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Electronic Voice Phenomenon—EV P—is the process by which the dead, through
sound and image, communicate with the living through the static and white noise of
modern electronic devices.

By modest estimates, there are nearly seven billion audio and video recording
devicesin homes around the world...and every one of them is a portal.

For two decades now, a quiet worldwide movement has gained momentum among
the growing number of people who believe in EV P and who themselves have captured
extraordinary recordings of communications from the dead. These transmissions,
recorded with simple household el ectronic devices, force us to question our basic notions
about life and death and seem to confirm what many of us have dared to believe: itis
possible for the dead to communicate with us.

All we haveto doislisten.

Now, for the first time, this otherworldly occurrence stands at the center of a
motion picture paranormal thriller—White Noise.

Until the sudden and mysterious death of his beloved wife, architect Jonathan
Rivers (MICHAEL KEATON) considered himself a decent, rational man, one who
would not ordinarily subscribe to any theories about communicating with the dead. But
now, a stranger, Raymond Price (IAN McNEICE), has entered hislife, claiming to have
heard Jonathan’ s wife, Anna (CHANDRA WEST), through EVP. Fueled by his grief as
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much as curiosity, Jonathan soon finds himself swayed by Raymond’s claims, validated
by the recordings of Anna as well as the testimonial of Sarah Tate (DEBORAH KARA
UNGER), who herself has found closure with her deceased fiancée through EVP.
Jonathan comes to believe when Raymond says of the dead, “| can hear them, | can see
them and | can record them.”

Then, the unthinkable—Jonathan himself captures Anna s voice and image
through recordings he has made; she has established direct contact. Anna's message: for
Jonathan to save the future victims of the brutal psychopath who took her life. But his
dead wife’ s communications are often fuzzy, challenging to decipher. And Jonathan, in
his growing obsession with reaching Anna, fails to notice signs of impending danger,
summed up by Raymond’ s assessment of the souls who cross the divide from the other
side: “They can't al be nice.”

What Jonathan hopesto betrueis, in fact, possible: our departed loved ones can
reach us... but if they can come through, who, or what else, can also come through?

White Noise marks the American feature film directorial debut of distinguished
British television director GEOFFREY SAX (Othello), from an origina screenplay by
NIALL JOHNSON. PAUL BROOKS (My Big Fat Greek Wedding) and SHAWN
WILLIAMSON (House of the Dead) produce, with NORM WAITT, SCOTT
NIEMEYER, STEPHEN HEGY ES and SIMON BROOKS serving as executive
producers.

Behind-the-cameratalent includes director of photography CHRIS SEAGER,
B.S.C. (Ashes and Sand), editor NICK ARTHURS (Othello) and production designer
MICHAEL S. BOLTON (Final Destination 2), aong with costume designer KAREN
MATTHEWS (They). The musicis by Cirque du Soleil music director turned film
composer CLAUDE FOISY (2001: A Space Travesty).

ABOUT ELECTRONIC VOICE PHENOMENON

For two decades now, there has accrued a great deal of documentation and

speculation about a method of tracking and recording voices of those who have passed

on; these transmissions, captured by audio recorders and other everyday electronic
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devices, are known to the believers as Electronic V oice Phenomena, or EVP. The contact
from the departed is accomplished through television, radio and computer frequencies—
commonly referred to as “white noise”—which is then received and interpreted by people
still living in the physical world.

EVP is much more than just a premise created by Hollywood filmmakers for the
purpose of producing a supernatural thriller like White Noise. It isahighly researched,
increasingly widely practiced yet little exposed paranormal phenomenon with devotees
around the world. A search on the Internet for “EVP” will result in thousands of hits and
web sites, many of which include photographs or audio and video clips from EVP
encounters.

Research is being conducted on EVP within a variety of organizations around the
world that use EVP for such purposes as hauntings investigations and grief management.
According to these groups, thousands of people are recording evidence of
communications with the dead on adaily basis. They also claim that in addition to the
voices being captured through the white noise of television sets and radios, images of the
people to whom these disembodied voices belong are regularly captured in photographs
viaaprocess known as Video or Photographic Instrumental Transcommunication. The
common thread among these various groups is the firm belief that those in other
dimensions are desperate to communicate with us and are using modern technology to do
0.

More than likely the first web site one finds on a search for recordings and
evidence of EVP sightingsisthat of the American Association of Electronic Voice

Phenomena (www.aaevp.com). The siteis managed by Tom and Lisa Butler, directors of

the Association, amarried couple who happen to be spending a great deal of their time
and energy in the universe known as the paranormal.

How did they get involved in the world of psychics, mediums and spirits from
another dimension? “Waell, actually,” says Lisa about what happened when she and her
husband relocated to Kansas some 15 years ago, “we were corporate workers—Tom was
writing abook, | was upper management—Iliving in Kansas City, which isthe kind of a
town where you had to be quiet about paranormal things. But it'saso not Cdifornia, it’'s

very humid, and there are only two months out of the year of really good weather, so you
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do alot of reading and things like that.

