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Foreword

Welcome to The Colorist Guide to DaVinci Resolve 18.

DaVinci Resolve 18 is the only post-production solution that combines editing, color
correction, visual effects, motion graphics, and audio post-production all in one software
tool! Its elegant, modern interface is fast to learn for new users yet powerful enough

for the most experienced professionals. DaVinci Resolve lets you work more efficiently
because you don't have to learn multiple apps or switch software for different tasks. It's
like having your own post-production studio in a single app!

DaVinci Resolve 18 adds Blackmagic Cloud support for remote collaboration, DaVinci
proxy workflow, new Resolve FX, intuitive object masking, improved subtitling for editors,
Fairlight fixed bus to FlexBus conversion, and so much more!

Best of all, Blackmagic Design offers a version of DaVinci Resolve 18 that is completely
freel We've made sure that this version of DaVinci Resolve includes more features than any
paid editing system. That's because at Blackmagic Design we believe everybody should
have the tools to create professional, Hollywood-caliber content without having to spend
thousands of dollars.

I invite you to download your copy of DaVinci Resolve 18 today and look forward to seeing
the amazing work you produce!

Grant Petty
Blackmagic Design

Foreword

vii
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Getting Started

Welcome to The Colorist Guide to DaVinci Resolve 18, an official Blackmagic Design-
certified training book that teaches professionals and students how to get the most out
of color grading using DaVinci Resolve 18. All you need is a Mac or Windows computer,
the free download version of DaVinci Resolve 18, and a passion to learn about the art of
color grading.

This guide blends practical, hands-on exercises with the aesthetics and technical aspects
of the colorist’s art to help you discover new techniques for whatever tasks you take on.
You'll learn how to use the program’s many grading tools and workflows and gain an
in-depth understanding of advanced techniques and creative industry practices. Some
exercises will even take you into the realm of compositing, which is an increasingly required

skill of contemporary colorists.

DaVinci Resolve is the world's fastest growing and most advanced editing software. It also
has a long history of being the world’s most trusted application for color correction. In
addition to its world-class color grading toolset, DaVinci Resolve 18 is a professional-level
nonlinear editing and effects application with a complete set of professional audio editing
and mixing tools that enable you to complete projects using only one piece of software!

Getting Started



In these lessons, you will work with multiple projects to learn fundamental and advanced
techniques used in several editing genres. You'll acquire practical skills that you can apply
to real-world productions.

Part |

Part I of the book will have you restoring a documentary edit from a DaVinci Resolve
archive file. The three lessons within this section focus on fundamental grading theory

and practices. You will normalize and balance footage with the primary grading tools in
Lesson 1, match shots for continuity in Lesson 2, and use secondary grading tools to target
specific elements in Lesson 3.

Part Il

Part Il looks at more advanced approaches to the grade node structure in the context of
a feature film trailer. In Lesson 4, you will migrate the project to DaVinci Resolve using an
XML file format. In Lesson 5, you will more fully explore the importance of node order and
consider incorporating mixer nodes to ensure the optimal color outcome. In Lesson 6,
you will practice different methods of managing and copying grades with an eye toward
developing efficient, quick workflows.

Part 1l

Part ITI will focus more strongly on the optimization of grading workflows to ensure a
quick, accurate process, as well as looking at the unique properties of high dynamic
range footage. In Lesson 7, you will look at a variety of methods of controlling the image
frame and properties, as well as advanced keyframing, compositing, and noise-reduction
techniques. Lesson 8 incorporates the classic grading workflow into a group-based
pipeline that will allow you to grade entire segments of the timeline in one node tree.
Lesson 9 demonstrates the different approaches you could take when starting a grading
workflow with raw media and emphasize its extended grading potential in the HDR
grading palette. Finally, Lesson 10 covers project delivery from basic preset setup to
custom renders and DCP workflows.

The appendix at the end of the book provides additional information about the Davinci
Resolve panels, as well as giving an overview of the DaVinci Resolve Mini Panel.

Getting Started



Blackmagic Design publishes several training books that take your skills farther in
DaVinci Resolve 18. They include:

— The Beginner’s Guide to DaVinci Resolve 18

— The Colorist Guide to DaVinci Resolve 18

— The Editor’s Guide to DaVinci Resolve 18

— The Fairlight Audio Guide to DaVinci Resolve 18
— The Visual Effects Guide to DaVinci Resolve 18

Whether you want an introductory guide to DaVinci Resolve or you want to learn more
advanced editing techniques, color grading, sound mixing, or visual effects, our certified
training program offers a learning path for you. Please visit www.blackmagicdesign.com/

products/davinciresolve/training to find the rest of the books in our training series.

The Beginner's Guide fo The Editor's Guide to The Fairlight Audic Guide fo The Visual Effects Guide to

DaVinci
Resolve 18

This book supports DaVinci Resolve 18.1 for Mac and Windows. If you have an older
version of DaVinci Resolve, you must upgrade to the current version to follow along with
the lessons.

NOTE The exercises in this book refer to file and resource locations that

may differ if you're using the software version from the Apple Mac App Store.
For the purposes of this training book, if you are using macOS, we recommend
downloading the DaVinci Resolve software directly from the Blackmagic Design
website rather than the Mac App store.

Getting Started xi
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To download the free version of DaVinci Resolve 18 or later from the
Blackmagic Design website:

Open a web browser on your Windows or Mac computer.

In the address field of your web browser, type: www.blackmagicdesign.com/products/

davinciresolve.
On the DaVinci Resolve landing page, click the Download button.

On the download pop-up page, choose if you will work in the free version of DaVinci
Resolve (left), or if you will purchase DaVinci Resolve Studio (right), and then click

the button that corresponds to your computer’s operating system. The free version
of DaVinci Resolve features most of the tools you will need to produce and deliver

a professional grade. You can complete the lessons in this book and pass the
certification exam using the free version of DaVinci Resolve, although some exercises
will prompt you to use DaVinci Resolve Studio.

Follow the installation instructions to complete the installation.

When you've completed the software installation, follow the instructions in the following
section to download the content for this book.

The DaVinci Resolve lesson files must be downloaded to your Mac or Windows computer
to perform the exercises in this book.

To Download and Install the DaVinci Resolve Lessons Files:
Open a web browser on your Windows or Mac computer.

In the address field of your web browser, type: www.blackmagicdesign.com/products/

davinciresolve/training.

Scroll the page until you locate The Colorist Guide to DaVinci Resolve 18.

Click the Lesson Files Part 1 link to download the media for the first section of the
book. The BMD 18 CC - Project 01.zip file is roughly 2 GB in size.

Click the Lesson Files Part 2 link to download the media for the second section of the
book. The BMD 18 CC - Project 02.zip is roughly 1.10 GB in size.

Click the Lesson Files Part 3 link to download the media for the third section of the
book. The BMD 18 CC - Project 03.zip is roughly 2.30 GB in size.

Getting Started
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After downloading the zip files to your computer, open your Downloads folder and
double-click to unzip them (if they haven't unzipped automatically).

In your chosen storage location—for example, the Movies folder (Mac) or Videos folder
(Windows)—create a new folder called BMD 18 - The Colorist Guide.

From your Downloads folder, drag the BMD 18 CC - Project 01, BMD 18 CC - Project 02,
and BMD 18 CC - Project 03 folders into the BMD 18 - The Colorist Guide folder that
you created in the previous step.

You are now ready to begin Lesson 1, “Balancing Footage.”

After you have completed an exercise, you have the option to review the completed
timeline that is included in every project file provided with the media. Keep in mind that
color grading is a subjective practice, and your results will often differ from the completed
timelines. Rather than attempting to match your work exactly, use them for general
comparison and troubleshooting.

After completing this book, you are encouraged to take a 1-hour, 50-question online
proficiency exam to receive a certificate of completion from Blackmagic Design. The link
to the online exam can be found at the end of the last lesson in this book and on the
Blackmagic Design training web page.

