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Editorial
Welcome to our 

second year in 

business! Last month, 

along with 3DTotal, 

we ventured across 

the pond to attend a 

booth at this year’s 

Siggraph expo in San 

Diego, California. 

It was really great 

meeting all who visited 

the 3DTotal booth, 

especially our readers 

and contributors 

alike. We also hope 

that this month there are some new readers joining us, as we certainly 

saw a lot of interest in the magazines and a lot of surprised faces when 

we explained exactly what you get in this mag every month for just four 

dollars! It’s nice to know that we are at least doing something right! San 

Diego was a magnificent place and the perfect venue for Siggraph 2007. 

A week before, the same convention centre hosted the world famous 

Comic-Con expo, which we now think would be great to attend next year! 

Siggraph however, although smaller than Comic-Con, really did put on 

a good show: booths displaying everything CG from books to emerging 

technologies; virtual headsets to Minority Report style interfaces which 

work on the principles of light and movement. I heard (far too busy to see 

though) that the talks and tutorials given live on some of the other booths 

were also very good! Overall, we had a very enjoyable trip and hope to 

make it again next year. You can view the full report of what went on in 

this magazine. Thanks again. Ed.
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Contributors

Contributing Artists
Every month, many creatives and artists around the world contribute 

to 3DCreative magazine. This is where you can read all about them. If 

you would like to be a part of 3DCreative or 2DArtist magazines, please 

contact: ben@zoopublishing.com

3D Environment Lighting 

These wonderful people are responsible for 

creating our new 3D Environment Lighting 

Tutorial series for 3DS Max, Cinema 4D, 

Lightwave, Maya & Softimage XSi. Most of them 

have been with us since the Joan of Arc series 

and worked on the highly popular Tuc-Tuc 

series...

Luciano 
Iurino
Started back in 

‘94 with 3DStudio 

on MS-Dos as a 

Modeller/Texture 

Artist. In 2001, he co-

founded PM Studios 

and still works there as Lead 3D Artist. They 

recently developed the videogame “ETROM 

– The Astral Essence”. He also works freelance 

for magazines, web-portals, GFX & videogame 

companies. He recently left the 3DS Max 

environment to move on to XSI.

iuri@pmstudios.it

Niki 
Bartucci
Is a Freelance 3D 

Modeller, in 

Italy. She started 

working in the field of 

Computer Graphics in 

2000 as an Illustrator 

& Web Designer. In 2003 she started using 3D 

software, such as C4D & 3DS Max. In that year 

she worked on “ETROM - The Astral Essence”, 

an RPG video-game for PC, developed by 

PMstudios. She is currently a freelancer, 

specialising in commercials. 

niki@pikoandniki.com        www.pikoandniki.com

Giuseppe
Guglielmucci

 Is a Freelance 3D 

Modeller/Animator. 

He began using 

computers with the 

epoch of the vic20 & 

Cinema4d was his 

1st 3D software. He started working in the field 

of CG in 1999 in Commercial Design. In ‘03 

he worked on “ETROM - The Astral Essence”, 

an RPG video-game for PC, developed by 

PMstudios. He currently hopes to work in the 

video-games industry & develop his own game. 

piko@pikoandniki.com      www.pikoandniki.com

Roman 
Kessler
Is a Freelance 3D 

Artist, in Germany. 

In ‘93 he made his 

1st 3D model, using 

a shareware 3D 

software for DOS that 

was very limited. He got addicted & started with 

Lightwave in ‘97. Since 2005 he has worked 

professionally as a Freelancer. He likes all 3D 

tasks equally, with little preference to modelling 

and texturing. Besides client-based work, he 

also works on personal animation projects.

www.dough-cgi.de

Would You Like to Contribute to 
3DCreative or 2DArtist Magazine?

We are always looking for tutorial artists, gallery submissions, potential 

interviewees, Making Of writers, and more. For more information, send a 

link to your work here: warin@zoopublishing.com

http://www.3dcreativemag.com
mailto:ben@zoopublishing.com
mailto:iuri@pmstudios.it
mailto:niki@pikoandniki.com 
http://www.pikoandniki.com
mailto:piko@pikoandniki.com
http://www.pikoandniki.com
http://www.dough-cgi.de
mailto:warin@zoopublishing.com
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Toni
Bratincevic 

Is a 3D Artist in 

Croatia, soon to be 

relocating to Blur 

Studios, USA. He 

started in ‘98 with 

3DStudio 2.0 and 

POVRay, but in ‘02 switched to Maya as this is 

what his current company uses. Moving to Blur 

he is now switching back to Max after 7 years. 

His goal is to make illustrations for his personal 

pleasure, and to work on some high-end 

animation projects.  toni@interstation3d.com             

www.interstation3d.com
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Paulo 
Ítalo 
(Aka Arrhenius) is a

3D Artist for Hoplon 

Infotainment, Brazil. 

He started CG 

when inspired by 

Jurassic Park and the 

Soul Edge videogame; he began working on 

traditional animated short films & later moved on 

to commercials using both 3D & 2D animation. 

Since ‘06 he’s been working in games, and 

spends his free time developing short films 

& illustrations. www.pauloitalo.blogspot.com                      

superpauloitalo@gmail.com

Massimo
Righi

Is an Italian CG Artist. 

Massimo gave up his 

own bookstore for 

the bright lights of the 

CG industry and has 

been working as a 

freelancer with his girlfriend Silvia ever since. He 

is always looking for interesting collaborations.

 

info@massimorighi.com

www.massimorighi.com

Shahin 
Fathi Djalali
Is currently a master’s 

degree Industrial 

Design student. He 

has been working 

in 3D for more than 

6 years, doing both 

industrial & cartoon style models. He often uses 

3DS Max for modelling and presentation, but he 

uses Solidworks for industrial & product models. 

He currently works as a Freelance Industrial 

Designer & CG Artist, specialising in character 

design, in Iran.

shahin_fj@yahoo.com

Michael 
van den 
Bosch
Is a Freelance 

Illustrator & Character 

Designer in The

Netherlands. He loves 

to sketch characters 

in pencil and bring them to life with his computer. 

His main goal is to create artwork with a 

message, and he hopes to see himself doing this 

for many more years yet because he feels there’s 

nothing quite like being self-employed.

michael@motionchannel.com 

http://www.motionchannel.com

Florian
Wild
Otherwise known as 

“Floze” since kinder-

garten (even by his 

Grandma), started CG 

when he was eight, 

with Dpaint & some 

very basic 2D animation software. He wanted 

to create fabulous worlds, such as the ones he 

discovered in games like Monkey Island, Le-

Chuck’s Revenge. He started 3D when he was 

15, & got into the industry at 18. He currently 

works as a buccaneer Artist & TD.

mymail@floze.de      http://individual.floze.de/

http://www.3dcreativemag.com
http://www.3dcreativemag.com
http://www.pauloitalo.blogspot.com
mailto:superpauloitalo@gmail.com
mailto:info@massimorighi.com 
http://www.massimorighi.com
mailto:shahin_fj@yahoo.com
mailto:michael@motionchannel.com 
http://www.motionchannel.com
mailto:mymail@floze.de
http://individual.floze.de/


“I explored the world 
of 3D graphics and I 
got really fascinated 
with it.”
Croatian born 3D Artist, Toni 

Bratincevic, talks about his working 

day and how it all started for him in 

the world of 3D...
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Interview Toni Bratincevic

Hello Toni, could you tell us a little bit about 

yourself, please?

