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The F65, at the time, was brand new technology and required 
proprietary means to get media off the camera, we had to rely, of 

course, on Sony to map out and finalize a workflow. But I knew Technicolor would 
be best suited to process dailies on location, coming out of this new workflow. 
They have the color science and facility backbone, and a unique technology that 
was suited for what we were trying to do. We had a brand new camera, a brand 
new workflow, and we wanted a mobile approach [to dailies].

Customer
Universal Pictures

Challenges
Provide a mobile dailies solution 
for a new camera’s workflow on 
a feature production that would 
travel across four expansive 
locations.

Solution
Customize our FrameLogic 
technology to the needs of the 
production and staff the entire 
production with Technicolor 
experts to provide unmatched 
support.

Oblivion
The Power of FrameLogic™
Comprehensive Near Set Dailies Solution Proliferating 
on Major Projects Worldwide
As one of the first studio features to use Sony’s new F65 CineAlta digital motion picture camera, 
Universal’s big-budget 2013 movie, Oblivion, starring Tom Cruise, created a buzz of anticipation in 
the production community. Producers were excited by the camera, but had to make a decision about 
what digital workflow to institute, including how they would handle digital dailies given the production’s 
particular needs. 

The F65 was brand new in the field and, at the time, required Sony’s proprietary Memory Drive 
technology for offloading media from the camera. In addition, the production was heading all over the 
world to shoot the movie, and filmmakers needed a mobile, yet robust way of screening dailies on rapid 
turnaround near-set, no matter whether they were shooting in Louisiana, New York City, Mammoth, 
or Iceland.



Co-producer Steve Gaub quickly concluded the production needed 
a file-based methodology. But on an ever-shifting industry landscape 
in which digital workflows come, go, evolve, and grow obsolete almost 
daily, Gaub also realized the production needed the stability of a major 
facility to implement dailies. Therefore, filmmakers turned to Technicolor, 
which proposed applying its new Global Dailies strategy to the project’s 
workflow. Global Dailies is an initiative built around the company’s unique 
dailies creation system called FrameLogic™ and Technicolor’s DP Lights™ 
on-set color grading technology, which delivers the company’s color 
science and facility infrastructure to locations anywhere in the world. In 
other words, the concept allows productions to fit file-based dailies into 
how they want to work and where they want to work. And that, Gaub 
suggests, was precisely what Oblivion needed.

Technicolor’s FrameLogic™ system was installed in a customized trailer 
designed to travel with the production throughout Louisiana and 
Mammoth for near instant dailies viewing, just steps away from the 
project’s many locations. Technicolor also provided the same technology 
to the production inside its own Manhattan facility when the movie was 
shooting in New York, and inside a third-party facility when it was shooting 
in Iceland. (FrameLogic™, in fact, is designed to be configured anywhere 
a production needs it. For Oblivion, it was utilized inside a trailer and 
existing facilities. Other productions have been using it in hotel suites, 
offices, near-set stages, or in editorial bays, among other locations.) 

“We told Technicolor we would be shooting on sets, but would also be 
mobile in a variety of locations,” Gaub explains. “We did not want to ship 
F65 cards from one place to another in Louisiana. We talked about setting 
up a suite near the stage, as they often do with this technology, but not 
all of our work was near that stage. That can interrupt the immediacy of 
dailies. So we wanted to make sure we had a way to process and color-
correct dailies and view them in a calibrated screening room wherever we 
went. Technicolor calculated what equipment we needed for the trailer 
and how many guys, and made it so that we could screen dailies during 
lunch, no matter where we were. That gave our cinematographer [Claudio 
Miranda, ASC] the ability to see right away if he had what he needed. It 
was very much like having the lab right next door.”

Gaub suggests the paradigm shift represented by the Technicolor Global 
Dailies initiative illustrates the industry’s move toward uniting production 
and post in the world of digital filmmaking. He says proudly, for instance, 
that Technicolor dailies’ colorist Erik Haase and assistant Chris Giuffrida 
were, in fact, “absolutely part of our production crew.”  