The training page also provides information about our official Training and
Certification Program and features additional training videos: www.blackmagicdesign.com/

products/davinciresolve/training.

Getting Started xiii
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Introducing Blackmagic Cloud

DaVinci Resolve is the world’s only complete post-production solution that lets everyone
work together on the same project at the same time. Traditionally, post-production
follows a linear workflow with each artist handing off to the next, introducing errors and
mountains of change logs to keep track of through each stage. With DaVinci Resolve's
collaboration features, each artist can work on the same project, in their own dedicated
page with the tools they need.

Now Blackmagic Cloud lets editors, colorists, VFX artists, animators, and sound engineers
work together simultaneously from anywhere in the world. Plus, they can review each
other’s changes without spending countless hours reconforming the timeline.

Simply create a Blackmagic Cloud ID, log in to the online DaVinci Resolve Project Server,
and follow the simple instructions to set up a new project library—all for one low
monthly price!

Once created, you can access this library directly from the Cloud tab in the Project
Manager to create as many projects as you need—all stored securely online. Then invite up
to 10 other people to collaborate on a project with you. With a simple click, they can relink
to local copies of the media files and start working on the project immediately, with all their
changes automatically saved to the cloud.

Enabling Multiple User Collaboration for your project means that everyone can work on
the same project at the same time—edit assistants, editors, colorists, dialogue editors,

and visual effects artists can now all collaborate wherever they are in the world in a way
never before possible.

Now you don't need to buy expensive proprietary storage that needs an entire IT team to
manage! Blackmagic Cloud Store has been designed for multiple users and can handle the
huge media files used by Hollywood feature films. You can also have multiple Blackmagic
Cloud Stores syncing the media files with your Dropbox account so that everyone has
access to the media files for the project.

To find out more about these exciting workflows, visit blackmagicdesign.com/products/

davinciresolve/collaboration

Introducing Blackmagic Cloud


http://blackmagicdesign.com/products/davinciresolve/collaboration
http://blackmagicdesign.com/products/davinciresolve/collaboration

Interface Review

“No matter how much post experience you have, there’s always something new to learn
about DaVinci Resolve. I sometimes find that going back and reviewing the basics helps
give you perspective on finding a new way to give clients the look they want quickly and
efficiently. Highly recommended for newcomers and veteran colorists alike.”

Marc Wielage, Senior Colorist - Chroma | Hollywood

This section contains an overview of the color page interface to inform
you of its key functions and to establish the terminology that will be used
throughout the book.

Color Page Layout

The default layout of the color page contains the following panels:

Gallery  Thumbnail timeline Viewer Node Editor

Primaries color wheels Curves Mini-timeline Keyframes Editor

XV



Xvi

Gallery contains stills that can be used for visual comparison or for copying grading
data. Stills can be generated from the color page or imported from an external source
and organized into albums.

Viewer displays the selected clip with playback controls and offers additional
interface tools.

Node Editor allows grades and effects to be structured to maximize the visual quality
of each clip.

Thumbnail timeline represents each clip as a single frame, making it easy to navigate
and find individual clips.

Mini-timeline more closely resembles the track structure of the edit page.

Primaries color wheels control the tonal and chromatic values of an image on the
basis of three luminance ranges (lift, gamma, and gain).

Curves give precise control over the tonal values of an image based on RGB and
luminance curves.

Keyframes Editor allows you to animate color grades, sizing parameters, and effects.

At the top of the color page, the interface toolbar features a series of buttons that allow
you to show and hide panels as needed. Hiding panels (for example, the Mini-timeline or
the Gallery) will create more space for the viewer and remaining panels.

NOTE If your screen resolution is less than 1920 x 1080 HD, there may be some
differences in the interface layout. For example, your left and central palettes

will be combined into a single list on the left side of the screen. In some palettes,
parameters such as the Matte Finesse may be presented on two pages rather than
as a single list. Regardless, you will still have access to all the tools described in this
training manual.

Interface Review



Viewer

The viewer shows the frame that the playhead is currently on. By default, clips are represented
as they will appear upon final render. Some additional features allow you to temporarily
bypass grades, see a representation of a clip’s matte, and to compare clips to one another.

01:00:00:00

Some additional controls at the top and bottom of the viewer maximize the functionality of
the tools in the color page.

You can position your mouse pointer over any tool in the color page to
see its name.

Image wipe enables you to wipe between a still, reference frame, or another clip in
the timeline for visual comparison and matching.

Split screen places clips alongside one another for review and comparison. It features
several modes to allow comparison between clips on a timeline, in the same group, or
even versions of grades within the same clip.

Highlight is enabled to reveal the matte that is associated with a selected node.

Onscreen control menu is a pop-up menu in the lower left of the viewer that
features a selection of UI controls associated with some of the palettes and effects of
the color page.

The bottom of the viewer contains a scrubber and transport controls that allow you to
navigate the clip as you would in the edit page.

Viewer xvii
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Primaries Color Wheels

The Primaries color wheels (and the corresponding color bars and log wheels) allow you
to affect the brightness and hue of the image by targeting specific luminance ranges.
Adjustments to the color wheels are made by dragging the color balance indicators at
the center.

Primaries - Color Wheels

Gamma

Lift targets the shadows of the image.
Gamma targets the midtones of the image.
Gain targets the highlights of the image.
Offset affects the entire image uniformly.

Master wheels are the dark horizontal sliders beneath the color wheels that control
the YRGB values of those respective ranges, with Y representing luminance and RGB
representing the red, green, and blue channels of the image.

Clicking the Reset arrows in the upper-right corner of each wheel will neutralize the color
and master wheel of that range. You can also reset the entire palette by clicking the Reset
All button next to the palette tool buttons.

The adjustment controls at the top and bottom of the Primaries palette give additional
control over the image with features such as contrast and saturation, temp and tint,
and so on.

Interface Review



Palette Panel

A series of buttons under the timeline enable you to navigate between the palettes
available on the color page. From left to right, these palettes are:

Left palettes—Camera Raw, Color Match, Color Wheels, HDR Grade, RGB Mixer,
Motion Effects

Central palettes—Curves, Color Warper, Qualifier, Window, Tracker, Magic Mask, Blur,
Key, Sizing, 3D

Keyframes Editor—Keyframes, Scopes, Info

Use these buttons to navigate between palettes when prompted during the exercises. The
name of each palette appears in the upper-left corner when clicked, as well as over the
button itself when your mouse pointer hovers over it.

Palette Panel Xix
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Color Correcting
a DaVinci Resolve
Timeline

Lessons

— Balancing Footage
— Creating Color Continuity

— Correcting and Enhancing Isolated Areas

Part I of The Colorist Guide to DaVinci Resolve 18 focuses on establishing a strong practical
foundation of primary and secondary grading techniques with additional focus on
balancing and matching media in preparation for creative grading.

Each part of this guide focuses on its own project, and each project is set up to explore the
variety of methods for starting a grade in DaVinci Resolve. In Part 1, the project is accessed
using DaVinci Resolve’s archiving feature.

Project File Location

You will find all the necessary content for this section in the “BMD 18 CC - Project 01"
folder. Follow the instructions at the start of every lesson to find the necessary
project, timeline, and media files. If you have not yet downloaded the first set of
content files, go to the “Getting Started” section of this book for more information.

NOTE Although you can use DaVinci Resolve 18 for most of this guide,

some exercises will require DaVinci Resolve Studio 18. If you don't have

DaVinci Resolve Studio 18, you can still complete such exercises with a watermark
overlay and are encouraged to do so to learn how they operate.
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Balancing Footage

The first project you will grade is

a documentary about protecting
endangered rhinos. The workflow
described is applicable to virtually
all types of video project grading,
but documentary cinematography
is particularly dependent on the
following actions:

— Balance footage Documentary
videographers often quickly change
positions and locations during
a shoot, which means they have
less shot-to-shot control over
lighting conditions.

— Match shots Scenes, interviews, and
B-roll can be shot over many days
with different cameras, requiring you
to visually match all content to create
a cohesive narrative.