My name is Toni Bratincevic and I live in a 

small country in Europe called Croatia. I was 

born around 30 years ago in a town called Split, 

which is one of the most beautiful towns on 

the Croatian coast. At the moment, I’m living 

in the capital city of Croatia, called Zagreb, 

where I’m working as a 3D Artist for a post-

production company called Vizije. Our work is 

mostly commercial based but lately we’ve also 

started doing special effects for documentary 

movies. As a self-taught artist, unfortunately I 

didn’t attend any art schools, since there are no 

specialised schools in Croatia for 3D animation. 

But, with a strong will to become a 3D Artist 

one day, and after a year of hard work, I finally 

realised my goal.

So being a self-taught artist, what were the main 

sources of training that you used?

At the time when I started doing 3D graphics, 

there wasn’t much material from which you 

could learn. There were some tutorials but 

they were mostly manuals that came with 3D 

software. I remember the first time I started 

using the very first version of Maya; I read all 

the books that came with the software, which 

were around 5-6 thousand pages long... For 

the first few months I was really confused and it 

was total chaos in my head, basically down to 

the amount of information there was, but after 

http://www.3dcreativemag.com
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a year or so, the pieces came together and 

I started to get to grips with Maya. Before 

Maya I was using a little freeware renderer 

called “POVRay”, which doesn’t have a 

graphics interface so you need to program 

it directly. The community for the POVRay 

artist was quite helpful, so this helped me 

to learn a lot about programming and some 

technical stuff concerning 3D which helped 

me a lot later on.

At what stage in your life did you decide you 

wanted to become a 3D Artist?

Well, I think it was at the time I was studying 

at the Faculty of Informatics - about 8 

years ago. Parallel to studying for exams, I 

explored the world of 3D graphics and I got 



really fascinated with it. It was a 

completely different area compared 

to web and graphic design, which 

was my main area of interest at 

that time. But since there weren’t 

many opportunities for 3D artists 

in Croatia, mainly down to there 

being such a small market, I was a 

little scared that I would never find a 

decent job in that field after I got my 

diploma. At that time, 3D art was my 

hobby and I didn’t know if this would 

become my professional career. 

Fortunately, after getting my diploma, 

I landed a job as a 3D Artist in a small 

company and my professional career 

started. This will be my third year 

working as a professional 3D Artist, and 

I must say that I am very satisfied with 

the path I have followed; my dream to 

become a 3D Artist has come true. 

With having such limited opportunities 

for 3D artists in Croatia, what was it like 

finding your job?

Well, I had a lot of pictures at the time 

when I was looking for a job so that I had 

something to show to my future employer. 

So with that, and the addition of a little 

luck, I got my job pretty easily. I had one 

conversation with them and they told 

me I could have a job - and that was it! 

The choice, at that time, was my current 

company and maybe 3-4 others that were 

specialised in post-production and 3D 

graphics. The big problem is that there is 

very little market in Croatia since there are 

only four million people living in the country. 

But, on the other hand, that isn’t such a bad 

thing since it is one of the rare, unpolluted 

places in the world and the quality of life 

here is great.

So you’re currently working as a 3D Artist at 

Vizije. Could you tell us what a typical day is 

like for you?

I come to work around 9 o’clock, make some 

coffee and talk a little with my colleagues. 

After that I usually check my emails and take a 

look on the Internet at some of my favourite 3D 

portals. I like to see if there are any new and 

interesting 3D pictures, and then maybe drop a 
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few comments and add a few votes. After that, 

I plan my work for the day. Good organisation 

is 50% of the job. Then I get to work and try 

to get everything done by the end of the day. 

Sometimes, if I am supervising a job, I talk to 

my colleagues throughout the day to check their 

progress and maybe suggest some changes, or 

help solve some technical issues. If I’m working 

on a picture at home, when my working hours 

come to an end, I usually plan in my mind what I 

need to do at home for my personal project. 

Could you tell us what you’re currently working 

on?

We are just working on one medium project 

which is a combination of kids filmed on a green 

background, and a 3D-generated backdrop 

added later. There is a lot of interaction 

between 3D elements and the kids, so it will be 

technically demanding. The backdrops are fields 

of grass and chocolate with a lot of beautiful 



flowers and other kinds of vegetations growing. 

I suppose the most demanding part will be the 

simulation of water because it takes so much 

time to get right. Since there aren’t so many 

people in the company (just 5 of us) we are 

mostly 3D generalists, and it’s sometimes a little 

difficult to handle parts of 3D which we don’t do 

so often - like simulations in this case. 

In my opinion, “It Was You” and “Experiment 

Chamber” are some of the best pieces of work 

that you have produced - the detail and the 

texturing are really great. How much work went 

into creating these scenes?

Both scenes took about four weeks to finish. I 

worked around two hours per day on them, so 

it was a little bit hard to get everything done on 
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time. Sometimes I just don’t have the energy 

and inspiration after I come home after my job, 

so I usually work around 3-4 days per week. 

But, since these are my private projects which 

don’t have any deadlines, I don’t care too much 

about the time they will take - all that matters 

is that they must be high quality projects. After 

working for around three weeks on an image, I 

have the habit of leaving it for 2-3 weeks, mainly 

because most of the time I get a little saturated 

with the image. Then after some time has 

passed I check the image again, get some fresh 

ideas, and work on it for another week until it is 

finished.

 

Who or what are the major influences behind 

your work?

There aren’t any particular people that inspire 

http://www.3dcreativemag.com
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my work. I always try to create something new 

and not stick to one particular area. But if you 

ask who are my favourite artists, then I’m a 

big fan of the 3D Environment Artists such as 

Stefan Morrell (http://stefan-morrell.cgsociety.

org/gallery/), Marek Denko (http://marekdenko.

net), Gilles Tran (http://www.oyonale.com), and 

Concept Artists such as Thierry Doizon (http://

www.barontieri.com/), Levente Peterffy (http://

www.leventep.com/) and Bruno Gentile (http://

www.hydropix.com/). I can’t really remember all 

of them at this moment, but the Internet and CG 

community is full of great artists who inspire me 

every day.

If you had the choice of collaborating on a 

project, whether it was a scene or an animated 

short, which artist would you like to work with 

and what subject matter would you base it on?

