Monitoring Cine-tal and IRIDAS

Cine-tal and IRIDAS
offer a complete
look creation and

calibration HD review
system on set, even
with 4:4:4 capture
By Art Adams
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It’s easy to visualize a time, not so
far into the future, when we'll tell stories
around the campfire of the days when a
monitor showed us exactly what was
being laid down on tape. Just imagine—
having to get the image right the first
time, on location, without a myriad of
post color correction options to play
with. How terribly primitive.

Worse, the only way we could see what
we were getting was to stand in the path
of an electron beam that caused phos-

phors to glow on a piece of glass. Were we
mad? No one in his or her right mind
would construct something so heavy and
toxic for field use. Surely that was meant
for post, where people live in dark rooms
and mutter cryptically about color spaces
and bits.

The day of the CRT is ending, as is the
era of what-you-see-is-all-you-get—peri-
od. With the arrival of a new breed of
uncompressed HD cameras (including
Thomson's Viper, Panavision's Genesis,

Silicon Imaging’s SI-2K, Vision Research'’s
Phantom, Dalsa’s Origin, Red’s RED
ONE, etc.) that capture and store 4:4:4
data right off the back of the imager(s),
we're no longer bound to 8-bit highly
compressed recording formats that throw
away so much information that even the
most basic color-correction work can
result in crippling artifacts.

We now have more image information
than we know what to do with, which
puts us in an excellent position for post
color correction, which is inherently a
process whereby data is thrown away
until what's left is exactly what we want.

Although many of the 4:4:4 camera
manufacturers tell us that we can rely
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totally on our light meters to gauge expo-
sure, there’s no reason in the world that
we shouldn't see a picture on set that
shows us that we're heading in the right
direction. The task becomes not just the
simple judging of exposure and color, but
of making sure that the look we're going
for is actually possible given the way we're
shooting. It's one thing to capture a lot of
data and massage it in post. It's another to
confirm during shooting that what you've
captured can achieve your post goals.
With that in mind, let’s look at two
products that will give you the confidence
that what you see really is what you'll get.

CINE-TAL CINEMAGE
LCD MONITOR

This 24-inch A-SI TFT active matrix
1920 x 1080 LCD monitor is your direct
link to post, your umbilical cord to the
forces that will eventually realize your
vision on-screen.

In the good old days of film (remem-
ber those?) we shot color charts and sent
handwritten or voice-recorded notes to

the lab with long rambling descriptions
that really couldn’t describe exactly what
we'd envisioned.

The Cinemage applies our prepared
collection of look-up tables (LUTS) to the
footage we shoot, in real time, in order to
ensure that what we see on-set can be
reproduced reliably in post.

LUTs translate every pixel in the image
from its original captured value to anoth-
er value that makes more sense when
viewed by the eye. Uncompressed HD
cameras capture and store data in a man-
ner that makes it impossible to view the
raw image in any recognizable way. It
looks gray or green and is very washed
out, typically because the image is stored
in LOG color space, which tends to
severely boost blacks and dull whites, pre-
serving the maximum amount of infor-
mation across the gray scale.

In effect, you're creating a digital neg-
ative that contains everything needed to
reproduce the shot at hand, but that
isn't immediately viewable without fur-
ther processing.
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In a crude sense, creating an LUT is similar to writing up a set
of lab instructions. If you create an LUT that emulates, for exam-
ple, a bleach bypass look, the washed-out LOG image will enter
the LUT on one side as a flat, shapeless image and exit the other
side with crushed blacks, desaturated colors and blown-out high-
lights. The LUT is the map that controls how each pixel is affect-
ed in order to achieve the look you want.

The Cinemage monitor holds your LUTs in storage, applying
a designated LUT to the current scene. The raw data flows from
the camera to the monitor via HD-SDI and is converted in real
time from LOG space to your desired look.

The system includes 32 frame storage slots, allowing prompt
recall of previously shot material that can be viewed in a split-

ly scribbled instructions on a camera report, or an audio tape that
limits you to the kind of description you'd mutter while driving
home after a 14-hour workday.