— Improve imagery A variety of
techniques are used to confine
grading to specific portions of a shot
to enhance skies, skin tones, and
visual framing.

Time

This lesson takes approximately
90 minutes to complete.
Goals

Opening a DaVinci Resolve
Archive

Setting Up Project Backups

Understanding the
Grading Workflow

Setting Tonal Range and Contrast
Balancing Colors

Comparing Color and Log Wheels
Self-Guided Exercises

Lesson Review

19

34
35



You wouldn't color grade a somber documentary about rhinoceros sanctuaries as you
would grade a 30-second perfume ad featuring the latest Hollywood A-lister, even if
both projects were shot on the same type of camera. So, in addition to addressing the
technical requirements of the footage, you will also consider the documentary’s narrative
considerations.

In this lesson, you'll familiarize yourself with the primary grading tools used to normalize
and balance clips on a timeline, learn to read waveforms and parade scopes for optimal

matching, and employ secondary grading selection methods to enhance your final look.
You will do so in the context of an overall grading workflow that addresses the needs of
each timeline clip.

Opening a DaVinci Resolve Archive

This book is divided into three distinct parts, each devoted to a different genre and using
three different project setup methods. The first method uses timelines that have been
edited and archived in DaVinci Resolve 18 to create a DaVinci Resolve archive (.dra) folder.
This is one of the most efficient methods for sharing and launching timelines because it
includes the original project file and all its associated media. By restoring the .dra folder,
you can be certain that you are seeing the timeline exactly as intended by the editor, with
all its tracks, transitions, graphics, and retiming intact.

Blackmagic Design Mini Panel Operations

DaVinci Resolve control panels are designed to give you fluid, hands-on control
over multiple parameters at the same time, so you can work faster and be more
creative. See the appendix, “Setting Up and Using the Blackmagic Design Mini
Panel,” for an overview of how a control panel can optimize your workflow in
DaVinci Resolve. Throughout this book, lesson notes will show how exercise
workflows can be incorporated and enhanced using a Mini Panel.

NOTE For a quick refresher course on the DaVinci Resolve interface, see the
“Interface Review” section earlier in this book.

Open DaVinci Resolve 18.

Right-click in the Project Manager window and choose Restore Project Archive.

Balancing Footage



On your hard disk, locate the “BMD 18 CC - Project 1" folder.
Select the file and click Open.

In the Project Manager, double-click the
thumbnail to open the project.

|:| Projects

Project 01 - Disunity Documentary

To enter the color page, click the Color button at the bottom of the interface or
press Shift-6.

Verify that you are on the 01 Main Timeline.

The name of the timeline appears above the viewer. You can select the active timeline
by clicking the disclosure arrow next to the timeline name and choosing from the
dropdown list.

You can archive projects by right-clicking a project thumbnail in the
Project Manager and choosing Export Project Archive. Doing so will
consolidate your project file, timelines, and media into a single folder for
sharing or future retrieval.

You're almost ready to start grading! However, before you begin, you should check that
your project is being backed up correctly.

Setting Up Project Backups

As soon as you create or load an existing project, it is good practice to ensure that
DaVinci Resolve's Live Save feature is running in the background. Performing incremental
background saves will keep track of every change you make to your project, as well as
retain older variants of your project for future recall.

Setting Up Project Backups



Open DaVinci Resolve > Preferences.

At the top of the Preferences pop-up window, switch from System to User.

Click "Project Save and Load" to the left to access Save Settings.

By default, Live Save is enabled, so DaVinci Resolve will overwrite your active project
file every time you make a change, no matter how small. Enabling this setting is crucial
to minimize the risk of losing any project changes in the event of unexpected system
or program shutdowns.

Select the "Project backups” checkbox.

Enabling this option saves a new copy of your project file at regular intervals to a
designated backup location.

To select the backup location, click Browse and specify a save destination on your

workstation or external drive.

By default, a backup project is generated every 10 minutes, regardless of the number of
changes you make during that period. Eventually, older project backup files are cleared
from the project storage, except for files that extend over longer hourly and daily
intervals. This behavior can be extremely helpful when working on long-form projects
because it allows you to return to the state of a project from a specific period (two
weeks ago, for example) without sorting through thousands of backed up project files.

Click Save to commit the change and close the Preferences window. You may now
continue working on your project, safe in the knowledge that your every change is
backed up.

Balancing Footage



NOTE To open a backed-up project file, you can access the DaVinci Resolve Project
(.drp) file at the designated backup location on your drive, or you can open the
Project Manager, right-click the thumbnail of the project you wish to restore and
choose Project Backups. In a pop-up window, you can select from a list of all the
backups associated with the project.

With the project loaded and Live Save enabled, you can proceed with actual color grading.
But where to begin? When approaching an ungraded timeline, it's not always obvious
where your starting point should be. The next section provides a general overview of the
grading process.

Understanding the
Grading Workflow

It is good practice to have a clear idea of what your workflow is before beginning a grade.
Your workflow is informed by a variety of factors including the color space and format of
your footage, the way the timeline was shared with you, the content of the scenes, and the
aesthetic/emotional intention behind the project. Let's review the most common phases of
a grading workflow.

Before you can grade footage creatively, you must adjust shot luminance and chrominance
to create a level starting point for your grade. This process is akin to laying down a primer
on a canvas before painting to ensure that the pigment is applied to a consistent surface.

Asingle grade applied to five balanced and matched shots will establish a visual continuity
that flows naturally from one shot to the next, whereas the same grade applied to
unbalanced and mismatched shots will continue to reflect each shot's differences.

This stage of grading is often referred to as color correction and is achieved by means of
primary grading tools, in which the entire frame of the image is adjusted. Color correction
is performed using techniques such as normalization, balancing, and shot matching.

Normalization and balancing involve creating a neutral starting point for clips in the
timeline by consistently adjusting the luminance levels of each and neutralizing any issues
with their color balance.

Understanding the Grading Workflow



Shot matching involves comparing clips and matching their contrasts and colors exactly.
This technique is particularly advantageous when most of your clips already have a similar
look, and you need to tweak only a few exceptional shots to create a smooth starting point
for your scene grade.

Secondary grading refers to any part of the grading process in which only a part of an
image is altered. The potential for secondary grading is limitless, but it is mainly achieved
by two means: keying and masking.

Keying targets a portion of an image based on a hue, saturation, or luminance range. In
DaVinci Resolve, the main tool for key extraction is the qualifier, though other tools also
rely on this method of selection, including HSL curves, Color Warper, and some Resolve FX.

Masking employs geometric vector shapes to isolate a portion of an image.

DaVinci Resolve’'s masking interface, the Window palette, features Power Window tools in
the form of preset shapes (linear, circle, polygon, and gradient), and a customizable curve
window that enables you to generate garbage mattes and rotoscopes (animated masks).
The Magic Mask palette performs a similar task by automatically detecting and tracking
objects and people to generate masks.

Like the qualifier, Power Windows cannot alter the appearance of an image directly but act
as selectors for the grading tools.

Secondary grading is most powerful when qualifiers and Power Windows are used in
tandem. While the qualifier focuses on extracting an element with a clean edge, a window
can confine the qualifier's influence to a specific portion of the frame. In this way, it's
possible to target an object in areas of the shot that are of a similar key range.

Once your clips are balanced and shot matched, and any individual secondary grading
needs are met, your creative process, often referred to as color grading, can begin.

When performing creative grading, you should carefully consider the emotional and
narrative implications of the scene. You can apply both primary and secondary grading
techniques to influence an audience’s emotional perception of an environment by
tweaking the scene’s color temperature to indicate positive (warm) or negative (cold)
moods and evoke a wide range of psychological color and tone associations. Additionally, a
creative grade can communicate practical narrative elements such as a change in location
or time (for nonlinear stories).