“1 came across a book called Voices Of Eternity by SaraEstep and | read it. And |
thought, | knew it was real—I had a gut feeling that you could record paranormal voices
on tape. And now that | look back at it—I was a corporate person, why in the world
would | believe something so preposterous?—but | believe it and | will say it took about
ayear for me to get up the nerve to record because | wasn't sureif |1 was going to bring
something unwanted into the house.”

Lisa began by following the path taken by the book’ s author, Estep, who recorded
for seven days. On thethird day, Lisa deciphered a voice captured on the tape. From
then on, she became abeliever. “That wasthefirst EVP that | got. I'm glad it was
Saturday, because | didn’t sleep the next day! Now we' ve been doing this for probably
15 years, and we still come across some thrilling things and it’ s still very interesting. .. but
that first one, there is nothing like that, because it changes your reality. What isthis, how
could this voice be there?’

Tom, the more technically oriented of the two (and hence would have been the
more skeptical), joinsin: “Lisais pretty much the navigator for mein fieldslike this. 1
am an electronic engineer and at that time was very deeply engrossed in working on
things for the corporation that employed me. And when she told me about the book and
EVP, it was more like | didn’'t have that sense so much asthat | trusted Lisa’ s sense. |
knew there was some modul ation in the sounds she was playing for me. As an engineer |
knew what modulated sound and knew it shouldn’t have been there, but it was. | couldn’t
really makeit out until later. Intime, after | heard the first voice, | tried to become more
and more supportive. And it getsto a point where it’s such perfect proof that you
survive—so many other things that unfold out of that, that it becomes not so much about
EVPasitisaway of life.”

While Lisa herself acknowledges the shocking power of hearing that first voice, it
was amuch later recording that struck closer to home: “I lost my mother about five years
ago, and she didn’t even know we did this. She had very different religious beliefs and
we respected them—I didn’t want to upset her so we literally did not tell her about our
involvement with EVP. Tom and | were presenting at a spiritualist convention. Before

presenting we often conduct a recording session and ask questions that might interest the
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people attending and try and make EV P more accessible and exciting for them. Andin
the end of every session, | always ask, ‘Is there anything else you want to say? And
when we played back the recording, there was my mother’ s voice saying, ‘1 miss you,
Lisa’”

Tom remembers, “Lisa brought the recording out and told meto listen to it,
without telling me what it was and | heard it plainly. Not only did | understand the EVP
but | recognized immediately it was her mother’s voice.”

Lisa continues, “We had been recording for about 12 years by then—and she
came though more than once. There were some very emotional issues surrounding her
death and it was really important for her to reach me. It provided some incredible healing
for me.”

Since that first recording session 15 years ago, EV P has become away of life for
the Butlers and to hear them describe it, the urge to communicate with beings “on the
other side” is a concept that has taken hold of peopl€e' simaginations.

“If you Google EVP,” Tom says, “amost every larger community has one or
more ghost hunting clubs, and they all have samples—and sometimes very good
samples—of EVP on their web sites. We're not that large; the AAEV P has about 300
membersin the U.S. and 15 other countries, because there are other outlets available,
such as ghost hunting clubs. The German group has 700, the French group has 1,700 and
agroup in Brazil had 3,000. Inthe U.S,, there are also alot of closet EV Pers who will
not subscribe to awebsite but continue to record on their own.”

Thelink between nearly al of the seekers of the paranormal is the desire to
contact aloved one. Tom says, “When people get involved with EVP thereis often an
element of grief management, where you are communicating with aloved one. Inthis
field, you have a very important tool for communicating with the other side.

“As an engineer, | would explain the phenomenon thisway: it'svoicesin the
recording mediathat are not going to be explained by known physical principles. It's
being done al over the world because the average person can do it—it doesn’t replace
methods like using mediums, it’s more of an adjunct to that. But there are no guarantees
that you can pick up arecorder and you' re going to contact long lost Uncle John. On the

other hand, alot of people have picked up the recorder and have been able to make a
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recording...maybe it might be ‘1 missyou’ or ‘I love you’ or the name of alost loved one
that’s on the other side.

“That’s one of the things that we have |earned—one of the most important things
that spiritualism does for the congregation—is to teach us to expect that we do survive.
Y ou can think of it as being an inoculation against becoming earthbound. Well, in our
association, we try realy hard to make sure that everybody understands that EVPisa
fundamental proof of survival. And that if the implication isthat we do survive, then
what? We hope that in subtle ways that it hel ps people understand that there is much
moreto their reality than what they are experiencing at this minute. If, in the global mind
change, we come to understand, both intellectually and emotionally, that we do survive
and that there is a continuation of life—that would probably call usto behave
accordingly.”

When trying to explain EVP in the face of a pantheon of the governing laws of the
acknowledged sciences, Tom simply says, “A lot of the rules that we consider normal

seem to be violated by these voices.”

ABOUT THE PRODUCTION
When the writer Niall Johnson first set out to create the story that was to become

White Noise, he started with theideathat if it were possible to contact someone you had
loved and lost, the average person would pursue these avenues even at great personal
risk. The further he delved into background for hiswriting, he discovered that afairly
significant culture of EV P enthusiasts has existed for quite some time and is highly
organized and scientific about its findings. Albert Einstein professed an open-minded
view of the possibility that life has echoes through time and space and Thomas Alva
Edison believed that electronic impulses could be passed on from generation to
generation.