Tough question. I would like to work with all the 



people that I mentioned before, but on the other 

hand I just want to work with creative people 

that have a strong imagination, a clean idea 

of what they are doing, and are good at the 

organisation of their time. As for the subject, my 

favourite areas are science-fiction and fantasy, 

so I think I would be at home in those areas.

 

What sort of things do you like to do when 

you’re not sat at a computer screen?

I usually go outside and walk with my wife. The 

job of a 3D Artist is stressful for the spine and 

for the whole body because you have to sit for 

a minimum of 8 hours per day, and that’s why 

I force myself to take some physical activities. 

I also like to go to the cinema and am a big fan 

of animated movies, especially the ones from 

Pixar. My favourite sports are Formula 1 and 

basketball. In my childhood, I played basketball 

for about 5 years, and I must say I miss that 

sport, but I just don’t have much time to play it 

anymore. 

Well it has been a real pleasure talking with you 

Toni, but I have one more question before we 

finish up. What has been the most beneficial 

piece of advice that you have been given, and 

from whom?



I think the best piece of advice came from a 

bunch of successful people saying that hard 

work will pay out one day. You just have to work 

for many years to get recognised and to get to 

the level where others need you, and not the 

other way round.

Thanks very much for talking to us, and good 

luck for the future.

Toni Bratincevic
For more work by this artist please visit:

www.interstation3d.com 

Or contact them at:

toni@interstation3d.com

Interviewed by: Chris Perrins

http://www.interstation3d.com
mailto:toni@interstation3d.com


Massimo gave up his own bookstore for the 

bright lights of the CG industry and has been 

working as a freelancer with his girlfriend Silvia 

ever since. After teaching himself Maya and, 

amongst other talents, he has become the 

master of the lifelike creature render. We asked 

him about his career so far and what is next...

“Following your own 
dreams is the most 
exciting thing ever!”
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Well, let’s start with the usual beginning 

question: how did you start in 3D CG?

Well, the way I started is pretty unusual... I 

actually owned a bookstore until a couple of 

years ago. I’ve always loved visual arts and 

whilst selling books I felt that my passion for 

computer graphics was growing. After I sold 

the bookstore, I started looking for 3D jobs as 

a freelancer. At the same time I was learning 

Maya, doing as much training as I could, and 

was also involving my girlfriend Silvia. To be 

honest, I had never considered CG as a full-time 

profession, but we soon noticed that we were 

loving it and we decided to give it a serious go... 

as a couple.

You now work as a freelancer on various 

projects. Which area do you find yourself getting 

the most work in?

Our main area is more 3D illustration than 

animation, so let’s say modelling & texturing 

pretty much everything - still-life as well as 

organics. Working as freelancers, we are open 

to any interesting projects. As a quick example, 

I never liked modelling cars, but I ended 

up making some as a third party project for 

Volkswagen. This work is always a continued 

surprise for us and we feel we won’t get bored 

of it any time soon.

http://www.3dcreativemag.com
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How do you start and then carry out a project? 

Do you have a workflow which pretty much 

stays the same or do you find that it needs 

changing from time to time?

It’s down to the kind of work, really. If we have 

to model animals our workflow is pretty much 

the same because we’ve already modelled 

many of them and so our experience is good. 

But as I said before it is not all about animals, 

and right now we are working on very different 

projects and tasks so we must adapt from 

time to time. We recently finished characters 

for a short independent movie. Those kinds 

of modelling projects required us to ‘save’ 

polygons. We won’t have this limit whilst doing 

models for the reverse engineering market...





Your recent work with animals has brought you 

a lot of industry acclaim and a few awards! Is 

this the most enjoyable part of your job?

The most enjoyable part? You mean modelling 

animals or getting awards? Joking... We just 

love the subjects, so when we see that our 

work is appreciated then that’s a joy for sure!

Sorry, I meant creating the animals! Do you 

enjoy this more than other projects?

We definitely enjoy doing this. Most of the 

animals we create are just for personal 

projects, to have fun and also to improve our 

skills. We like to capture their peculiarity and 

in the future we would like to model scenes 

involving animals and humans, with the priority 

given to animals, obviously!
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What are your secrets for creating these photo-real animal renders?

I like to take photos, so this is my first resource. Whilst working on 

something I try to visualise the scene in the same way that I do with a 

camera. I am always learning and trying to get better results and improve 

my skills. What matters is the final result though, and often you don’t need 

to use advanced tools if you can achieve it by keeping things simple...

Your work is (or has been) featured on many sites, such as 3dtotal.com 

and cgsociety.org. How important has it been for you to use these sites as 

self-promotion? 

Very important. As a freelance CG artist this is the main way to get seen. 

Also, some companies have contacted me through those websites. 

Recently, I received a long-term job offer from a company in Bahrain and 

we are actually in the process of signing the contract!

http://www.3dcreativemag.com
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That sounds interesting! Can you reveal 

anything about this project?

Not a lot to say yet but we are pretty excited 

about it. We love travelling and we feel that  

it could be a great experience on both sides 

- in work as well as in our relationship.



What advice would you give to other aspiring 

artists who want to leave their day job and follow 

their 3D dream?

Following your own dreams is the most exciting 

thing ever. It is always tough at the beginning 

but with training and passion I think everything 

is possible. So, don’t give up! Just find your own 

way and try to identify yourself with what you 

do... A bit of luck also helps.

Thanks very much for talking to us and good 

luck for the future.





page 30www.3dcreativemag.com Issue 025 September 2007

Interview Massimo Righi

Massimo Righi
For more work by this artist please visit: www.massimorighi.com 

Or contact them at: info@massimorighi.com 

Interviewed by: Ben Barnes

http://www.3dcreativemag.com


“The design of 
futuristic cars, 

homes, cities and 
environments, 

simply because it 
could possibly 

happen for 
real one 

day!”

This month, we have 

asked 3D artists from a variety 

of backgrounds and locations 

around the world:

 

If you could choose a 
‘dream’ project to work 

on, what would it be, 
and why?

Here’s what they said...
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Dream Project

Adrian Tiba
System Engineer, SC Infologic 

Oradea, Romania 

“My dream project is to work on a CG movie.”

Anders Lejczak
Project Manager, Framfab, Malmoe, Sweden

“On the one hand, I would like to work on a 

major sci-fi flick at one of the big players, but on 

the other hand I would like to live in a house on 

the beach in a warm country and make a living 

from taking on commissions once in a while 

without lying sleepless at night worrying about 

tight deadlines.”

André Holzmeister
“Animate for feature films, or such studios like 

Blur, Blizzard, Digic.” 

Andre Kutscherauer
3D Designer, Studio Messslinger Gmbh

Munich, Germany

“To create something virtually that later on 

becomes a reality and makes the world a better 

place.”

Anna Celarek
Student, Vienna  

“Never thought about that, usually I do what I 

like...”