Balancing Footage



NOTE The grading workflow described here does not rigidly dictate the order in
which these grades should be performed by the colorist. Although first completing
the balancing and shot-matching stage is best practice, it's often necessary to
readjust grades applied in earlier stages to ensure a consistent final output, and

in some cases, it may be necessary to skip color correction altogether. As you gain
more experience as a colorist, you will develop an intuition for the appropriate
approach when grading.

The following chart represents a traditional grading workflow in the context of the Node
Editor in DaVinci Resolve's color page.

PRIMARY SECONDARY PRIMARY /
SECONDARY
SECONDARY
GRADE w/
QUALIFIER
NORMALIZING CREATIVE
BALANCING PLVICHIN S GRADE
INPUT SECONDARY QUTPUT
GRADE w/
WINDOW

This graph is not intended as a literal guideline to how nodes should be structured
but rather a representative overview of how nodes relate to one another and their
relative positions.

Setting Tonal Range and Contrast

The human eye is particularly sensitive to light sources and shadows, which is why it makes
sense to begin the color correction process by establishing the tonal range of an image.

In the following exercises, you will adjust luminance using master wheels and curves while
also learning about the waveform monitor.

Setting Tonal Range and Contrast



The color wheels are among the most integral primary color correction tools to learn to
use when adjusting image hue. Beneath them, the master wheels allow you to set the tonal
range and contrast of an image by altering its luminance.

To reset a page to the default layout, choose Workspace > Reset Ul Layout.
You may want to do this at the start of every new project in this book to match
the layout shown in the screenshots. Additionally, you can choose Workspace >
Full Screen Window to dynamically resize DaVinci Resolve to fit your computer
screen.In this exercise, you will adjust the shadows and highlights using the master
wheels. You'll also refer to the waveform scope to monitor your adjustments for
unwanted clipping.

Select clip 02.

By default, the palette in the lower-right corner of the DaVinci Resolve interface is set
to the Keyframes palette. You will switch it to display scopes so you can analyze your
footage while you color correct it.

Click the Scopes palette button on the right side of the page.

("%

3
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At the top of the Scopes palette, click Parade to reveal a scopes dropdown menu and
select Waveform.

Parade v

The waveform scope displays the luminance and color channel values of the video at
the precise timeline position of the playhead.

The vertical axis of the scope represents the entire potential luminance range of
the image.

The bottom of the display represents the blackest black (0 in a 10-bit depth signal), and
the top represents the whitest white (1023 in 10-bit). Everything in between represents
the midtones range of the image in a grayscale format.

The horizontal axis represents the image itself and can be read across both the graph
and the monitor. You can think of the display as showing the distribution of the pixels
(the trace) across their respective vertical columns based on their luminance levels,
with darker areas of the footage toward the bottom of the graph and lighter areas
displayed toward the top.

Each color channel is overlapped in the trace. White in the trace indicates that each
channel has an equal intensity. When adjusting tonality in an image, you can disable
the RGB channels in the waveform and show only luminance.

1
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In the upper-right corner of the Scopes palette, click the Settings button.

Waveform

Click the Y channel button at the top to display only the luminance of the image.

Deselect the Colorize option to display the trace with solid white pixels.

Click anywhere in DaVinci Resolve to close the waveform settings window.

Any part of the trace that goes below 0 (black point) and above 1023 (white point) in
the luminance range will be clipped, which will result in a loss of image detail.

When normalizing footage, a good starting point is to ensure that the shadows are
floating at around 5-10% above the black point (0) on the scope, while the pure
white highlights (if any) should stop well under the white point (90%). This leaves the
remaining 10% as headroom for super-white elements such as blown out headlights,
lens flares, or metallic specular highlights that can extend beyond the white point.

Ensure that the Primaries palette is active in the left palettes of the color page.

Primaries - Color Wheels

Gamma

If you've already completed the book The Beginner’'s Guide to DaVinci Resolve 18 or
read the “Interface Review” section earlier in this book, you know that the Lift wheel

affects the image shadows, the Gamma wheel affects the midtones, and the Gain
wheel affects the highlights. The Offset wheel impacts the entire luminance range of
the image uniformly.

Balancing Footage



The horizontal wheels located under the color wheels are called master wheels and
impact the lightness values of their respective ranges.

Drag the Lift master wheel to the left to darken the shadows. Because this image has
detail in the darkest areas of the wood, aim to place the lowest parts of the waveform

trace above 0 but below the 128 line.

Notice the three areas of the graph where the trace of the waveform dips toward the

black level. Try to locate their respective positions in the frame.

Those three dark areas correspond to places where the barrier is visible behind the
wooden poles in the enclosure. The darkest areas of the barrier are represented by a
pronounced dip in the graph.

You can use the Gain master wheel to brighten the lighter areas of the image. The
image has no chart or reference for pure white, but you could use the thumb in the
image as a luminance indicator. The highlights on skin should rest between 50-75% on
the waveform graph. Drag the Gain master wheel so the tallest traces do not go higher
than three-fourths of the waveform graph.

This is an example of using image context for balancing and grade adjustment. In

future exercises, you will continue to identify elements that you could use as a guide
for grading decisions.

With the shadow and highlight levels set, you will want to adjust the brightness of
the midtones.

Setting Tonal Range and Contrast

13



14

Drag the Gamma master wheel to the right to brighten the overall scene and enhance

the details of the rhino’s wrinkled skin.

After establishing the tonal range, you can further enhance the image details. The
master wheels affect the luminance too broadly at this stage, so you could use the
contrast control to refine the distinction between the darker and lighter areas.

At the top of the Primaries palette, in the adjustment controls, drag the Contrast
setting to the right to increase the level of detail in the skin and the wooden poles.

Your image may start to look a little dark, but that's OK. So far, you've only been
focusing on the depth of the shadows and the details in the midtones.

To increase brightness while maintaining the shadows and level of contrast, drag the
Pivot control next to the Contrast parameter.

The Pivot control establishes the contrast balance by placing more priority or less
priority on either side of the luminance scale. By pivoting to the left, you will increase
the overall brightness and clarity of the image, at the inverse expense of the shadows,
which will be reduced.

Finally, you will address the magenta tint in the resulting image.
Drag the Tint field left until the pink tone of the rhino is reduced.

Drag the Temp field left to further “cool down” the image and turn the rhino gray.

Balancing Footage



Press Command-D (macOS) or Ctrl-D (Windows) to toggle the grade on and off.
Compare your before and after results to evaluate how normalization and contrast
affected the image. Tweak the values if the grade appears overpowering.

Bypassed Graded

Another way to disable/enable node grades is by pressing the number of a
node in the Node Editor.

The grading process usually requires a lot of back-and-forth tweaking of palette values
while monitoring the waveform. Some changes dramatically offset the effects of prior
adjustments—as in this example, when increasing the contrast darkened the shadows and
prompted additional tweaks. Iteration is a completely natural part of the grading process.

NOTE You can undo an action in DaVinci Resolve by pressing Command-Z (macOS)
or Ctrl-Z (Windows). The undo function is stacked to each clip in the timeline. So,
when you undo, only the changes from the selected clip are removed, and not from
any other clips on the timeline, even if you graded them more recently.

Setting Tonal Range and Contrast 15



Using the Mini Panel—Offset Mode

Whereas the DaVinci Resolve 18 interface shows four wheels within the Primaries
palette (Lift, Gamma, Gain, and Offset), you'll notice that the hardware-based Mini
Panel has just three trackballs and rings. To access the Offset wheel functionality,
press the Offset button directly above the Gamma trackball. When the Offset
button is illuminated, the Gain trackball and ring will control the Offset color and
master wheels.

Additionally, when Offset mode is enabled, the Lift and Gamma wheels are
mapped to control temperature and tint, respectively. To return to the default
layout, press the illuminated Offset button again. When it no longer lights up, your
trackballs and rings will return to controlling Lift, Gamma, and Gain.

Curves are another major grading tool used to perform primary and secondary
adjustments. Whereas the master wheels target the tonal ranges of an image, the curves
affect the image based on its luminance or RGB color channels.