This basic premise took on a much more resonant life for the writer once he began
to elaborate on it, surfing the Web and meeting some of the EV P gurus like the Butlers
and Sarah Estep, whose research and findings helped Johnson as he constructed his
script.
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Producer Paul Brooksis no stranger to a compelling script, having executive-
produced the phenomenally popular My Big Fat Greek Wedding and been on the ground
floor of what was (up until recently) the highest grossing independent film ever made.
Brooks remembers, “My brother brought me the script for White Noise around Christmas
two years ago and | had planned to read a few pages after dinner and pick it up again the
next morning. But | changed my tact once | opened it and began reading—I couldn’t
remember the last time I’ d been so disturbed reading a piece of material. It was
fascinating. And | immediately saw it as an audience member would—it was a great
page-turner and had a shot at being an intriguing movie. The particular landscape of the
story was just so extraordinary. | haveto admit that | became obsessed with it, whichis
my nature once | get into areally interesting script.”

Already in “terrific” shape, Brooks and Johnson spent a few months fine-tuning
the script of the paranormal tale of Jonathan and Anna Rivers—during which time, the
producer had caught the beginning of a contemporary re-telling of atowering
Shakespearean classic. Says Brooks, “1 saw the first seven minutes of Geoffrey Sax’s
Othello, made for British television. | say seven minutes because | was so blown away
by that first part of the moviethat | hired him at the end of that first part of the film. We
still have arunning joke that | haven’t even seen the rest of the film!”

When hefirst read Johnson's script, director Sax was not aware of any of this
scholarly research—he just thought it was a good plot device. “Jonathan Rivers
obsession comes from a quite simple premise,” he says. “What would you do if you were
given the chance to contact somebody that you’ve loved and you've lost? That was the
notion that really drew me to make this film, because what would you do? And | think
that probably 99 out of 100 people would say, yes, give me more.

“Evenif you knew, whatever the cost, say, to spend 30 seconds with that person
whom you' ve lost, might you give ayear or life? | mean, | don’'t really know how far
people go, but | certainly would do that for anyone I'velost. If | had a chance to contact

them again, | would grab it.”
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Sax was pleasantly surprised when he congratulated Niall on hisinvention of so
enticing ahook in his screenplay. “I had no ideathat EVP actually existed asa
phenomenon. | praised Niall at one point for coming up with it. | said, ‘ Electronic Voice
Phenomenon isredlly, really a great idea and concept. How did you think it up? And he
said, ‘Well, actually I'd found it in my research. There are sites. Go and have alook.’
And | was astonished how many sites there are, how many images you can see. Some of
it is questionable, but some of it isvery, very scary. And that’s what makesit really
interesting.”

One of Johnson’s pivota scenes—in which Jonathan visits a clairvoyant to
compare notes about the contact he has made with his late wife via EVP—istaken
directly from his the screenwriter’ s experiences. In that scene, Jonathan consults with a
psychic counselor, who happens to be blind, and the medium recoils at his spiel,
delivering awithering warning which he does not heed. “EVP isnot good,” she says,
jumping up. “We spend years with our guides so we can protect you. It isone thingto
contact the dead. It’s another thing to meddle, and you are meddling!”

“And that was taken from Niall Johnson,” says Sax. “He actually went to seea
clairvoyant, during the research phase, and the clairvoyant did say those words...Don’t
meddle with this stuff. Y ou don't understand it.” And that’s what kind of gave him the
whole ideafor the story. If you meddle with what you don’t know, you could end up in a
lot of trouble. And that’s precisely what happens to Jonathan Rivers.”

Deborah Kara Unger, cast as awoman who contacts her fiancée through EVP,
agrees that thereisa dark side of this phenomenon, that it’s not all light and hope. “What
is fundamental to this story is the truth that people do passover ‘asis.’” And, you know,
we don’'t have alot of halos running around the streets as we speak—there are afew
tarnished ones on the other side aswell. So, unfortunately, in our attempts to access our
loved ones, those that we care about on the other side, we meet afew people along the

way who are terrifying.”

* * *

For the leading role of the recently widowed architect who begins a surprising

journey into the unexplainable, Brooks knew the actor he immediately wanted upon
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reading White Noise that previous Christmas: “1 have always been a huge fan of Michael
Keaton. | remember particularly his performance in Pacific Heights, which is a superb
exercise in measure and balance. We had mutual colleagues and friends in the business,
and so | sent him the script. And fortuitously, he came back straight away and said, ‘Y es,
| want to do this.” It was a bit of a blessing from the start, because | was completely
convinced about the script, the director and the actor. Geoffrey and | had one meeting
and we just shook hands and were making the movie two months later. It all came
together brilliantly.”

Keaton, who admittedly had not given the subject of communication with the
other side much thought prior to reading the script for White Noise, recalls a conversation
he had Brooks and Sax: “It’s something | had never really given much consideration, but
as | talked with Paul and Geoffrey about making the film, they were telling their own
personal stories about losing their fathers, how close they were to them, and what they
would do to be able to somehow be in contact with them again. And they said they
wouldn’t think twice, even if they only had three seconds, they would jump at the chance.
| was kind of fascinated by that, and as | started to think about it, | realized that thisis
probably a universal response.”