However, many productions do not have resources to build out a 
customized trailer or travel the globe, and yet, dailies powered by 
FrameLogic™ near-set are being processed today on dozens of projects 
large and small. In late 2011, a beta version debuted for the Fox feature, The 

Watch, an ARRIRAW project, and since then, some 18 features, counting 
Oblivion, and five television projects have incorporated FrameLogic™  as 
of this writing—all using a wide range of different digital camera systems 
and workflow approaches.

Technicolor On Location Services first rolled out FrameLogic™ as the 
company’s response to the industry’s fundamental shift from film to digital 
production. Building on the legacy of the company’s earlier Creative Bridge 
initiative, and more recent on-set success with the aforementioned grading 
tool, DP Lights™ (see related story), FrameLogic™ was strategically designed 
to bring a larger, more robust presence on the road with productions for 
efficient dailies and data management work on major projects. 

Dan Lion, Technicolor’s Director of Technical Sales for On Location 
Services, states that the philosophy behind the initiative is “remote, virtual 
post production—we can now do nearly everything we used to do in a 
facility near set.” 

Dave Waters, Technicolor’s VP of On Location Services and leader of 
the team behind FrameLogic™, elaborates by saying that the service 
essentially makes the entire Technicolor facility infrastructure “mobile and 
global” for clients like the producers of Oblivion. 

“We staff these productions with a dailies colorist, an assistant, and 
whatever other support they need,” Waters explains. “We can set up in 
hotels, near editorial, off the stage, or just about anywhere, with the point 
being that all the data, and dailies production, occurs near the set and 
travels with the production. With the FrameLogic system, our users get 
our well-known color science, our technology, a facility that understands 
traditional post, the human factor of our talented colorists, and a method 
of empowering [productions] to have instant dailies with them as they 
travel—things they need but can’t do for themselves. Manufacturing of 
dailies is a creative and a technical process, and it includes managing data 
and synching. These are all things that are part of a changing world, and so 
we built this process to embrace and enhance that experience.”

At the heart of the Global Dailies strategy is the idea of utilizing 
automated tools that are versatile for any client’s needs, starting from 
on-set acquisition. Developed by Technicolor, DP Lights™ is a real-time 
on-set color correction system that “allows productions to quickly get 
a beautiful image out of a log-based signal from the camera,” explains 
Dan Lion. “We save the color information from on-set as ASC CDL 
information that transfers seamlessly to the FrameLogic™ system near-
set. This ensures that the color decisions made by the cinematographer 
will translate exactly into dailies and the final product [as metadata].”

In a single interface, FrameLogic™ allows access to the CDL data from DP 
Lights™, as well as a database engine built to read most industry standard 
file formats natively. This methodology allows a single interface for color 



grading, synching, metadata, and encoding, giving the colorist full creative 
control while preserving all ASC CDL data in the ALE. The automation 
functions include a unique, single-shot capable distributed renderer to 
process deliverables in the background. An assistant oversees creation of 
deliverables, and QC’s all material on a separate station.

FrameLogic™ also generates automated and detailed end-of-day reports. 
With FrameLogic™, automated delivery of editorial material, including 
Avid, PIX, DAX, iPad, DVD, and BluRay, among others, is now possible. 
The system also provides real-time, dual-channel play out of DPX, R3D 
and ARRIRAW files, stereo 3D depth grading, and the ability to process 
data in an ACES 4k workflow. 

As these kinds of functionalities illustrate, the crucial difference between 
FrameLogic™ and how other industry players are approaching the 
problem is that FrameLogic™ borrows from the visual effects’ industry’s 
methodology of automating and efficiently managing data all the way 
through the food chain. In the most basic sense, FrameLogic™ is a powerful 
database tool that runs scripts for various applications in the background 
for various functions. 

According to Waters, Technicolor strategically chose to model FrameLogic’s 
approach on the visual effects’ philosophy of file management.

“Before, to process everything and create all the different deliverables, we 
had to go through a slow and linear process,” Waters says. “At that time, 
people would transfer film or tape to another master, apply color correction 
and sound sync, and then create other masters. But to make a DVD, desktop 
dailies, H.264 files—they all had to be done one at a time, in different 
platforms in different bays, and sometimes in more than one facility. And 
then they had to render all those separate files in different applications.