The curves controls allow you to manipulate the image with great precision and flexibility.

In the timeline, select clip 03, which shows an image of a scale.

Balancing Footage



Because the colors in the image are flat, most of the waveform graph is condensed

in the lower midtones. A significant elevation appears to the left, where a window is
positioned behind the scale, and to the right you'll see a gentle peak where the light
reflects off the plastic rim.

Choose Workspace > Viewer Mode > Enhanced Viewer or press Option-F (macOS)
or Alt-F (Windows) to enlarge the viewer.

The Clips timeline and surrounding palettes collapse, dynamically enlarging the size
of the viewer panel. The image becomes much easier to see for grading work.

Ensure that the Curves palette is active in the central palettes of the color page.

Curves - Custom

2

Saft Clip

The lower left of the curve graph represents the blackest potential point of the image,
and the upper-right represents the whitest.

The horizontal axis represents the potential luminance range of the image, while the
vertical axis represents the offset of that luminance range. By raising or lowering the
two control points at either extreme of the curve, the black point and the white point,
you can manipulate the distribution of the tonal ranges.

By default, the luminance curve (Y) will be visible for adjustment, ganged to all three
color channels (R, G, B).

For finer adjustments, turn the Curves palette into a floating window by clicking the
Expand button in the upper-right corner.

Pl Expand

To move the window, drag the header. To resize the window, drag the sides
and corners.

Setting Tonal Range and Contrast
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Click the Y channel button to ungang the channels.

BECE

Now, instead of adjusting the RGB values, which will impact the image saturation, you
will alter only the image luminance.

Drag the lowest control point on the luminance curve across the floor to the right.

Doing so lowers the waveform of the image linearly, darkening the shadows more than
the highlights.

Stop dragging the control point when the bottom of the trace is still above the O line
of the waveform.

To raise the top of the waveform, drag the highest control point across the top of
the graph.

Normally, you'd stop when the top of the trace touches the second horizontal line in
the waveform graph (896), but because this part of the trace represents a very bright
window in the video clip, it makes sense to continue raising it until the trace is about
halfway between the top horizontal lines on the graph.

You can add more control points to the curve to manipulate the midtones of the
image. Let’s tackle the lower midtones that appear too dark after performing that
black point adjustment.

Click the lower half of the curve to create a new control point that will target the
lower midtones.

When creating a control point, Shift-click to prevent the curve from moving
to the position of the mouse.

Balancing Footage



Drag the control point up to raise the lower midtones and brighten the face of

the scale.

Many colorists prefer setting the tonal range using curves because curves
offer much finer control over every luminance level of the image and allow for
customizable contrast.

Bypassed Graded

Balancing Colors

After adjusting the tonal range and contrast, you should carefully examine the colors and
neutralize them in preparation for grading. An unbalanced image will affect the precision
of your grade, along with the quality of any keyed elements, and will stand out in a
sequence of balanced clips.

You can use custom curves to manipulate the three color channels in great detail by
creating dedicated control points on each segment of the channel luminance.

Open the Waveform settings and click the RGB button to view the RGB channels in
the scopes.

Balancing Colors

19



20

Select the Colorize checkbox to view the individual color channel representations in
the Waveform trace.

When balancing an image using the RGB waveform, neutral tones like white, black,
and gray, should resultin an overlap of the three color channels, producing a white
trace. In a clip with white highlights, the trace should appear white at the top of
the waveform.

Review clip 03 alongside the waveform.

The red channel appears elevated above the other channels, which is giving the image
a slightly warm tint.

In the Curves palette, click the red (R) button to select the red channel.

Click the top of the red curve and drag it downward. Pay attention to the waveform and
drag until the red highlight overlaps the blue and green channels in the trace, resulting
in white along the upper edge of the graph.

Create a second point on the red curve to perform the same action in the midtones.
Drag downward until the lower half of the trace appears white.

Balancing Footage



Though the red tint is corrected, the image now has a mild yellow tint because the blue

channel has less presence in the highlights and midtones.

Click B to isolate the blue channel.

Click the center of the blue curve line to add a control point and drag it up until the

midtones in the waveform are aligned.

Press Command-D (macOS) or Ctrl-D (Windows) to disable the color adjustments and
then re-enable the adjustments to review the corrected image.

With the luminance of the overall image altered, you could opt to return to the Y curve
and further adjust the tonal range and contrast of the image, if necessary. When
you're satisfied with your work, press the Xin the upper-left corner of the expanded
Curves palette to collapse it.

Balancing Colors
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Choose Workspace > Viewer Mode > Enhanced Viewer or press Option-F (macOS) or
Alt-F (Windows) to collapse the viewer back to its original size.

You have now learned how to operate the two most essential primary grading tools in
the colorist’s arsenal. These are so vital that they are among the first two palettes to
greet you when you enter the color page. Throughout the remainder of this book, you
will refine your understanding of these tools and their variants, combine them with
secondary tools and effects, and further hone your primary grading skillset.

Using the Mini Panel—Curves

You can use the Mini Panel to control curves with the help of dozens of preset
points at your fingertips. Enter Curves mode by pressing the Curves button in the
upper-left of the Mini Panel. If you've already selected a specific curve tool using
your mouse, the Mini Panel will jump to that tool. Otherwise, the Mini Panel will
open the custom curves interface.

The curves tools provide an excellent way to explore the versatility and
functionality of your Mini Panel. You may activate every major curve type featured
in DaVinci Resolve using the soft buttons above the 5-inch screens. The knobs
below those screens allow you to control specific points of the currently activated
curve. For custom curves, intervals of 0%, 20%, 40%, 60%, 80%, and 100% may

be adjusted. This functionality allows you to control more than one curve point at
once, which will save time, increase your grading efficiency, and allow you to make
more creative color grading decisions.

CUSTOM HUE VS HUE HUE V5 SAT HUE VS5 LUM

CUSTOM CURVE

Custom

1.000 1.000
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Comparing Color and Log Wheels

Before you normalize the next clip, let's take a slight detour to understand another
function that can be a fundamental part of primary grading and balancing: the log wheels.

It's easier to grasp the difference between the Primaries color and log wheels by observing
a graphic example before moving on to image adjustment. Let's use the simple gradient
graphic at the end of the timeline and manipulate its brightness to compare how the two
adjustments affect it.

Select the last clip in the timeline (the grayscale image).

In the standard Primaries color wheels that you are familiar with, the Lift, Gamma, and
Gain wheels target the luminance range as seen in the following figure:

Gain

A wide overlap occurs between the segments. When you try to manipulate the
shadows of the image using the Lift color or master wheels, the change also
substantially affects the midtones, and even the lighter ranges of the image.

The waveform scope displays the gradient image as a flat diagonal line extending left
to right from 0 to 1023, indicating its linear transition from black to white.

Comparing Color and Log Wheels
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Drag the Gain master wheel to the left to darken the upper ranges of the gradient.

In the waveform, the top of the line moves freely while the bottom of the diagonal line
remains connected to the black point. In the viewer, the lightest part of the gradient
is affected most severely, with tapered, but still substantial, impact visible on the
remainder of the luminance range.

Reset the Gain master wheel.

Drag the Lift master wheel to the right to brighten the lower ranges of the gradient.

B e B S e i et ol e ]

In contrast to the Gain wheel, most of the Lift wheel's impact is on the darkest portion
of the gradient, with the effect tapering off linearly as it reaches the top of
the waveform.



The main point is that in both the Gain and Lift adjustments, the entire image is

changed, except for the white and black points. This is intentional because a wide tonal

overlap creates nice, smooth transitions even in dramatic grades.
Reset the Lift master wheel.

When working with log wheels, the tonal ranges are much more defined:

Highlights

Low Range High Range

Manipulating the image shadows will have very little effect on the rest of the
luminance because of the small amount of overlap between the shadows and the
midtones ranges.

In the upper-right of the Primaries palette, press the rightmost icon in the list of

primaries tools to launch the Log wheels.