“1 think it’s something that has to be taken seriously, despite any skepticism,
some of it mine. Certainly, though, one has to wonder that if even one percent of the
reported cases are true then something clearly extraordinary is happening,” comments
Sax.

Producer Brooks observes, “My thinking was, what if EVP is actualy astep
beyond the Ouija board phenomenon—a sophisticated portal to another plane? Thisis
particularly disturbing when one reveal s the countless examples of seemingly authentic
and terrifying encounters on the Ouija board over the years.”

Unger doesn’t offer a specific opinion on EVP as a means of reaching out to those
who have passed over, but does state that she thinksit’s “reductive and maybe alittle bit
arrogant of us to assume that we know as much as we think we do, to make that kind of
conclusion. | think we're very naive about energy and mass and about time and space
and consciousness.”

Unger, a confessed sentimentalist, can relate to Keaton’ s assessment of the desire
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we all haveto stay in contact with those we love, even after they’ve died. “I hate saying
goodbye. It'shorrible. | never say goodbye to people. I'll make up any scenario in my
imagination where | may potentially see them again. Asfoolish asit may sound, my
mind is happier there.”

While Sax, Keaton and Unger all have a degp and complete understanding of
what drives people to attempt communication with the other side, their opinions on the
methods they employ, specifically about EVP, differ dightly. Keaton categorizes himself
as open-minded and says that EVP is “without doubt, extremely intriguing.”

In addition to the makings of a gripping, chilling paranormal thriller, Keaton saw
within the White Noise script the chance to tell the rather timeless story of an ordinary
man on an extraordinary journey, searching for answersin uncharted and potentially
dangerous territory. What made this character especialy compelling to him was the
deterioration and almost complete destruction he faces once circumstance sets him on his
path.

“One of theinitial reasons that | wanted to do the film is because it’ s such a page-
turner,” he says. “I like the genre, the supernatural thriller anyway—and that is now a
genre, the paranormal thriller. When | think of a horror film, | think of something else.
Thisisscary, but it’s smart scary. And it gets into speculation.

“But what redlly attracted meto it isthat it’s about a character that you see
degenerate throughout the piece and become more and more obsessed with something his
architect-trained mind cannot come to terms with, yet he knowsit to be areality. And it
was thisjourney that really drew meto it.”

The slow but steady decline of Jonathan Rivers was a character arc that intrigued
Keaton, and he knew that an audience would be compelled aswell. *Y ou have this guy
starting anew life after the demise of hisfirst marriage. Now he's found the woman he's
meant to be with, he's at the start of a happy second marriage, and just when things are
starting to work out, his wife passes away. So it’sasecond lossto him in not avery long
period of time. He' sliving a pretty normal life when it happens and you see his
degradation through what he' s willing to do to not take that big hit again, that second
loss. That’swhen it lowly starts to unravel and that’ s where the terror begins—as he

fightsto gain access to the next world while clinging to the last vestiges of his sanity.”
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Brooks interjects, “Michael is able to articulate all of the levels of Jonathan’s
character—his analytical side, hisemotional side and hisintuitive side. He absolutely got
the tightrope walk that Jonathan executes—he’s clinging onto the world that he knows
and yet is being drawn into another world that he can’t recognize and yet has to
recognize, because there is an absolute actuality to it.”

Deborah Kara Unger’s character, Sarah Tate, joins Keaton on the journey and
becomes an integral part of it. What initially brings the two together is their common
loss of aloved one—Jonathan’ s wife, Sarah’s fiancée. Says Unger: “And therein we
share acommon goal: adesireto perhaps help others who are feeling helpless and to
share this gift of light, of hope. We re very much mistaken, however, and we don’t know
what we're playing with. Our white noiseis actualy fire we shouldn’t be playing with.”

And so Jonathan’ s journey takes an unexpected and horrifying turn....

* * *

In order to get audience members to embark on this rather arduous trip, Geoffrey
Sax knew it was crucia for them to actually care about Jonathan Rivers, or at least come
to care about him at some point during the course of the film. Ashe observes, “The big
thing for meisthe central character. Y ou’'ve got to invest in that character. Y ou’ve got
to like him and be willing to go with him wherever he' s going, eveniif it's adownward
spira. If you don't care about the character, you don’t have a movie.”

For Sax, and for producer Paul Brooks, the right person for the part was Michael
Keaton. Brooks observes, “Y ou care about Michaegl because he' s a consummate actor,
and he's able to make you care about him. He absolutely becomes his character. During
one scene in the film, Jonathan is aone in hisroom, well after hiswife' sfuneral. Up
until this point, he hasn’t displayed much emotion about her death. And eveninthis
scene, thereisn’'t alot of hand-wringing or head-clutching because we felt that we could
easily get buried in amire of self-pity if we did that. Interestingly, | think alot of people
are actually very still when they’re dealing with grief. Michael understood that and
portrayed it beautifully.”