“Our developer came out of the visual effects’ industry, and for years, 
they haven’t worked with physical elements. They only work with digital 
files, and as such, they were enabled to track everything with a database 
and automate many functions, like rendering. The visual effects’ industry 
pioneered the use of databases with great efficiency. What we did was 
take that same idea and apply it to post. We start with digital capture, 
manage the data and the functionality, and now, we can author the dailies 
near the set. We have two operators usually, put it all in a database, and 
do much of it with automation, like authoring Blu-Rays and so on. And 
we leave the production with a single master database going forward.  
This pairs the color science Technicolor has always had, with the workflow 
expertise of the visual effects’ industry. This allows us to now get digital 
files as the visual effects community has done for years, and deliver them 
back in a data workflow all the way through the pipeline, with all the data 
management, rendering, and authoring done in an automated way in the 
background as concurrent processes. Now, the [dailies colorist] can grade 

the first 20 minute reel and then, while it goes through renders, he can be 
working on the second 20 minutes.”

Waters emphasizes that the automation of most processes cannot be 
highlighted enough. While other systems might also transcode files, he says, 
FrameLogic™ applies color and sound synch, transcodes files, and then goes 
further by making deliveries automatically. “If you have to open different 
applications with human intervention for the transcode to create things like 
Avid media or Blu-rays, that is where most mistakes can happen,” he adds. 
“And if they happen, then you have to go back and do it over.” 

Likewise, the single shot distributed renderer is another crucial component 
because, once again, it saves productions valuable time. 

“You have the ability to go back and re-render every single shot into any 
format by the click of a button,” Waters explains. “If we see color that looks 
like something happened to the LUT or that is not correct, we can have 
the colorist open just that shot, take a look, and readjust it if necessary. If 
the DVD or Blu-ray is already made, he can close out that one thing and 
not have to touch the rest of it, and lose, maybe, 10 minutes of the night 
at the most. It’s an efficiency in the workflow that used to be missing from 
the dailies process.”

Given the rapid technological and format changes in the industry, for 
instance, Technicolor also built FrameLogic™ to allow producers to future 
proof material with 4k capabilities by building into it 4k/16-bit industry 
standard ACES workflow compatibility (which is growing in importance in 
the industry with the advent of 4k cameras like the F65). In fact, company 
officials say the production of 4k/ACES television programs using the 
F65 camera and built around the notion of creating high-end masters 
compatible with 4k viewing devices of the future are already starting to 
happen around the industry, and one of them, at press time, had indeed 
chosen the FrameLogic system for dailies’ work. 

“We recently started work on our first ACES show for TV—a project using 
the Sony F65 and a 4k workflow,” Dan Lion states. “We are making HD 
ProRes files for current broadcast, but the producers also wanted a 4k 
back end to it. With the FrameLogic™ system and DP Lights™, we can 
grade in conjunction with an ACES compliant workflow with this system, 
which is pretty cool for the industry.”

The Global Dailies initiative is based on the notion of flexibility—that 
Technicolor needs to serve clients working in everything from 4k or 3D 
all the way to small, modest, independent features, and in broadcast 
workflows, as well. Therefore, part of the initiative involves development 
of an Express version of FrameLogic™ that utilizes the same back-
end components of the FrameLogic™ software, but tailored to smaller 
productions, with a more streamlined and simple drag-and-drop interface 



technicolor sunset gower studios (sgs)
6040 Sunset Boulevard
Hollywood
CA90038

www.technicolor.com 

sales contact
Technicolor Hollywood
Phone: 323.817.6600 © copyright 2013 technicolor. all rights reserved. 

all tradenames referenced are service marks, trademarks, 
or registered trademarks of their respective companies.
specifications subject to change without notice.

for those who will be staffing the system themselves and who will be 
concerned more with deliverables limited to 1920x1080 HD video and 
lower formats. The business model for delivering the FrameLogicExpress 
approach to the industry will be different, but the core philosophy will be 
the same—the facility’s capabilities can come near-set and many of the 
delivery processes will be automated. 

“FrameLogicExpress is designed to be used in editorial departments 
more with the smaller formats we see in TV, but even it can also handle 
ARRIRAW and material from the F65,” Mike Most, Technicolor’s On 
Location Services Director, explains. “It’s a friendlier configuration for those 
who do not have the same needs as the FrameLogic™ system we deploy 
on big features, which would be SAN-based with multiple render stations. 
But the idea of getting things copied and backed up and manufactured 
and uploaded to editorial is the same.”