N

On the surface, this interface looks almost identical to the color wheels. However,
adjustments to the shadows, midtones, and highlights react very differently.

Drag the Highlight master wheel to the left to darken the highlights of the gradient.
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The upper half of the waveform bends until it is horizontal, but this has no impact on
the shadows. This behavior is reflected in the viewer, in which the lightest portions of
the gradient are darkened, while the midtones and shadows remain the same.

Drag the Shadow master wheel to the right to brighten the dark ranges.

e e e L mn s o o |

This time, the lower-third of the line rises until it is parallel to the horizon.

With the waveform in this position, it's easy to see how you can affect the overlap between
the shadows and midtones (low range), and the midtones and highlights (high range).

In the log adjustment controls, drag the Low Range value left to move the shadow

segment of the waveform lower, thereby giving priority to the midtones controls.

t 1.000 Pivot 0.435

Drag the High Range value right to move the highlight segment of the waveform
higher for the same effect, but in reverse.

To further appreciate how color and log wheels differ, drag the color
balance indicators inside the Lift and Shadow wheels to see how the gradient
is affected. Adjusting the Lift wheel will cause the entire gradient to change
hue, whereas dragging the Shadow wheel will constrain the color change to the
darkest edge of the gradient.

Log wheels can be extremely useful when you're attempting to change the brightness
or hue of a narrower tonal range. The next exercise will demonstrate a practical use of
switching between color and log wheels.



With a better understanding of how you can target different tonal ranges, you can now
more accurately normalize and balance an image.

In the Scopes palette, open the Settings and change the waveform back to Y mode
with Colorize deselected.

Switch the Primaries palette back to Color Wheels mode.

Select clip 07.

The luma waveform indicates there is some room for adjusting the image’s highlights.

Drag the Gain master wheel right to increase brightness until the trace reaches the
second horizontal line from the top.

Even though the waveform appears to be intact, the sunset on the horizon might start
to appear “blown out.” To understand why this is happening, let's check the Parade
scope to determine the presence of color in the luminance ranges.

Switch the Scopes palette to Parade.

Waveform Parade

Comparing Color and Log Wheels
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The waveform represents the combined luminance of the channels, but it does not
take into account instances of clipping within individual channels in scenes with
pronounced chromatic brightness (such as this sunset).

Reset the Gain wheel.

With reliable white and black references in an image, standard procedure is to
neutralize the three channels to achieve balance. Without references, context is
important. In this case, the context is the sunset with its accompanying red skyline,
which requires an exception to the balancing rule.

Switch the scopes back to Waveform. With the highlights analyzed, you can focus on
the overall brightness of the image and the balance of the dark foreground elements.

To increase the brightness of the image without clipping its highlights, drag the
Gamma master wheel to the right until you have raised the darkest parts of the image
between the 128 and 256 graticule lines. By avoiding the Gain master wheel, you're
more likely to prevent the red highlight from clipping.

The image shadows appear to be compressed along a narrow luminance range, which
is causing loss of the detail in the image foreground. Adjusting the Lift master wheel
will not sufficiently expand the compressed shadows.

To confirm this, drag the Lift master wheel to the left to see how dramatically it affects
the foreground. The compressed shadows are pulled down until the entire image

becomes too dark.

Reset the Lift wheel.

Switch the Primaries palette to Log Wheels mode.

Press Option-Z (macOS) or Alt-Z (Windows) to toggle between the
Primaries color and log wheels.

Drag the Shadow master wheel to the left to lower the black point without clipping it.
Note that the tree details begin to pop out against the mountains and ground.

Balancing Footage



In the adjustment controls, drag the Low Range parameter to the left to redefine the
shadow range. Because of this narrower range, adjustments to the Shadow wheel will
be more concentrated to the compressed shadows at the bottom of the image.

Drag the Shadow master wheel to the left to further expand the compressed shadows.
Keep adjusting the Low Range and Shadow master wheel controls until you see a good

amount of detail in the foreground of the viewer.

Because the Shadow wheel is more dedicated to the lower ranges of luminance, it

is not affecting the midtones as dramatically as the Lift wheel did. With the contrast
adjusted, you can now address the colors. This image is particularly tricky because of
the conditions under which it was captured. The sun is still rising, resulting in beautiful
peach, purple, and blue gradients throughout the sky. You will strive to retain these
unusual hues, while normalizing the colors in the foreground—most notably, the
magenta in the shadows.

Switch the Primaries palette back to Color Wheels.

Gently drag the Gamma color balance indicator away from the magenta side of the
wheel and toward green/yellow. Stop dragging before the green in the shadows

becomes overpowering.

Bypassed Graded

You have successfully brought back a lot of detail to the foreground of the image, but this
came at the expense of the beautiful gradient in the sky, which now appears a little washed
out. In the next exercise, you will isolate the log grade to the foreground of the image while
reducing its impact on the background.

Comparing Color and Log Wheels
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Resolve FX are a collection of effects and filters that enable you to adjust the physical or
visual properties of footage in creative ways that are often not possible using common
grading tools. You will learn secondary grading techniques in Lesson 3, but this clip is ideal
for an early demonstration of the restorative power of secondary selection via an effect
called Depth Map.

The Depth Map effect can automatically analyze and produce a 3D map of a scene,
which can be used to isolate a grade to a specific plane of an environment, such as the
foreground.

NOTE The following exercise requires DaVinci Resolve Studio to complete.

In the interface toolbar, click the Effects button to open the Effects panel library.

:T'_ Timeline | ]JEal[ Clips 'E'E: Nodes

. Clip

Scroll down the Effects Library until you find the Resolve FX Refine section.

Drag the Depth Map effect onto corrector node 01 until a + (plus sign) appears and
then release.

Resolve FX Refine

Depth Map

Resolve FX Revival

Balancing Footage



The Effects panel switches to the Settings tab, which features the Depth Map effect
parameters.

he | ]za Clips 'E'E: Modes I@ Effects

Settings
Depth Map

Quality

Far Limit

MNear Limit

Wait a few moments for the Depth Map to run its analysis and output a black-and-
white image of the scene.

NOTE If you're not using DaVinci Resolve Studio, a watermark will appear over
the image. You can dismiss the warning dialog and complete this exercise with
the watermark.

Comparing Color and Log Wheels
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The resulting matte resembles the mountain clip, with the foreground plane appearing
the lightest gray, the mountains a darker gray, and the sky almost completely black.

In addition to mapping the spatial environment of the scene, the matte also represents
the area that a grade or effect will impact. White indicates full opacity, or a selected
region, whereas black indicates transparency, or the lack of selection in that area.

Gray implies semi-opacity and a diminished strength of selection.

You will adjust the Depth Map parameters to create a more pronounced selection of
the foreground.

Under Resulting Map Adjustment, select the Adjust Map Levels checkbox to gain
access to the Limit and Gamma controls.

Decrease the Near Limit (0.350) to brighten the foreground of the matte.

Increase the Gamma (1.050) to heighten the contrast, which will further isolate the
foreground from the background.

With the depth map modified to meet the needs of the image, you can now disable the
matte preview in the viewer and review the final result.

Balancing Footage



Deselect Depth Map Preview at the top of the settings.

Depth Map

Quality

Press Command-D (macOS) or Ctrl-D (Windows) to disable the corrector node and

then re-enable it again to see the corrected image. Review and adjust, if necessary.

Press Shift-D to bypass the entire node tree and compare your work to
the source footage. You can also bypass entire color pipelines by pressing the
Bypass Color Grades and Fusion Effects button in the upper-right of the viewer.

As you saw in this exercise, you can use Primaries color and log wheels together very
effectively. Color wheels can be used to establish an initial tonal range and contrast,
while log wheels behave like a secondary adjustment that can further refine the three
luminance ranges.

Log wheels are particularly effective when working on underexposed or overexposed
footage. They allow for restorative work in the high and low luminance ranges, as well

as minor tweaks to the brightness and hues of those areas, without majorly altering the
remainder of the image. In cases where unwanted change does occur, you can make use of
secondary tools, like the Depth Map effect, to isolate the grade to the desired area.