For his part, Keaton approached the role of Jonathan Rivers with specific ideas

about how he would play it, being careful not to over-dramatize or enter into the arena of
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the maudlin. He comments, “1 worried alittle about this being the story of the ‘sensitive
guy.” That getsrea old, real fast and it also becomes self-serving. What | liked is that
you feel for this guy because you' d feel for anyone in his situation, and because he'sa
good guy. | needed to make him relatable and likable so that an audienceiswilling to get
into his shoesto go for the ride.”

Sax knew that the look and feel of White Noise was akey element in telling the
story, in setting up the character arcs and in keeping with the supernatural, otherworldly
premise of the film. He turned to the production design team, under designer Michael S.
Bolton, to visually tranglate Jonathan’ s gradual undoing (the dark and dangerous leg of
his journey) to the sets and, ultimately, bring it to the screen. White Noise was not to be a
film laden with an overage of costly special effects, so his approach to the overall
production aspect had to be more carefully tuned and subtly crafted.

To further illustrate Jonathan’s emotional and mental backslide, to carry that
premise into the production areas of the film, Sax, Bolton and director of photography
Chris Seager manipulated the color palette. The lighting, the paint colors used on the sets
and the characters' clothing were all subjected to a backwards ride on the color wheel.
Sax explains: “At the beginning of the film, Jonathan and Anna’s houseis very warm
pastel colors—they’ re also wearing the same colors and everything glows, because
they’re theideal golden couple with everything going for them...beautiful home,
beautiful everything. But what we did was suck all of the color out of the film aswe
went along so that, as the color drains from Jonathan’s life, the color drains from the
movie. By thetime he's moved into a new apartment and isin the midst of his EVP
obsession, it’s all very geometric and angular, very cold. As hisobsession grows and the
place becomes more untidy, he starts to become more unkempt. And we manipulated the
pictures agreat deal after we shot to make the colors go from nice and bright and sunny
to much colder grays.”

A good deal of the movie takes place within the confines of Jonathan Rivers
increasingly private internal struggle with a paranormal universe personified by the “EVP
room” he has equipped with TV monitors, state-of-the art speakers and recording devices.
The actual room was built on a special soundstage so that the movie' s tech crew could

wire it with the electronic impulses, audio and visual, that Rivers studiesin his struggle to
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improve the fleeting contact he experiences with his deceased wife.

“There’' san awful lot of the movie that takes place in this particular EVP room,”
says Sax, “where he' s amongst his machines as his obsession is growing and growing.
My feeling was to try and treat each scene differently to reflect his continuing isolation
from his family and friends, so the room gets gradually darker. During daylight, for
instance, he'll pull the curtains so that it's darker and gloomier in there. Sometimes we
just see the light from the monitors, so that the room has a blue feeling about it, and the
camerawork gets more edgy as Jonathan’ s psyche becomes more fragmented.”

The filming of the room reflects the protagonist’s inner turmoil. “Wego to
handheld cameras for certain scenes, and just to keep it visually interesting, we use a
crane in the set and break it up with different angles.”

Visually reflecting the main character’ s gradual disintegration and his interaction
with spiritual “ghosts’” and unreal beings required a special dimension from Michael
Keaton as an actor, says Sax. The director explains, “Michael has such aterrific range.
A lot of hiswork in thisfilm is done sitting in aroom, just looking at monitors. His eyes
and hisface are so alive—he' s able to tell a story with just looks and we see hispain. It's
quite wonderful really and it helped me considerably in the shooting. He also very
accomplished at working with green screen and filming with things that aren’t really
there during shooting.”

The demands of filming included significant green screen work for Keaton and
some of hisfellow actors. The electronic shadows of past lives do begin to take on
corporea attributes as they move about in sound and visual fury, appearing momentarily
on a screen that the audience—but not Rivers—sees. With the appearance of the gray-
toned images of these diaphanous beings, “you know something’ s going to go awfully
wrong,” says Sax. “And then he beginsto get these warnings and he still doesn’'t heed
them, wrapped up as heisin the struggle. It’slike ‘Beware the Ides of March,” and he
still doesn’t heed them. And that is what sends him on his path to ultimate destruction.”

The beings (who are meant to be the spirits of the dead) are manipulated via
special effects, added in post-production, as are all the images that are seen on the many
screensin the film along with the “white noise,” the static electric images that come to

grip Jonathan Rivers. Per cinematographer Seager: “We shot using green on the screens
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and generated the ‘white noise’ afterwards. And then we manipulated that digitally so we
end up with dozens of images of people with their faces in various expressions, which
were layered and manipulated, giving them an otherworldly, surrea appearance as they
fade on and off the screens. We then feed those images back into the TV screens.

“In order to bring the realism back into it, we also shot reflections that would
appear in the glass of the television,” he adds. “We layer that back on top and we get a
look of what is going on around Jonathan in real time.”

By building the EVP room set on a soundstage which could be controlled by the
production crew, the filmmakers were able to accomplish a production design that fully
reflects the inner turmoil of Jonathan Rivers. Sax continues: “The only really truly
internal space for Riversis hisown EVP room, which iswithin his apartment. By
building the set, we can accommodate all of the differing camera angles—also, all of that
computer equipment is driven by a huge set-up, which had to work within the space as
well.”