Bogdan
“There are many projects that I would have been 

really happy to participate in, and Star Wars is 

definitely one of my “dreams”. Both the idea and 

the production itself are brilliant. The amount 

of CGI and FX is huge! When I think about the 

planning of this entire production, my adrenaline 

rushes sky high. Just imagine working on Jaba 

the Hutt, making rigging for General Grievous, 

writing scripts for the droids army and many, 

many more amazing state of the art VFX. There 

are so many characters and FX in this movie; 

most of them are near to perfection making the 

movie a reference for CG.”

Hasraf Dulull 
Visual Effects Artist, The Moving Picture 

Company, London Soho.

“I would love to work on a Ridley Scott project 

(such as Blade Runner and Alien), because 

he is such an artist and visionary film-maker - I 

would shadow everything he does to make me 

as detailed as he is in his work.”

Dana Dorian 
Director, Axis Animation, Glasgow, Scotland, UK

“I’d love to direct an animated feature because 

I love telling stories through animation. Feature 

films are also great because they tend to reach 

a wider audience than short films.”

Daniel Vijoi
“I love mechanical stuff combined with organic 

models. It would surely be an imaginary 

world with mechanoids and something misty 

in it. It should have imaginary creatures and 

environments around it. I like to explore new 

designs for these elements, to try something 

different to what others have done. I have 

always been attracted by mechanical stuff 

around me, have studied those shapes and 

tried to resemble them in my artworks. This is 

why my favourite artwork that have created was 

“Mother care”, which has a great story behind it 

and some nice-looking mechanoid creatures.”

Eric Provan
3D Modeller, Sony Pictures Imageworks

LA, USA

“I’d really like to work on a feature film. I feel like 

it would be a challenging experience and one 

from which I would learn a great amount.”

Eugenio Garcia 
3D Illustrator & Animator, GrupoW

Saltillo, México

“To work for a big movie, like The Lord of the 

Rings, doing matte painting or illustration.”

Gustavo Groppo
General 3D Artist, Mamute Mídia 

São Paulo, Brazil

“I would like to be a 3D Modeller for a great 

fantasy production, creating highly detailed, 

realistic stuff and then see it come to life. I love 

realism and the creation of the impossible.”

http://www.3dcreativemag.com


Cesar Alejandro 
Montero Orozco 
CG Artist & Freelancer, Digi-Guys 

London, UK & Mexico

“I think that talent is a tool that helps you attain 

happiness. The more talented you are, the 

more responsibility you have towards using it 

for you, and the rest of the world. After I die, 

I want to leave an example of hope. I want to 

make people smile and follow their dreams. My 

life is my dream project, because my life is my 

dream.”
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Jure Zagoricnik 
Web developer & 3D Freelancer, Hal 

interactive & 3D Grafika, Kamnik, Slovenia

“Probably some kind of RPG game.”

Liam Kemp
“My current project is what I’ve always wanted 

to do: an animated show aimed at television. If it 

succeeds, then I will have my dream job...”

Mathias Koehler 
Freelance 3D Artist & Industrial Design 

Student, Braunschweig, Germany

“This would be a project where I am involved in 

all aspects; beginning with the idea/sketching 

phase until the final image/animation/product.”

Matt Westrup
“It would have been a Star Wars movie. I was 7 

when the original came out and it set me on the 

path to do what I’m doing now. Now they have 

all been completed I would like to see a project 

of mine get turned into a feature, or similar.”

Michael Seidl 
3D Artist, Modelling & Rendering, 

www.michaelseidl.com, Vienna, Austria

“My dream project would be working for a big 

studio, working on a film with a good budget 

and with some interesting inorganic models to 

create, or doing some special effects.”

Neil Maccormack 
Freelance 3D Artist, Bearfootfilms 

Geneva, Switzerland

“The design of futuristic cars, homes, cities and 

environments, simply because it could possibly 

happen for real one day!”

Nicolas Collings
“Be the lucky guy who works on the main digital 

character of the next box-office movie, like 

for instance Davey Jones from Pirates of the 

Caribbean.”

Pedro Mendez
“Work on a PIXAR production.”

http://www.3dcreativemag.com
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Pete Sussi
“Hmm... that’s tough. I would love to do my 

personal short full-time and get paid for it, or 

work on a major motion picture. However, I’m 

getting more into broadcast work... I’d love 

to do graphics for the Superbowl. I think over 

the years it has set a standard in quality and 

excitement in sports graphics.” 

Peter Sanitra 
3D Artist, ImagesFX, Prague, Czech Republic

“My own movie.”

Petra Stefankova
“I am thinking of an animated music video or 

film where I could involve some of my surrealist 

3D expressions, just because this is something 

that attracts me most and it’s exciting to put all 

the elements, such as motion, colours, shapes, 

forms and even music together, and make them 

work.”

Sean Dunderdale
“A Gorillaz music video. I’ve always been 

inspired by the art of Jamie Hewlett and adore 

the style and daring qualities of the Gorillaz.” 

 

Sorin Radu
“I want to be part of a CG special effects team 

and work for a movie production.”

Stepan (O)ne Grakov
“I’d like to work on the development of an 

interactive environment for a game, for example. 

But it should be a really fresh and stylish idea for 

the game itself, not only for it’s visual engine.”

Sven Rabe 
3D Artist, Germany

“I guess it would be something like LOTR. Being 

part of such a incredible project must be an 

amazing experience.”

Tiziano Fioriti 
Freelance 3D Artist & Digital Matte Painter 

Italy

“I wish to work on something which will remain 

alive in the future. Nothing is better than 

knowing that you have created a universal 

thought capable of speaking all the languages of 

this world.”

Tycane 
3D Developer & Designer, NDG, Amsterdam

“My dream project would be to work with a 

talented group of animators/modellers on the 

creation of a CG movie for adults. And with that 

I don’t mean XXX adults. But on something like, 

for instance, Final Fantasy Advent Children 

(though please let somebody more capable 

do the animating). With a few exceptions, I 

personally don’t like many of the CG movies out 

there these days, because they’re often more 

or less the same. In 2006, there were at least 

6 movies out about talking animals. I would like 

to be a part of taking CG out of the children’s 

corner and making people see that its not only 

for cartoons (as non-CG people call them), 

and not only for supplementing special effects. 

Advent showed that it could be done well, and 

also the other Final Fantasy film, even though it 

flopped, was great from a technical standpoint.”

Vojislav Milanovic 
General 3D Artist, Animated Biomedical 

Productions, Sydney, Australia

“A Pixar-like animated feature movie.” 

Zdenek Urbánek 
Student, Liberec City, Czech Republic

“It is a nice question... A dream project for me 

would be to work on a very good game; a game 

based on the world 40 years ago; a World War II 

based game with very detailed graphics, a nice 

story, animation, and a good game engine. And 

also good pay. Either that or on a CG film from 

the World War II period. And why? Because I 

like this period of time, not for the soldiers or for 

the death, but because the atmosphere of some 

historic places is, for me, emotional.” 