As well as facilitating post communication, the Cinemage
provides a wide variety of software tools that allows scrutiniza-
tion of the image at many levels. As well as a built-in multimode
waveform/vectorscope and a split-screen mode between live
images and frame stores, the Cinemage offers pixel-level analysis
that displays RGB or YCbCr data from any pixel on the screen.
The monitor also acts as a media hub, distributing signals across
the set via HD-SDI or SDI outputs that can be programmed to
show exactly what you want them to show.

All of this can be controlled through a hard-wired or wireless

“YOUR COLORIST CAN REMOTELY VIEW A ROUGH GRADED STILL
IMAGE NEARLY AS QUICKLY AS YOU SHOOT THE MATERIAL.
BETTER YET, THEY CAN LOG INTO THE MONITOR OVER THE
INTERNET AND GRADE YOUR SHOT FOR YOU, CREATIVNG A
HIGH-QUALITY LUT REMOTELY THAT YOU CAN USE IMMEDIATELY.”

screen mode for matching. It's also a network appliance with an
Ethernet connection, allowing direct network access to captured
stills and LUTs.

Your colorist can remotely view a rough graded still image
nearly as quickly as you shoot the material. Better yet, they can
log into the monitor over the Internet and grade your shots for
you, creating a high-quality LUT remotely that you can use
immediately. You can even e-mail your collection of stills from
the monitor directly to post, along with the appropriate look, or
export an LUT appropriate to the post workflow. That beats hasti-
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connection using any device that can run a Web browser: laptop,
tablet PC, or even your cell phone or PDA. Route a .look-correct-
ed split screen to the director’s monitor (to prove that you really
are matching previously shot footage), a waveform-overlaid sig-
nal to your own monitor, e-mail a DPX still to post, download a
new look from your colorist and send a clean output to the rest
of the crew monitors, all from the comfort of wherever the
Cinemage’s wireless signal finds you.

Rob Carroll, president of Cine-tal, has “focused the company
on digital workflow and color science with products that provide

processing and collaboration for display
technology.” Cine-tal worked hard on the
optics of the monitor to create a true
black level response, and sophisticated
signal processing successfully tackles the
tough problem of displaying a 14-bit sig-
nal on an 8-bit LCD. Maximum screen
brightness reaches around 120 cande-
las—enough to make the monitor useful
in broad daylight, although Carroll hopes
you'll never have to do that.

Carroll makes the point that due to
environmental waste laws concerning,
among other things, lead disposal, it's no
longer possible to import CRTs into
Europe. California follows soon, banning
the sale and import of new CRTs by 2010.
LCDs are coming, like it or not.
Fortunately, Cine-tal gives us a reason to
herald their arrival.

IRIDAS SPEEDGRADE

It's one thing to apply a look, and
another to create it. SpeedGrade OnSet,
by Iridas, enables a DP with a basic
knowledge of color correction to create
his or her own look quickly on a Mac or
Windows laptop. Using a still image cap-
tured from a Cine-tal monitor, and stan-
dardized color-correction controls, it’s
extremely easy to play with different
looks, or focus in on just the look you
want. Save your look file to a memory
stick and feed it into the monitor as part
of your LUT collection.

Better yet, connect your laptop to the
Cinemage and use SpeedGrade OnSet
to paint the HD data stream as it flows
directly from the camera. There’s a

slight delay between making an adjust-
ment on your laptop and seeing the
updated look on the Cinemage, some-
thing that both companies are working
to reduce, but the ability to paint non-
destructively in near real time is a phe-
nomenal leap in technology.

SpeedGrade OnSet stores your looks
in a revolutionary file format called
“look.” Each .look file contains a number
of settings that allow for any number of
workflow paths:

A 32-bit floating-point color algo-
rithm that allows for precise look replica-
tion when using the Iridas SpeedGrade
DI product. Applying a .look file to
footage imported into SpeedGrade DI
will reproduce the exact look seen on set
during shooting, enabling the colorist to
skip immediately to the process of finess-
ing a look that's already been created.

A Color Decision List, or CDL. The
American Society of Cinematographers’
DI Subcommittee approved a specifica-
tion for color encoding that encompasses
the key factors in color correction: slope
(gain), power (gamma), offset (pedestal)
and saturation. As 90 percent of color cor-
rection entails use of these four low-level
parameters alone, the ASC’s CDL (Color
Decision List) standard allows any of the
key DI software packages (Da Vindi,
Baselight, etc.) to read in a set of instruc-
tions that preset these four controls to
reproduce the intended look, without
affecting the digital negative or requiring
rendering or reingestion of footage.