While acknowledging the compelling inner journey taken by the film’s main
character, the director and his team were cautious in their choice of shots. Sax quips, “I
thought that if we weren’t careful, we were going to be buried inside four walls for a
good part of the film. So | alwaystried to find locations with windows to give the story
some expanse and the viewers some place to look out.

“For example, Jonathan’ s apartment has massive plate glass windows. My idea
was that | always wanted to see life outside. While he's going on with his madness,
outside ordinary life's going on. Y ou can see peoplein the background watching their
TVs, that sort of thing.”

The director sumsit up with the observation that, although the lives of the
characters in White Noise are constantly impacted by the souls of the dead, “I1t’skind of a
motif of the film that there’ s always life going on.”

And for producer Brooks, the growing interest in EVP islikely to raise questions
about just how we perceive that life experience: “It’s very tough to be dismissive of
something that alot of people are experiencing on avery personal basis. And once more
and more instances are recorded, then it’sliteraly, ‘Well hang on a second, thisis

actually becoming aredlity.” | don’t want to sound sort of ridiculous about this, but I'm
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just trying to entertain the possibility that we may be on the verge of something culturally
extraordinary.”

Universal Pictures and Gold Circle Films Present A White Noise (UK) and
Brightlight Pictures Production In Association with Endgame Entertainment: Michael
Keaton in White Noise, starring Deborah Kara Unger, Chandra West and lan McNeice.
The casting is by Maureen Webb. The music is composed by Claude Foisy. The
costume designer is Karen Matthews; the production designer isMichael S. Bolton. Itis
edited by Nick Arthurs. The director of photography is Chris Seager, B.S.C. The
executive producers are Scott Niemeyer, Norm Waitt, Simon Brooks and Stephen
Hegyes. White Noise is produced by Paul Brooks and Shawn Williamson; it is written by
Niall Johnson and directed by Geoffrey Sax. ©2004 Universal Studios

www.whitenoisemovie.com

ABOUT THE CAST
An actor of incredible range and emotional depth, MICHAEL KEATON
(Jonathan Rivers) gained national attention in the hit comedy Night Shift, followed by

starring roles in such films as Mr. Mom, Johnny Dangerously and Dream Team.

In 1998, he earned the Best Actor award from the National Society of Film
Criticsfor Clean and Sober and Tim Burton’s Beetlgjuice. Keaton re-teamed with
Burton to play the title role in the international blockbusters Batman and Batman Returns.

Keaton also starred as Robert Weiner in HBO' s critically acclaimed Live From
Baghdad. Hereceived a Golden Globe nomination for hisrole in the film, which was
based on atrue story of the CNN crew who reported from Baghdad during the Gulf War.

Most recently Keaton completed a starring role as the President of the United
Statesin First Daughter for 20" Century Fox Studios. Keaton is amember of American

Rivers.

A British Columbia native, DEBORAH KARA UNGER (Sarah Tate) studied
philosophy and economics at the University of Victoria before becoming the first
Canadian to be accepted into the highly regarded Australian National Institute of Art.
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After graduating in 1988, she turned her attention to acting and landed her first role in the
award-winning TV drama Bangkok Hilton, starring alongside Nicole Kidman. She made
her feature film debut in 1990’ s Prisoners of the Sun and has since had featured rolesin
The Game with Sean Penn and Michaegl Douglas, Sunshine with Ralph Fiennes and The
Salton Sea with Val Kilmer, among others. Most recently, Unger gained attention for her
riveting turn in the critically acclaimed Thirteen, with Holly Hunter and Evan Rachel
Wood, and opposite John Travolta and Scarlett Johansson in A Love Song for Bobby
Long.

CHANDRA WEST (Anna Rivers) has been keeping herself busy in both feature
filmsand television. Sheis currently seen as Jennifer Devlin, the troubled girlfriend of
Mark-Paul Gosselaar’s Detective Clark, on the ABC series NYPD Blue. Previously she
starred in the short lived but critically acclaimed NBC series Mr. Serling, with Josh
Brolin, and in the edgy drama Water’ s Edge, with Nathan Fillion and Emmanuelle
Vaugier. West also starred with Va Kilmer in Castle Rock’ s character-driven thriller
The Salton Sea, which received wide praise from critics.

Other feature film credits include 20th Century Fox’s The First Twenty Million Is
Always the Hardest, with Adam Garcia and Rosario Dawson, and The Perfect Son, which
was an official selection in the Toronto and New Y ork Film Festivalsin 2000.

In television, West’s credits include such popular and diverse favoritesas CBS's CS and
the television movies The ‘ 70s, produced by Denise Di Novi, and Revenge of the Land,
directed by John Smith.

Originally from Edmonton, Canada, Chandra currently residesin Los Angeles.

Before breaking into British television and film, AN McNEI CE (Raymond
Price) spent two years at the Salisbury Playhouse and attended the highly respected
London Academy of Music and Dramatic Art. After graduating from LAMDA, he began
an extensive theater career, including four years with he Royal Shakespeare Company.
His tenure with the Company concluded with a Broadway run of Nicholas Nickleby.

McNeice then went on to astarring role in the BAFTA award-winning British

television series Edge of Darkness. His American film breakthrough was playing
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opposite Jim Carrey as Fulton Greenwall in Ace Ventura: When Nature Calls. His
lengthy and impressive list of feature film and television credits on both sides of the
Atlantic also includes From Hell, A Life Less Ordinary and most recently, Bridget Jones.
The Edge of Reason.