Next issue:
Join us next month when we will ask artists the 

question: 

“What inspired you to 
become an artist?”

http://www.3dcreativemag.com


In Association with

3DCreative Magazine introduces the 

‘Challenge’ Section of the mag. Every 

month we will run the Challenges, 

available for anyone to enter, for prizes 

and goodies from the www.3dtotal.com 

shop and also the chance to be featured 

in this very magazine! The 2D Challenge 

runs in the ConceptArt.org forums and 

the 3D challenge runs in the Threedy.com 

forums. Here we will display the winners 

from the previous month’s challenges, 

and the Making Ofs from the month before 

that...

In Association with

Stylised Animal challenge

www.3dtotal.com
http://www.conceptart.org/forums/forumdisplay.php?f=25
http://www.threedy.com/site/forum/forumdisplay.php?f=86
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The Challenge 
Welcome to the Stylised Animal Monthly Challenge. Each month we will 

select an animal and post some images in the forum thread as reference. 

All you have to do is to create a 3D image of this creature in a stylised/

abstract/cartoon style, whilst keeping your creature instantly recognisable. 

We wanted to publish some content in 3DCreative Magazine on how to 

create stylised animals, such as you see in the many feature films and 

cartoon galleries. We thought this regular competition might bring in just 

the images/Making Ofs that we need, whilst giving away great prizes and 

exposure. This month’s animal was an Aye-Aye. Here you can see the 

top five placed entries, as voted for by the public...

What are we looking for?
Funny and humorous entries which break the animal down to its most 

recognisable components; emphasize these in whichever ways you think 

best, and render your stylised/abstract/cartoon masterpiece. The rules 

are pretty laid back: please submit 1 x 3D render (minor post work is OK); 

it’s up to you if you want to have a background or include some graphical 

elements or text on your image. Renders of the 800 pixel dimension sound 

about right, but the winners will be featured in 3DCreative Magazine, 

so if you can create some higher resolution images, too - all the better! 

There will be one competition per month with the deadline being the end 

of the month (GMT). For a valid entry, simply make sure your final image 

is posted in the main competition thread before the deadline. We require 

the top 3 winners to submit Making Of overview articles that will be shown 

on either 3DTotal or in 3DCreative Magazine. These need to show the 

4th Praveen3d

4th Shahin_fj

3rd Gekul

stages of your creation - different elements and some brief explanation 

text - of why, and how, you did what you did. We will format this into some 

nice-looking pages to give you some great exposure, and us some quality 

content. Each competition will have one main thread which starts with 

the brief at the top. All entrants should post all WIPs, give feedback, and 

generally laugh at the crazy ideas that are emerging each month...

Challenge Thread
The entire Aye-Aye competition can be viewed here. 

 

The current challenge at the voting stage is:

Crocodile 

The current challenge taking place is:

Hyena

http://www.3dcreativemag.com
http://forums.3dtotal.com/forumdisplay.php?f=86
http://www.threedy.com/site/forum/forumdisplay.php?f=86
http://www.threedy.com/site/forum/forumdisplay.php?f=86
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1st Zinkete

2nd DaddyDoom

To join the next challenge, or to view previous 

and/or current entries, please visit: 

www.threedy.com 

Or, for the 2D challenge, please visit: 

www.conceptart.org

Or contact: ben@zoopublishing.com 

Last Month’s Challenge 
Winners:
1. Michael van den Bosch 

2. Paulo Ítalo Silva de Medeiros

3. Shahin Fathi Djalali

Read on for the Making Of their winning 

entries.....

http://www.3dcreativemag.com
http://www.threedy.com/site/forum/forumdisplay.php?f=86
http://www.conceptart.org/forums/forumdisplay.php?f=69
http://www.2dartistmag.com
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Making Of’s
Here are the Making Ofs from last month’s top 3 

winning entries...

3rd - Shahin Fathi 
Djalali
Shahin Fathi Djalali, a Master’s Degree 

Industrial Design student from Iran, takes us 

through a “no-frills” approach to creating a 

stylised monkey...

Concept
I started with a quick sketch of a stupid monkey 

looking towards the camera. Although a lot 

changed throughout the project, the overall 

concept remained the same (Fig01). I really tried 

to keep the scene very simple. In my opinion, 

monkeys are funny enough, and so there’s no 

real need for any additional concept to make 

them even funnier. The main purpose of these 

challenges is about making stylised and funny 

animals - not funny situations for these animals 

to be put in (although this is acceptable, too).

Modelling
Like my other models, I used a poly modelling 

technique for this one. I started from a sphere 

for modelling the head, and a combination of 

two spheres for the body’s basic volume. The 

most difficult part was modelling the hands and 

their fingers, because I wanted to make them like 

http://www.3dcreativemag.com
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babies’ hands (this is one of changes from my very 

first concept). In fact, when I started the modelling 

process, I decided to make a baby-looking 

monkey, rather than a normal one (Fig02 - 03). 

During the modelling process, especially when 

I was working on hands and feet, I had to hide 

other polygons in order to have more control over 

the parts that I was working on. It’s a really useful 

feature to be able to hide a part of your object, 

a 
,

because you then have the most control over what 

you are doing and you can work on each part in 

its own place. As you can see, the T-posed model 

looks a little taller than normal, because monkeys 

often bend a little when they are in their relaxed 

pose.

Textures
After modelling, the mapping process began: 

the boring process of unwrapping the model and 

getting the texture template. Of course, I didn’t 

bother unwrapping every single part of the object; 

I just detached the parts with different colours so 

that I could paint them more easily and blend them 

with the main colour. You can see the result in  

Fig04. I used this template for diffuse, bump & self 

illumination textures - all painted in Photoshop. You 

can see the Diffuse map here, in Fig05.

http://www.3dcreativemag.com
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Rigging
Rigging gets much easier in later versions of 3DS 

Max. I used a biped structure for my monkey’s 

skeleton (Fig06), and assigned it to the body with a 

skin modifier. I made the critical joint areas like the 

shoulders as thin as possible, so that rigging these 

parts didn’t bother me too much.

Making The Fur
Now this was the tricky part... For the fur, I used 

Max’s hair and fur modifier and applied it to the 

T-posed model. When I wanted to put fur on the 

model, I realised that the texture template I had 

used for other maps was not useful for hair density 

or scale maps, so I had to select faces to grow hair 

on (Fig07). After growing hair on selected faces 

and styling them, the result came out something 

like Fig08. It’s not really interesting at this stage, is 

it? I decided to correct that in post-production work. 

In fact, the final image is a hairless version of my 

monkey blended with a normal one!

Rendering
My scene definition was so simple: after posing the 

monkey, I put it on a plane with a matte/shadow 

material that also had a Raytrace reflection map, 

and the background was a simple gradient. I 

used a Spot light in combination with a Sky light 

to illuminate the scene with a Lighttracer plug-in. 

I rendered two versions of the scene: with and 

http://www.3dcreativemag.com
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without fur modifier (Fig09 - 10), and then mixed 

them in Photoshop to obtain the final result (Fig11).