A LUT can be exported from any
SpeedGrade OnSet .look. In a typical DI
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workflow, LUTs are applied while ingesting footage into the DI
application. When used in this way, LUTs become destructive
because the input footage is irreparably harmed: The LUT acts as
an optical filter, “baking in” a look as the footage is ingested by

the DI application, limiting color-correction options.

The digital negative remains unharmed, but the copy that
resides inside the DI application for manipulation has been per-
manently changed.

If a radical change in looks is desired, it may be necessary to
reingest the footage into the DI application using another LUT, or
with no LUT at all. This can be time consuming, and as we can
deduce from the highly technical formula “time equals money,”
this isn’t the most flexible approach.

Options (1) and (2) provide nondestructive instructions to
the DI application for modifying the look of the actual digital
negative, allowing for maximum color-correction opportunities.

A Camera-Specific Matrix. All non-raw cameras (cameras
that spit out an image that's immediately usable, like the Sony
F900, Panasonic Varicam, etc.) have a built-in color “matrix” that
renders the color information in the video signal immediately
viewable, baking it into the footage. Raw, uncompressed 4:4:4
cameras have no such thing, as it's most desirable to keep the
footage in its rawest state as a complete digital negative.

SpeedGrade OnSet can apply a camera-specific matrix that
immediately yields, from a raw signal, an image that is viewable
by eye, which can then be enhanced using primary and second-
ary color-correction controls.

A JPEG Reference Image Of Your Intended Look. Each
Jlook file contains the basis for any number of workflows with
a wide variety of professional DI applications, and it does so in
a ridiculously small file size. For example, the 32-bit floating
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point algorithm alone can yield more precise data than a 64x64
LUT (a LUT constructed of a 64x64 integer color table), and yet
is only 20 kilobytes in size. A typical 64x64 LUT can be as large
as six megabytes.

Iridas has recently added support for the Tangent CP-200BK
colorist control panel, adding extremely fine and familiar control
to an already powerful program. Given that colorists are now
being consulted during the preproduction phase of many feature
and television projects, it makes sense to provide them with a
familiar interface when they stop by the set and create .looks
from your test footage, or create .looks remotely via an Internet
connection to the Cinemage monitor.

“We are the workflow company, not the finishing compa-
ny,” says Patrick Palmer, COO of Iridas. “Ten or 20 years ago,
the DP was able to be present for the finishing touches on their
feature. This happens less and less, and DPs are rarely paid for
their grading time. SpeedGrade OnSet lets the DP retain con-
trol over the look of the picture all the way through post. The
DP’s intent is preserved.”

Those of us from the film world know well the old adage,
“Always shoot for dailies.” Not only do dailies determine
whether the DP comes back the next day or not, they also show
the rough direction of the look.

It's not unusual for directors and producers to fall in love with
this “rough look” during editing, making the final grading
process a political nightmare when the DP tries to give the film
the finished look they'd always envisioned. “Now production

can fall in love with the right image,” says Palmer.

Open Workflows. Iridas and Cine-tal see no point in closed
workflows. Things that are easy in the analog world are much
more complex in the digital world, and the more “hooks” a com-
pany provides in their products and software, the easier it is to tie
them together into a solid workflow.

Both companies believe the industry is better off choosing
among a wide number of products to construct custom work-
flows rather than being tied into a single company’s propri-
etary products.

The age of HD is upon us, and it appears that film's days are
numbered. Before we start tearing our clothing and covering our-
selves in ashes, let’s look at the positive side.

What-you-see-is-what-you-get technology has now been
extended throughout the complete postproduction pipeline. No
longer does the DP get one or two chances to perfect the look of
their film by giving notes in a darkened theater.

WEe'll be able to rough in our own looks live, on set, and main-
tain them through to the final product. If we have to give up the
chemical miracle that's film, the ability

to preserve our intent through final RESOURCES
grading has got to be one heck of a Cine-Tal
consolation prize. HDVP (317] 576:00391

www. cine-tal.com

Iridas
(818) 851-8827
www. iridas.com

Art Adams is a San Francisco-based direc-
tor of photography who likes to watch.
His Website is at www.artadams.net.
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