ABOUT THE FILMMAKERS
GEOFFREY SAX (Directed by) comes from along and venerable line of

award-winning BBC-trained directors such as Mike Newell, Danny Boyle and Roger

Michell, who have moved from the upper echelons of British television into features.
Just prior to directing White Noise for Gold Circle Films, Sax had completed a much
lauded contemporary version of Othello for British television, followed by the
controversial period dramawritten by Andrew Davies for the BBC, Tipping the Vel vet.
Next up for Sax is the comedy thriller Flypaper, again for Gold Circle Films.

NIALL JOHNSON (Written by) studied film and drama at Bristol, graduating
with afirst class BA honors degreein 1987. Johnson spent the next decade working in
various capacities in the British film industry until 1998, when he wrote and directed The
Big Swap for Intermedia. Since then, he has focused mainly on writing, having scripted
the TV movie The Ghost of Greville Lodge and the TV series Legend of the Hidden City.
Switching his focus to features he wrote White Noise on spec in 2002, which was
optioned and made in 2003 by Gold Circle Films. Johnson now has a number of film
projects in development including Before, a supernatural thriller for Mostow/Lieberman
Films; Trunk and William Tell for Tusk Productions; The Gatecrasher for Meteor

Pictures; and Angel Face for New Town Films.

PAUL BROOKS (Produced by) left London University with a Humanities
degree in English/Philosophy/Psychology and Sociology and then went into real estate
development before moving into film.

With over 13 years producing and distributing filmsin both the U.K. and the U.S,,
Brooks founded Metrodome Group, a U.K.-based production company and distributor
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that he took public inthe mid-"90s. Asadistributor, Brooks' filmsinclude the likes of
Buffalo 66, Palookaville, Chasing Amy and Chopper. Asaproducer, Brooks' credits
include such films as Shadow of the Vampire and My Big Fat Greek Wedding, both of
which received Oscar® nominations (Best Supporting Actor and Best Screenplay,
respectively), aswell as the upcoming romantic comedy The Wedding Date, starring
Debra Messing and Dermot Mulroney; the off-beat comic murder mystery Jiminy Glick
in Lalawood, starring Martin Short; and the outrageous comedy The Long Weekend,
starring Chris Klein and Brendan Fehr.

Heis currently President of Gold Circle Films.

SHAWN WILLIAM SON (Produced by) began his entertainment career in
1983, working in live theater. He then turned his attention to production management,
with credits including Floating Away (Showtime), Five Desperate Hours (NBC) and
Lambchop’s Play Along (PBS). After producing The Charlie Horse Music Pizza, Shari
Lewis fina seriesfor PBS, Shawn served as president of Vancouver-based Shavick
Entertainment, where he was in charge of production.

Most recently, Williamson executive-produced the Canadian feature Punch; line-
produced Try Seventeen and Jiminy Glick in Lalawood; and produced House of the Dead,
based on the Sega video game. Heis currently executive-producing the TV series
Alienated and developing the feature film adaptation of the popular video game Alone in
the Dark.

With over 15 years of entertainment industry experience in production and
distribution, SCOTT NIEMEYER (Executive Producer) has been involved with the
successful production of more than 75 feature films, including such titles as Dumb and
Dumber, Kingpin and the recent blockbuster hit My Big Fat Greek Wedding—until
recently the most successful independent film of all time.

Niemeyer has held various executive positions with such prominent companies as
Motion Picture Corporation of America, Orion Pictures and Metro-Goldwyn-Mayer. As
an executive producer, Niemeyer’s credits include the upcoming films The Wedding
Date, Jiminy Glick in Lalawood and The Long Weekend.
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Along with his brother, NORM WAITT (Executive Producer) formed Gateway
Computers, Inc., which began as a dealer in computer components and evolved into a
worldwide multi-billion dollar company. After working with his brother for five years,
Waitt |eft his active management role with Gateway Computers, Inc. and shortly
thereafter formed Gold Circle Entertainment and Waitt Media, which collectively own
and operate more than 70 radio stations, five TV stations and more than 600 billboards.
Gold Circle Films was formed to produce high-quality filmsin awide range of genres for
domestic and international distribution. Since commencement, Gold Circle Films has
amassed alibrary of over 20 titles, anchored by the mega-hit My Big Fat Greek Wedding.

As an executive producer, Waitt’s credits include films such as The Man from
Elysian Fields, starring Andy Garcia, Mick Jagger, and James Coburn; My Big Fat Greek
Wedding, also produced by Tom Hanks and Rita Wilson and starring Nia VVardal os and
John Corbett; Poolhall Junkies, starring Chazz Paminteri, Rod Steiger and Christopher
Walken; and Sonny, starring James Franco, Brenda Blethyn and Mena Suvari. Hislist of
upcoming projects includes The Wedding Date, Jiminy Glick in Lalawood and The Long
Weekend.