Technicolor recognizes that in the world of digital production there won’t 
be a single workflow approach- even as the need for increased automation 
and seamless data flow grows more crucial by the day.

“The point is, there are a lot of choices,” Most elaborates. “To advocate 
a limited model is a limited view. There is not just one model. No two 
projects are identical. Some will have different screening or backup 
requirements. Some will want a colorist doing dailies, and some will have a 
qualified technician doing them. But our approach, no matter the nature of 
the production, has consistent elements. We want to automate as much of 
the process as we can, and provide Technicolor’s color science and global 
facility experience and infrastructure to productions that are bringing post 
near to the set. And we want to make sure that every show’s data lives on 
our system until they are totally finished. And we want to travel with the 
production wherever it goes.”

Overall, no matter the nature of a production, Technicolor On Location 
Services is confident that if it is implementing a digital workflow, 
FrameLogic™ can reduce time and financial waste in the dailies process. 
Dan Lion points out a whole host of factors go into figuring out how to 
quantify such savings, but certainly, he suggests, just as the industry has 
radically transitioned into an all-digital universe, the efficiency transition is 
likewise well underway, as exemplified by FrameLogic™.

“In the past, when we were doing traditional film dailies, we were looking 
at roughly a 2.7:1 ratio, meaning it would take about 2.7 hours to create 
an hour’s worth of dailies, not counting the time to create the physical 
deliverables,” Lion explains. “What we see today is a much more efficient 
process. It depends on the material and type and number of deliverables, 
obviously. But on the rendering side of it, which is the time-consuming part 
of the process, we are now better than 1:1. So we went from 2:7:1 to faster 
than realtime in that sense. Granted, there is copy time on top of render 
time, and it depends on format and size as to how long it will take to render 
and make a copy. ARRIRAW files, for instance, are bigger than ProRes 
files, and they need to be debayered, so that would take a bit longer than a 
straight HD ProRes transcode. But, in general, even with copying time, we 
are looking at less than 2:1 and the deliverables are created [in that time] 
versus the old days of about 3:1. So that tells you how much more efficient 
the process has gotten. And then, of course, once the QC is done, we can 
upload the viewing material and push the data to editorial, no matter where 
they are located, so much faster than in the past.”

The end result, on a project like Oblivion, for instance, is that the FrameLogic™ 
system helped filmmakers achieve two equally crucial goals — they enjoyed 
a more efficient and effective dailies process, and they were able to satisfy 
the creative requirements of their world-class cinematographer. 

“We had our screening room in the trailer Cosmic Post, Inc. built for us, and 
the Technicolor team processing dailies in that trailer,” elaborates producer 
Steve Gaub. “Any time that Claudio Miranda saw something he wanted to 
re-time, he didn’t have to wait until evening or the next morning or weekend. 
The dailies team was right next to the stage with us. When we went to New 
York, we just took a shuttle van to Technicolor-Postworks New York, where 
the dailies processing team worked. Nothing changed for them except 
which four walls were surrounding them—it was the same workflow.

“But in Iceland, it was a very remote location. There, we had to modify 
things slightly. We knew the trailer wouldn’t be feasible, so we teamed 
with [visual effects company] Framestore in Reykjavik, and they housed 
our dailies team there. That was more traditional in that the dailies had to 
travel there by a long drive, plane, or helicopter, but the workflow process, 
again, was exactly the same once they got there. The only difference was 
people were not viewing them in the trailer screening room—they were 
viewing them online [via the PIX online collaboration system]. 

“In all those cases though, Claudio, having done many digital shows, got 
to do, as he prefers, much of his color work downstream of the digital 
intermediate. He is a cinematographer who prefers to set a few broad 
LUTs and not have to manage the color setup by setup. So there was no 
reason for him to have the dailies team on set, but he had them nearby, in a 
comfortable environment with great screening capabilities, where he could 
rapidly and seamlessly make any changes he required. The whole system 
was agnostic and flexible. It was not constricted—it was pliable. And that 
is why, especially since we were using a brand new camera technology, we 
wanted to go with Technicolor’s approach to the dailies problem.”