Well, that’s it! If you have any questions or 

comments about this image, please feel free to 

email me - I’d be more than happy to receive some 

feedback about my work!

Shahin Fathi Djalali
For more info on this artist please contact:

shahin_fj@yahoo.com

mailto:shahin_fj@yahoo.com
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2nd Paulo Ítalo Silva de 
Medeiros 

Step 1
First of all, I made some sketches (Fig01) based 

on one of the photos from the challenge thread. 

The first version had too much fur, so I made 

an adjustment to avoid complex processes and 

focused purely on the stylising.

 

Step 2
With the concept done, I started the 3D modelling 

process in 3DS Max with a plane. Pulling the edges 

I gave shape to the monkey. As the objective 

wasn’t animation, I went on modelling the character 

almost in the final pose to avoid rigging (Fig02), and 

modelled the toes altogether - like in a sculpture 

(Fig03).

http://www.3dcreativemag.com
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Step 3
By this stage, I began modelling the scenery. I 

made a plane to apply the ground texture, a curved 

plane to serve as a white background, and a rock 

where the monkey was to sit (Fig04). I stopped 

modelling symmetrically so as to improve the facial 

expression. I placed the monkey’s hands in position 

and modelled the tail around the rock using a spline 

(Fig05).

Step 4
In the texturing stage, I took the mesh into 

Mudbox and then generated a displacement 

http://www.3dcreativemag.com


map to help to get continuity with the painting of 

the fur, and to improve the areas of the model that 

were too simple (Fig06). I adjusted the map in 

Photoshop and used it to give detail to the other 

maps (Fig07).

Step 5
The complete texture gave a new way to see 

the character. This allowed me to do the final 

adjustments to create more dynamic composition 

lines (Fig08).

Step 6
With the adjustments done, I began 

to test the illumination and rendered 

the Z-depth map (Fig09) to add depth 

of field using Photoshop’s lens blur, 

and then finally generated the final image 

(Fig10).

Paulo Ítalo Silva de 
Medeiros
For more work by this artist please visit:

www.pauloitalo.blogspot.com 

Or contact them at:

superpauloitalo@yahoo.com.br

http://www.pauloitalo.blogspot.com 
mailto:superpauloitalo@yahoo.com.br
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1st - Michael van den 
Bosch

Sketching:
Before I began modelling, I made a couple 

sketches of what I was thinking of. This usually 

gets the blood pumping in the right place: the 

head - that’s where the magic happens, right? 

When I was done with my sketches (Fig01) I 

was then ready to model, keeping the sketching 

paper next to me all the while for quick 

reference. I work like this most of the time, and 

choose not to place sketches in the background 

of my wireframe viewport because then I will 

do exactly what I had sketched. It is a cartoony 

figure you know, not a car.

Modelling:
I started with the head, as we all do (I assume), 

and tried to stay close to the shapes which I had 

sketched. The mouth was what came up first; 

thinking a lot about it during the modelling phase 

I eventually decided that it had to have more to 

it, as I thought it was a bit dull... So, I came up 

http://www.3dcreativemag.com
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with the idea of modelling an “Oo-oo-oo-ooh”-sounding monkey, which is 

trying to impress the females (or whatever they do it for) (Fig01 - 02).

When the head was modelled and I began the torso, I started thinking 

that this monkey should have some kind of interesting posture, and so I 

modelled a hollow area in his lower back region; with his shoulders pulled 

a little backwards and a heavy belly that demonstrates gravity (Fig03).

The modelling of the hands and arms was done quickly, whilst keeping 

in mind the posture of the monkey’s torso (which we will call a ‘lazy’ one, 

for now). So, the arms had to be modelled along the sides of the torso, 

in order to emphasise his laziness. The hands were a little big, but this is 

because of the importance of monkeys’ hands, with all that the swinging 

and hanging and all (Fig04). The modelling of the legs, hands/feet and tail 

was done last, and for the time being I bent the legs a little as I was still 

thinking about the ‘lazy’ posture in my mind. I pulled the arms and hands a 

bit further back and there he was: my very own goofy monkey (Fig05). 

Keeping in mind that this challenge wasn’t about animation, I began 

posing the monkey, instead of rigging it, as this of course would have 

been more time consuming. I decided to go with a hanging pose with 

some action to it, and then started modelling... When it was posed, I 

rotated it a little and realised that it could be swinging with a downwards 

movement (Fig06). I modelled a rope for the monkey to hang on and 

made a kink in it to show the monkey’s weight and demonstrate gravity 

(Fig07 - 08).

 

http://www.3dcreativemag.com
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I knew I would have to take it into Photoshop 

to make some colour corrections and paste the 

character into a background. Next I rendered 

the character with a Blinn surface (Fig13) and 

lastly with a Lambert surface (Fig14). I then 

slightly changed the colours of the rope within 

the last two renders (three renders were used 

and placed over each other in Photoshop). 

The Lambert render was the base layer, on 

top of which was the Blinn render with its layer 

opacity set to 40 to 50%. On top of that was the 

I opened ZBrush, after saving the character as 

an .obj file, and then started to paint the model 

black (Fig09). Next I painted the mouth, nose 

area and the inside of the hands and feet with a 

colour close to peach (Fig10). The last painted 

colour that was added was a red/pink for the 

ears and lips, to try and give it a ‘fleshy’ look 

(Fig11). 

Using Maya, I rendered the model and rope. 

First I rendered a matte image (Fig12), because 

render of the matte black area selection, which 

made it easy to cut out the colour version of the 

character.

 

Background:
In Photoshop, I created a blue background and 

painted some bushes/trees (along the edges of 

the image) with a custom brush. (I’ve shown an 

example in Fig15 to illustrate what I’m talking 

about.) I then painted some green bushes 

(Fig16), followed by some darker green bushes 

http://www.3dcreativemag.com
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(Fig17). The next colour I used to paint some 

bushes was a bright yellow, and finally I used a 

brown tint (Fig18 - Fig19).

Because I always work with layers in 

Photoshop, I was able go back to my first blue 

layer and, after copying it, I placed in a sunny 

glow/shine (Fig20). I then copied a couple of 

layers of the coloured bushes just painted, 

flattened them, and then filtered the flattened 

image with a blur (radial-blur set to 100% zoom, 

with the layer opacity between 30 and 40%) 

(Fig21).

I painted some further red bushes on a new 

layer in the foreground, and with another brush 

I painted some clouds in the sky. I then blurred 

these, too. The foreground bushes were blurred 

with a Gaussian blur set to about 50%, and the 

clouds were also blurred with Gaussian blur, but 

this time it was set to about 7 (Fig22 - 24).