For the last 10 years SIMON BROOK S (Executive Producer) has been
alternating between his property interests and hisinvolvement in feature films. Hewasa
producer on some of his brother Paul Brooks Metrodome Group films and is particularly
involved in sourcing scripts, working with writers and agents and the casting process, as
well asthe finance side. He brought White Noise, the UK/Canada co-production thriller,
to Gold Circle Films. The film has aready been sold to many world territories. Brooks
has a number of projectsin development with Gold Circle Films including the comedy

Endgame, the action film Once a Pilgrim and the remake of Zulu.

STEPHEN HEGYES (Executive Producer) has partnered with many of
Canada s most prominent directors and talent, producing Bruce Sweeney’s features Last
Wedding, which opened the Toronto International Film Festival in 2001 and was voted
one of the festival’ stop ten films; and Dirty, which screened at the Sundance and Berlin
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film festivals. Hegyes also produced Mina Shum’ s first feature, Double Happiness,
released by Fine Line Features, and Drive, She Said, starring MoiraKelly. Hegyesis
currently executive-producing the TV series Alienated and is developing future feature
projects.

Following gaining his diplomain film and television from Guildford School of
Artin England, CHRIS SEAGER, B.s.C. (Director of Photography) began his career in
educational television at Wessex TV, sequeing to BBC-TV as atrainee studio camera
operator in technical operations. He then joined the BBC Film department at the world
famous Ealing Film Studios, where he progressed rapidly from camera assistant to
lighting cameraman. His early cinematography credits during this period include many
of the critically acclaimed 40 Minutes documentaries; the BAFTA-winning Arena— Arts
Programme Scarfe on Scarfe; feature length films of the comedy series Just Good
Friends and Fools and Hor ses; episodes of the drama series Bergerac and South of the
Border; and the award-winning telefilms Skallagrigg and The Vampyr Opera.

In 1994, Seager, having completed the shooting of the late John Schlesinger’s
much acclaimed movie Cold Comfort Farm, resigned from the BBC and became a
freelance director of photography. His many credits since becoming freelance have
included the following features. Sonewall, Beautiful Thing, Alive and Kicking, Fever
Pitch, Vent de Colere, Ashes and Sand and White Noise. Histelevision drama credits
have included A Dance to the Music of Time, Madame Bovary, Lorna Doone (BAFTA-
nominated), A Frenchman’s Creek (Royal Television Society nomination), The Way We
Live Now (BAFTA-nominated), Lenny Blue and State of Play, a six-part BBC1 political
thriller, which garnered him the Royal Television Society’s 2003 award for Lighting,
Photography and Camera.

NICK ARTHURS (Editor) previously worked with White Noise director
Geoffrey Sax on the television movie Othello, for which he won the BAFTA Award for
Best Editing and enjoyed the BANFF Rockie Award for Best Made-for-Television and
Global TV Grand Jury Prize. Other credits for English television include Margery and
Gladys; Gypsy Woman; Caught in the Act; Suspicion; The Debt; Lock, Sock & Two
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Smoking Barrels; Romeo and Juliet; and Picking Up the Pieces; as well as episodes of
Clocking Off (series | and 111) and Cuitting It.

Among his numerous other creditsin thisfield, MICHAEL S. BOLTON
(Production Designer)’s work includes Final Destination 2, Out Cold, Saving
Slverman, Romeo Must Die, The Sxth Man, Homeward Bound 11, Look Who's Talking
Now, The Crush, White Fang and The Fly II. Television audiences have seen hiswork as
the designer on such diverse programs and telefeatures as It’s A Very Merry Muppet
Christmas Movie, Hostage Rescue Team, Noah, Goldrush, A Christmas Sar, AHero in
the Family and Stranger in My Bed.

KAREN MATTHEWS (Costume Designer) has numerous film and television
credits on her resume as a costume designer, including They, Out of Order, Jack, Stealing
Snatra, Return to Halloweentown, Voyage of the Unicorn, Fishing with John, Lovein a
Small Town, Captains Courageous, Tears and Laughter and the Highlander series. Most
recently, she served as the costume designer on The Long Weekend for producers Gold

Circle Films and Brightlight Pictures.

Born and raised in Montreal, Canada, CLAUDE FOISY (Music Composed by)
completed, with honors, a Bachelor’ s degree in classical performance at the prestigious
Ecole de Musique Vincent d’ Indy, as well as a Bachelor’s degree in jazz performance at
world renowned McGill University. After graduating, Foisy worked as musical director
in Canada and throughout Europe for a number of Canadian artists such as Veronique
Beliveau and Marie-Claire Seguin.

In 1992, Foisy was asked to take over for the musical director of the
internationally acclaimed Cirque du Soleil on its tour throughout Switzerland, as well as
in Santa Monica, California, with the production of Alegria.

Since moving to Los Angelesin 1995, Foisy has written the scores for over 200
television episodes and movies. He has collaborated with, among others, Francis Ford
Coppola, Renny Harlin, MTV, Showtime, MGM TV, Sci-Fi Channel, Trilogy and the
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ABC Family Channel. Foisy recently scored Leslie Nielsen’s feature, 2001: A Space
Travesty, recording his music in Russia with the Moscow Symphony.

Foisy livesin Hidden Hills, California, with hiswife, Kim Long, and their two
daughters, Eve and Alexandra.
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