Comparing Color and Log Wheels
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Self-Guided Exercises

Complete the following exercises in the 01 Main Timeline to test your understanding of the
tools and workflows covered in this lesson.

Clip 01—Use curves to normalize and balance this clip by eye. Increase the Saturation
parameter in the adjustment controls to bring out the natural colors in this underlit shot.

Clip 03—Use the contrast and pivot controls to enhance the details of the scale.

Clips 04, 05, 06, and 09—Use the Primaries color wheels and the Waveform scope to
establish a tonal range and contrast on these clips.

Clips 12, 16, and 17—Use curves and the Parade scope to normalize these clips and
balance their colors, as necessary.

When you've completed these exercises, open the 04 Completed Timeline to compare
your balancing to the Balance nodes in this “solved” timeline. Note that normalization,
balancing, and contrast in some of the clips was separated into individual actions in the
Node Editor. In the next lesson, you will also begin the practice of separating your grading
stages into nodes.

Balancing Footage



Lesson Review

Does a DaVinci Resolve archive (.dra) contain the original project media?
What does the Y in YRGB represent?

What does the pivot in the adjustment controls do?

How do you add additional control points to curves?

What is the difference between the Primaries color and log wheels?

Lesson Review
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Yes. Archived projects (.dra) consolidate all related project media within a single folder
that can be restored through the Project Manager.

The Y in YRGB refers to luminance.
The pivot control adjusts contrast balance.

Click directly on a curve to add a new control point. Shift-click to add a new control
point without adjusting the curve's position.

The Primaries color and log wheels target different tonal ranges of the image.

Balancing Footage



Lesson 2

Creating Color

Confinuity

When editing footage for a video
project, the end goal often is to create
a single running narrative that appears
to be happening in real time. Much

of the time—even in documentary
filmmaking—this unity of time is

an illusion. Materials for a single
scene can take days or even weeks

to photograph, which can result in
fluctuations in light, temperature,

and color dominance as both
environmental and technical factors
influence the footage from one day

to the next.

The goal of shot matching is to assess
how multiple clips compare to one
another when placed into a timeline
and to ensure that they create color
continuity. When shots don't match,
the audience becomes aware of their
artificial sequencing, which breaks the
illusion of cinema and compromises
the viewer's suspension of disbelief.

Time

This lesson takes approximately
80 minutes to complete.
Goals

Building a Shot-Matching
Strategy

Organizing Shots Using Flags
and Filters

Applying Shot Match
Matching Shots Using Stills

Comparing and Matching
Shots Manually

Self-Guided Exercises

Lesson Review
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In the previous lesson, you looked at the most common tools and workflows for
normalizing and balancing shots in preparation for a grade. In this lesson, you'll examine
the shot-matching process using many of the same tools.

Building a Shot-Matching Strategy

Your approach to shot matching will depend greatly upon the nature of the footage.

On a narrative production that was shot by an experienced cinematographer and camera
crew, the quality of the raw content can have a reliable consistency throughout and require
minimal normalization and matching.

For documentaries, fluctuation in locations, light sources, and temperatures (not to
mention the use of multiple, different cameras) may require much more dedicated
footage preparation.

It is normal to incorporate both balancing and shot matching during the first primary
grade pass. You may opt to treat these as separate jobs and apply them to independent
nodes, or you can forgo balancing on shots that you are matching to a single “key” shot
in a scene.

Your shot-matching strategy can be narrowed down to the following approaches and
considerations:

— Balance all shots in a sequence. This workflow assumes a shot-by-shot approach to
normalizing the luminance range and balancing every shot in the sequence, which will
result in a uniform sequence of shots. This time-consuming method is best applied
to projects with vastly mismatched media sources or lighting conditions (archival
documentaries, festival promo videos, and so on).

I lE

Every clip balanced individually

Creating Color Continuity



— Adjust only mismatched shots in a sequence. If only one or two shots in a sequence
have a contrasting color balance, it makes sense to adjust only those shots to create an
even starting point for the scene grade. This approach is more common to standard
grading practices.

Mismatched clips graded to match the rest of the sequence

— Select a master reference shot. Sometimes you will have more than one clip that
you could use as a reference for matching. In those cases, you may opt to use the
reference shot that will have a less extreme impact on the color tone of the other clips.

Clips adjusted to a key shot that causes the least color distortion

:

Or you might consider settling on the clip that is closest in appearance to your
intended grade. In doing so, any further creative grading you perform will aim to
enhance the colors and not undo them.

I

Clips adjusted to a key shot that is closer to the final intended look

TIP When selecting a master reference shot, it's best to select an establishing
shot or any wide or long shot of the scene and match all other angles to it. A

wide shot is likely to have the best overall representation of light sources and
shadow tones, as well as include most of the physical elements in the scene,
such as actors, costumes, set design, walls, and so on. In contrast, a close-up
might contain less reliable data for balancing and share few elements with
other shots.

Building a Shot-Matching Strategy 39
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The exercises in the following lessons will focus on the practical implementation of shot
matching based on these methods. Understanding the variety of matching methods
available in DaVinci Resolve 18 will enable you to construct grading workflows that are
best suited to your coloring abilities and project type.

Organizing Shots Using
Flags and Filters

In the previous lesson, you clicked individual clips throughout the timeline. However,
DaVinci Resolve provides helpful organizational tools, called flags, that can assist you in
identifying and categorizing clips based on any criteria that you define. For example, you
might flag clips that have overexposed skies, clips that require green-screen keying, or
clips that need narrative-specific dynamic grades.

In the timeline menu above the viewer, open the 02 Balanced Timeline.

01 Main Timeline v

The timelines in this project already include some flags. You'll add a few more to
identify the clips you will use for the matching exercises in this lesson.

In the timeline, right-click clip 04, and select Flags > Green.

04 | 16:39:24:24

Apple ProRes 4444

A green flag appears in the upper-left corner of the clip thumbnail to indicate that the
clipis flagged.

Another method for applying flags is to use a keyboard shortcut.

Creating Color Continuity



Select clip 05. Press G on your keyboard to add another flag.

While this is a faster technique for applying flags, in this case it applied the wrong
color flag.

To change the flag to green, double-click the blue flag on the thumbnail to open the
Flags dialog.

Co10.mov

MAANRARANR n

Apple P

Notice that the Flags dialog allows you to attach notes to flags, which is very handy for
detailing future grading intentions or identifying technical issues.

Select the green-colored flag and click Done to close the dialog.

The keyboard shortcut is configured to apply the default blue flag. To change the
default color, you'll need to change the flag color in the toolbar of the edit page.

Go to the edit page. In the toolbar, next to the flag icon,
click the disclosure arrow, and choose Yellow.

Return to the color page.

Select clip 04 and hold Command (macOS) or Ctrl (Windows)
to select clip 06 at the same time.

Organizing Shots Using Flags and Filters
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Press G to apply yellow flags to both clips.

Apple ProRes 4444

You can apply a flag to multiple clips by selecting a range of thumbnails
and then using any of the methods described to apply the desired flag to the
selected clips.

The green flags in the timeline now identify the clips you will be working on
throughout this lesson. You'll find it easier to locate and navigate between them if you
filter the timeline to show only the green-flagged clips.

At the top of the color page, click the disclosure arrow next to the Clips button and
choose Flagged Clips > Green.

-.T'_ Timeline  ]E&l[ Clips k 'E':E: Nodes

When a filter is applied to a timeline, the Clips button is underlined in red
to serve as a visual reminder that some clips in the timeline might not be visible
due to the filter.

You have temporarily hidden all clips that do not have a green flag. The resultis a
significantly simplified timeline that will help you focus on those clips without the need
to navigate around your timeline and locate them.