I pasted in a rendered image of a straight rope 

and blurred it. (This is now looking more like a 

monkey in a zoo; you don’t see many of those 

ropes in the woods, heh?) I figured the ropes in 

the woods wouldn’t be a big problem, since this 

is a stylised animal challenge - so anything is 

possible, right? (Fig25)

http://www.3dcreativemag.com


Stylised Animal Challenge Aye Aye

page 95www.3dcreativemag.com Issue 025 September 2007

Aye-Aye Stylised Animal Challenge

I then pasted the monkey character (three 

renders were used and placed over each other 

in Photoshop (Fig26). The Lambert render was 

the base layer, on top of that was the Blinn 

render with its layer opacity set between 40 

and 50%, and on top of that was the matte 

black area selection. From this I made some  

final colour corrections using the Levels and 

Brightness/Contrast settings. I also made 

another layer for the bushes, and again filtered 

it with a radial blur (100% zoom, with the opacity 

of the layer set to 30%). And there you have it: a 

fun image of a character which looks a bit like a 

plastic toy (Fig27)!

Enjoy!

Michael van den Bosch

http://www.3dcreativemag.com


For more work by this artist please visit:

www.motionchannel.com 

Or contact them at:

michael@motionchannel.com
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This month we feature:

Vaclav Krivanek

Jonathan Ball

Andreko

Theerapol Srisuphan

Pascal Raimbault 

Patrick Beaulieu 

Tomas Kral

Alexandr Melentiev

Jie Jiang

Daniel Anderson 
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Chinese Venice
Jie Jiang (T.G.Jay)

tinyglobe@hotmail.com

http://www.3dcreativemag.com
mailto:gallery@zoopublishing.com
mailto:tinyglobe@hotmail.com
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Atrium
Andreko

www.leandreko.deviantart.com

leandreko@mail.ru

Geonosis and Orray
Theerapol Srisuphan

www.artbythee.com 

stheerapol@hotmail.com

http://www.3dcreativemag.com
mailto:gallery@zoopublishing.com
http://www.leandreko.deviantart.com
mailto:leandreko@mail.ru
http://www.artbythee.com
mailto:stheerapol@hotmail.com
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Fear Of The Dark
Patrick Beaulieu

www.squeezestudio.com 

squeezestudio@hotmail.com

http://www.3dcreativemag.com
mailto:gallery@zoopublishing.com
http://www.squeezestudio.com
mailto:squeezestudio@hotmail.com


Ms pac-man
Jonathan Ball

www.pokedstudio.com

jon@pokedstudio.com

mailto:jon@pokedstudio.com
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Creature Portrait
Pascal Raimbault 

raimbaultpa@gmail.com

Marv
Tomas Kral

www.prohibitednet.com 

atomking@seznam.cz

http://www.3dcreativemag.com
mailto:gallery@zoopublishing.com
mailto:raimbaultpa@gmail.com
http://www.prohibitednet.com
mailto:atomking@seznam.cz
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Drum Kit 101 
Daniel Anderson  thevoxmusic1@hotmail.com

You will be able to see how Daniel Retextures his drumkit using Total 

Textures in a future Issue of 3DCreative magazine!

http://www.3dcreativemag.com
mailto:gallery@zoopublishing.com
mailto:thevoxmusic1@hotmail.com
http://www.3dtotal.com/textures
http://www.3dtotal.com/textures
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Firefighter
Vaclav Krivanek (Washek)

www.washek.com

http://www.washek.com
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Vozvrashenie Pravoe
Alexandr Melentiev

alex-design2003@mail.ru 

Image Title
Artist Name

Website Address 

eMail Address

http://www.3dcreativemag.com
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3D Environment Lighting is a 

new 6 month tutorial series. Over the course of 

the next six months this series will be detailing 

techniques to lighting an environment under a 

number of different conditions. Each month will 

cover a step by step guide to setting up lights 

aimed at portraying the scene in a specific 

manner. The various tutorials will be tailored to 

specific software packages and each will aim 

to show a comprehensive and effective way of 

lighting an interior of a ship that includes both 

natural and artificial light. These will include a 

sunny afternoon, sunset, moonlight, electric 

light, candle light and finally a submerged 

submarine light.

3DSMax Version

Page 0140

Cinema4D Version

Page 152

Lightwave Version

Page 161 

Maya Version

Page 171

Softimage XSi Version

Page 181

This Month : 

Natural Exterior Lighting 
Moonlight



Welcome to our 

Vue 6 tutorial for the 

creation of this scene. 

Within this tutorial 

Luigi Marini discusses 

the Layer Ecosystem 

modelling process using 

primitives and Spectral 

atmospheres...

“Filters are a rather 
unexplored section in 
Vue, but they can give a 
lot if used properly.”
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Created In: 
Vue 6

Difficulty: 
Medium

A Mountain Village
In the latest versions of Vue, since the 

ecosystem technology has been introduced 

(Vue 5 Infinite), we can now consider this 

software as a proper environment generator. 

This also now gives us a different project 

approach. There are no more static images 

with a fixed initial view where you start building 

the whole scene (often using 2D collage 

techniques), but rather a proper 3D environment 

right from the beginning, where the camera is 

free to move throughout without any limits. I 

approached this, and previous projects, using 

this new perspective, relying on this successful 

product’s features...  

Looking for a subject
1. Tests with filters...

Filters are a rather unexplored section in Vue, 

but they can give a lot if used properly. Inspired 

by this idea, I opened up the terrain editor. 

Terrains, as it’s quite easy to figure, are the 

starting point for most of the scenes. Filters 

are usually needed to modify some functions’ 

profiles. In this case, since the function will 

generate a terrain, we will be familiar with 

modifying some terrain’s profiles. For those who 

love using procedural terrains, filters won’t be an 

innovation for sure, but for people like me who 

use them quite rarely because of their weight 

when applying filters to standard terrains, it can 

be quite a challenge... 

The standard terrain management filters can 

be found in the Noise and Altitude distribution 

sections, in the Fractal Terrain Options window 

(Options key from the Terrain Editor) (Fig.01a). 

Beginning to play with filters and terrains, I 

enjoyed creating rather funny shapes until I 

achieved an interesting plateau that was worth 

being developed.

2. Free your creativity on automatically 

generated terrains...

There are images that, more than any other, 

stimulate our creativity. This has been the 

case for the generated terrain which I used 

between many tests with filter manipulations 

(Fig.01b - 01c). I soon realised it would be nice 

to combine, in some way, one of those small 

old villages with it, that are often easy to find in 

some of the rural regions of our mountains.
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3. Create a step on the rock wall...

With a good starting point, I had to find the right 

place where to build this village. So I started 

a new manipulation phase where I used the 

brush in order to this time create a sort of niche 

where to place it. But, again, the right solution 

was using the filters, as you can see in Fig.01d. 

A path that goes right the way along the side of 

the mountain, creating some spaces here and 

there, are big enough to place a good amount 

of houses.

4. Choose the right terrain within different takes 

(memorising the “Seed” parameter each time)...

