 
Budget Draft Dated : 1/29/16 Director : Andrew Aidman 
Total Days : 29 Shoot Days Location : Georgia 
Post Weeks : 13.833 Prepared By : Melanie DiPietro 

Acct# Category Description Page Total
100 Producers 1 $30,050
200 Cast 1 $78,600
300 Voice Over Recording 1 $7,650
400 Marketing 2 $7,200
500 General Expense 2 $7,500

Round 1 Recoupment  : 30.5% (0 excluded) $48,400
Contingency : 10.0% $15,894

Total Fringes $27,943

Grand Total $223,237

The Entertainment Partners Services Group, MM Budgeting  v.1



EP Budgeting
Budget Title : Cut From The Wild IASTE

Script Dated : 9/3/15 Producers : Aidman/ DiPietro/ Thomas/ Debonis 
Budget Draft Dated : 1/29/16 Director : Andrew Aidman 
Total Days : 29 Shoot Days Location : Georgia 
Post Weeks : 13.833 Prepared By : Andrew Aidman/ Melanie DiPietro 

Acct# Category Description Page Total
1100 STORY, RIGHTS, CONTINUITY 1 3,605
1300 DIRECTOR 1 97,330
1400 CAST 2 362,375
1999 Total Fringes 132,837

Total Above-The-Line 824,405

2000 PRODUCTION STAFF 8 124,419
2100 EXTRA TALENT 10 143,724
2200 SET DESIGN 12 35,591
2300 SET CONSTRUCTION 13 27,319
2400 SET STRIKING 14 1,500
2500 SET OPERATIONS 14 108,212
2600 SPECIAL EFFECTS 16 18,408
2700 SET DRESSING 16 76,235
2800 PROPERTY 17 35,581
2900 COSTUME 18 120,066
3000 PICTURE VEHICLES & ANIMALS 19 6,165
3100 MAKE-UP & HAIRDRESSING 20 42,718
3200 LIGHTING 21 73,941
3300 CAMERA 22 78,397
3400 PRODUCTION SOUND 23 28,638
3500 TRANSPORTATION 24 106,877
3600 LOCATION 27 124,802
3700 PRODUCTION FILM & LAB 30 0
3800 VIDEO TAPE: PRODUCTION 30 0
4000 SECOND UNIT 30 0
4100 TESTS 30 0
4200 STAGE RENTAL 30 0
4399 Total Fringes 259,190

Total Below-The-Line Production 1,411,783

4400 VISUAL EFFECTS 32 11,000
4500 EDITING 32 75,391
4600 MUSIC 33 88,900

The Entertainment Partners Services Group, MM Budgeting  v.0



Acct# Category Description Page Total
4700 POST PRODUCTION SOUND 34 30,000
4800 POST PROD FILM & LAB 34 60,000
4900 MAIN & END TITLES 35 5,000
5300 STOP MOTION PHOTOGRAPHY 35 0
5400 PUPPET MANUFACTURING 35 193,500
5600 SPECIAL PHOTO EFFECTS (PHOTO&MINIS) 35 0
5299 Total Fringes 36,813

Total Below-The-Line Post 500,604

6500 PUBLICITY 37 84,976
6700 INSURANCE 37 0
6800 GENERAL EXPENSE 37 182,037
7499 Total Fringes 4,113

Total Below-The-Line Other 271,126

Contingency  : 10.0% 300,792
Bond Fee : 5.0% 150,396
Writer Fee : 1.25% 37,599
Insurance : 1.85% 55,646
Finder's Fee : 4.2% 125,981
Round 2 Recoupment  : 2.2% 66,975

Total Above-The-Line 824,405

Total Below-The-Line 2,183,513

Total Above and Below-The-Line 3,007,918

Grand Total 3,745,307
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