Creating Color Continuity



Like flags, you can also use markers for filtering purposes. The difference
is that flags identify an entire clip (or source media), whereas markers identify
a specific frame or range of time. Adding a flag to a clip applies it to every
appearance of the source clip in all the timelines of the project, whereas
markers will only appear in that single instance of the clip in the timeline.
Markers can be applied using a keyboard shortcut (M), and their default colors
can be set in the toolbar of the edit page.

Once again, click the disclosure arrow next to the Clips button and choose Flagged
Clips > Yellow.

As you likely noticed in the previous steps, clips can be assigned more than one flag
color. As a result, media classifications can overlap, allowing you to filter clips that have
several workflow roles.

In the Clips pop-up menu, choose Yellow again to remove the yellow flags from
the clip filter.

In DaVinci Resolve, flags and filters can perform a wide variety of functions. You can
use different flag colors to identify clips that must be reframed due to a visible boom
microphone, single out clips that need white balancing, or isolate clips that require

a flashback look. When the timeline is filtered based on flag color, you can focus on
addressing just one category of clips at a time.

Applying Shot Match

The Shot Match function in DaVinci Resolve analyzes the colors in one image and
reconfigures the balance of another image (or multiple images) to match it.

The results of any algorithmic grading function should be carefully evaluated after
application because an algorithm is unable to recognize the environmental factors behind
scene colors. Even so, the Shot Match function can be a great starting operation when
matching clips and can enable you to quickly prepare shots for on-set review or when
processing dailies.

Applying Shot Match
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In the green flag-filtered timeline, select clip 01.

You will match the colors in this clip to the balanced clip 02 directly after it. In
the interest of organization and preservation of the video signal integrity, you will keep
normalization, balancing, and matching on separate nodes.

In the Node Editor, create a new serial node by right-clicking node 02 and choosing
Add Node > Add Serial or pressing Option-S (macOS) or Alt-S (Windows).

It is good practice to label your nodes to keep track of their function and
your workflow.

Right-click the new node and choose Node Label. Name the node Shot Match.

Mormal Shot Match

Right-click clip 02 and choose “Shot Match to This Clip.” It will take a few moments
for the shot match to be performed on the active clip in the timeline, which is
currently clip 01.

Shot Match to this Clip A

Creating Color Continuity



The result is a much better match between the two images. Clip 01 becomes warmer
and less contrasted to match the environment in clip 02. However, the shadows could
be darkened to better match the mountains and the details in the animals, and the
gamma could be brightened and cooled to remove the strong red tones.

5 Drag the Lift master wheel left until the shadows of the waveforms in clips 01 and 02
match more closely.

6 Drag the Gamma master wheel right to brighten the image and increase contrast in
the details.

7 Dragthe Gamma color wheel indicator away from red until the rhinos appear more
neutral in color.

&  Switch the Primaries palette to Log Wheels mode and drag the Shadows master wheel
left to restore the detail in the rhinos. Pay particular attention to the shadows in their
ears, underbellies, and legs.

9 Use the Low Range parameter in the adjustment controls to fine-tune the shadow

selection, which should be focused on the darkest elements of the frame.

Before match

After match

Automatic shot matching can be helpful for creating a starting point for manual matching
and to quickly resolve mixed camera issues in front of clients. But ultimately, you should
still learn how to assess images using the video scopes and manually match them with
the primary grading tools. This will give you greater confidence when working with

media that automatic tools struggle with, such as scenes with unconventional lighting or
environments with context-dependent visual cues.

Applying Shot Match
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Matching Shots Using Stills

Stills have a variety of functions in DaVinci Resolve, as you will learn in lessons throughout
this book. One of the most direct uses of stills is for visually comparing clips in the viewer.

By superimposing a still, or snapshot, of a previous clip onto a current clip, you can visually
assess their differences and similarities in contrast, saturation, and color dominance.

In this exercise, you will use stills to manually match clips.

In the green flag-filtered timeline, select clip 05.

In the 02 Balanced Timeline, this clip already has its tonal range and balance set via the
Primaries color wheels.

Right-click in the viewer and choose Grab Still.

Double-click under the still that appears in the gallery and label it Match Reference.

El Gallery

NOTE The numbers under the stills refer to the timeline track, the clip number,
and the number of stills generated for that clip.

Creating Color Continuity



4 Inthe timeline, select clip 06. You will use the Primaries color bars and the Parade

scope to match this shot to the still.

5 Inthe Scopes pop-up menu, choose Parade. This representation of the image is
similar to that of the waveform scope but with the luminance value of all three
channels represented separately.

6 Inthe Gallery window, double-click the Match Reference still.

You should now see the two clips in the viewer, separated by a wipe line that
you can drag.

TIP You can invert a wipe using the keyboard shortcuts Option-W (macOS) or
Alt-W (Windows). Doing so will switch the frames for a reverse reference view.
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The shot of the man by the fence is much cooler than the still with the men and the
horse. The Parade scope, which is also split in half, reveals this difference.

The reference still's blue channel trace appears substantially lower, indicating an
absence of blue in the highlights and upper midtones. As blue’s complementary color
is yellow, this results in the reference image looking warmer.

When shot matching, the goal is not to fully match the parades to each other. That

is usually impossible because of the different contents of the frames. Instead, you
must study the relationships of the three channels and try to recreate their respective
relationships in the clip that you're matching.

In the node graph, change the label of node 01 in clip 06 to Match.

Labeling nodes has many benefits. It clarifies the grading workflow by
specifying each node’s task, which enables you to make faster adjustments as
you grade. Labels are also great for inserting reminders for future necessary
returns to the clip grade.

To label nodes more quickly, consider creating a custom keyboard shortcut.
Open DaVinci Resolve > Keyboard Customization. Find the Label Selected Node
command in the Commands list (use the search field at the top, if necessary),
and press the keyboard shortcut you wish to associate with the command. The
Tab key is a good option because it is not assigned to any default command.

Creating Color Continuity



In the Primaries palette, switch the mode to Color Bars.

Primaries - Color Bars

Gamma

The bars are an alternative representation of the color wheels, and changes in either
mode will reflect in both modes. The bars offer greater precision over the individual
color channels of the image than the wheels.

To match the shadows, drag the Lift Y (luminance) bar down until the shadows of clip
06 match the shadows in the still. Keep your eye on the green parade and aim to set
the lowest point of clip 06's trace (the man and dog) to a similar level as the shadow in
clip 05 (the men and horse).

Use the scroll wheel of your mouse to adjust the Primaries color bars with
more precision.

The next step is to address the overall balance to match the reference.

Drag down the Blue Gain bar until the tops of the blue parades align.

Drag up the Red and Green Gain bars to match the warmer reference look.

To address the coolness in the shadows of the mountains, drag up the Red Lift bar.

Finally, you will tweak the Gamma bars to offset any remaining color inconsistencies
between the two images.

Matching Shots Using Stills
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14

15

While keeping an eye on the middle pattern of the traces, slightly drag up the Red
Gamma bar and lower the Blue Gamma bar.

The result is a quick matching of the two clips using the Primaries color bars.

To turn off the reference wipe view, in the upper left of the viewer click the Image Wipe
button or right-click in the viewer and choose Show Reference Wipe.

Disable and enable the match grade to compare clip 06 before and after the manual
matching adjustment.

Before match

After match
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With the clips matched, you can now apply creative grades to them and continue to
see consistent results.

Select clip 05.

In the Node Editor, locate the Contrast node and click the number 02 in the lower-left
corner to enable it. The image in the viewer will shift to display deeper shadows and
more detailed midtones.

Select the Contrast node and choose Edit > Copy or press Command-C (macOS) or
Ctrl-C (Windows).

Select clip 06.
Right-click the Match node and choose Add Node > Add Serial.

Select the newly created node and choose Edit > Paste or press Command-V (macOS)
or Ctrl-V (Windows).

Clip 06 adopts the same level of contrast because of the successfully matched tonal
ranges and colors in the first node.

NOTE The Y (luminance) bar of the Primaries color bars affects the image
differently to the color master wheel. The master wheel affects all RGB
channels, which impacts saturation, whereas t