After setting the filters for the right terrain and 

the path, you can play around with different 

ones until you find the one you like the most, 

and that fits perfectly with your idea. In my case, 

I chose the one seen in Fig.01e. A useful tip is 

to save, each time, the random number of the 

“Seed” parameter (“Fractal Terrain Options”), in 

order to generate the same and identical terrain 

which was previously defined.

Creating an 
Environment 
(Distribute the Spaces 
on the Terrain)
1. Think about the possible vegetation of an 

environment like this...

Mountains are usually covered in wild 

vegetation, proper woods and forests, that don’t 

entirely cover the surface but leave large grassy 

spaces. This is a good “dress” for your terrain.

2. Use layers to distribute open spaces on the 

terrain...

One of Vue 6’s new features is the Photoshop-

style layer and material management. This 

feature is obviously applicable to eco-materials 

as well, amplifying ecosystems’ potentiality. For 

this terrain, I used 4 layers for ecosystems and 

5 layers for other materials (Fig.02a - 02b). 

This is the distribution logic which I followed:

a) on the flat top part of the mountain, there’s 

a wild vegetation reaching the stone and rocky 

part (yellow);

b) on the internal edge of the path, there’s a 

grass stripe (red);

c) on the external edge of the road, until 

you reach half of the lower part, there is wild 

vegetation again and trees (light green);

d) from the slopes of the mountain down to the 

plain, there is wild vegetation, such as on the 

plateau (dark green);

e) a procedural shader is used for the path 

(white)

Other than that, I used grass mapping for the flat 

parts and rock mapping for the sloping parts.

3. Balance vegetation, rocks and grass...

The ambient components are then three: 

forests, grass and rocks. Now, try to think 

how nature works with these elements. Grass 

usually grows on flat parts, rocks are more 

exposed on high slopes, and forests made of 

trees and shrubs can be found randomly more 

or less everywhere. In order to obtain this, we 

can use a “Simple Fractal” function with “Perlin 

Noises/Gradient” for “Density” and “Scaling & 

Orientation” parameters (Fig.02c).
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Vegetation & Materials 
Setting
1. Choose the vegetation and each terrain 

layer’s settings...

The first step in order to define the different 

parts of the terrain to populate with ecosystems, 

is using basic colours to associate with the 

layers, and then beginning to finally manipulate 

the “Environment” parameter settings 

(ecosystems window), trying to keep a global 

view of the terrain settings (Fig.02a - 02b). At 

this point, we can try to insert some vegetation 

elements and adjust the ecosystem’s other 

parameters (Fig.03a - 03b). 

2. Vary the vegetation colours in order to 

increase realism... 

To get realistic results when forests and grasses 

are generated, it’s rather important to vary the 

colour distribution by setting up different tones 

of green that range from yellow to dark green 

(Fig.03c). 

3. Choose and set up materials for the rocks, 

walls, the plateau, the plain and the road... 

Taking advantage of layers’ potential, we can 

add anything we need to map our terrain, such 

as layers to define the rock walls, the road or the 

plain, in the same material where ecosystems 

have been defined (Fig.03d).
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Defining a Village
1. Choose the location... 

Letting our imagination run free over the mountain, we can choose the 

most appropriate location for our village, ideally on some open spaces 

created by the path on the side of the plateau. This must be big enough 

to contain a certain number of houses and leave a passage linked to the 

path. I’ve gone for the Fig.04a one: quite big and next to the rocky 

wall.

2. Set up the village using simple boxes as houses... 

Building the actual village is obviously the most difficult part of this 

project, so we will face it step by step. First of all we need a prototype of 

the whole village which is easy to manipulate and gives a definitive look at 

the same time, before even starting to build the actual houses. To achieve 

this I used simple boxes for each building, placing them one by one to set 

up the village. This phase can take some time, but it can also be fun. It is 

useful in order to realise if a long modelling project is really going to be 

worth it. I thought that the scene in Fig.04b was it.

3. Save the prototype in order to store positions 

and dimensions... 

Now that we have the prototype, it’s quite 

important to save it along with the scene so 

that we can use it at some point as the basic 

element for modelling the house in the following 

phases, and replace the boxes with them. 

Building a Village
1. Build the houses with as few objects as 

possible (primitives and booleans)... 

Since a high definition level wasn’t required, 

I chose not to use a generic modeller to build 

my models in order not to increase the time 

required by this phase. I opted for Vue’s basic 

instruments, such as primitives and booleans. 

2. Think about houses’ inner lighting..

From the very beginning, I wanted to have night 

scenes with artificial light inside some of the 

buildings, so I set up hollow spaces inside them 

using booleans. 

3. Choose between textures and procedural 

materials...

I needed simple yet high quality models, and I 

decided to use textures instead of procedural 

shaders since I had quite a few really good 
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images, such as old roofs that would perfectly 

match with the rest of the environment. I also 

scaled them to a 600x600 pixel low-medium 

resolution (Fig.05a - 05i). 

4. Construct and to position the houses using 

the prototype of the village...

Now, I’d like to take a step back to explain how 

I modelled and placed the houses into the exact 

positions of the village’s prototype. I had two 

options: I could open a new scene, model one 

house and save it as a Vue object (vob), then 

open the basic scene with the village’s prototype 

and use the Replace (Keep Proportions) 

function in the library objects (right-click on 

the object to replace) to replace the box with 

the saved object. Or, I could open the basic 

scene with the village’s prototype, select a box 

and use the copy/paste function to save it in a 

new scene, model the house starting from the 

box just saved and, again, with the copy/paste 

function, replace it in the box of the basic 

scene’s prototype.  

I went for the second option because it allowed 

me the ability to model three or four houses 

at the same time, giving me the chance to 

compare more models next to one another. After 

some long and hard modelling work, it was quite 

exciting to see the village completed with all of 

its 45 buildings (Fig.05j).
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some human characters, so I opted for Poser, 

a software which I’ve been using for a while in 

order to populate Vue’s environments (Fig.06d).

We Need a Bridge
Build a bridge in order to allow vehicles to get to 

the village...

That inlet on the rock wall next to the village is 

quite nice indeed, but won’t allow vehicles to 

get in. It’s quite obvious then that we’re going to 

need a bridge... 

1. Choose a bridge (bricks)...

The bridge needed to match the style of the 

village, so I went for a brick structure with a 

single arch, since it had to link just a small 

space. 

2. Build the bridge...

I followed the same rules used for the houses 

(primitives and booleans), finally mapping the 

whole thing with my own textures took using my 

small digital camera (Fig.07a).

Composing the Main & 
Secondary Scenes
1. Merge the scene...

Since the scene was quite complex, it was 

necessary to merge it in different parts, and 

combine them back together, one by one, in 

Completing the Scene 
with Secondary Objects
1. Urban environment... 

Now that we have the village (its basic 

structure at least), we have to build all the 

secondary objects that we would find in such an 

environment. 

The pavement took me quite a long time as 

I had to build it with a new terrain (Fig.06a), 

which also had to hide some mistakes on the 

basic terrain that I wouldn’t have been able to 

do using an Alpha-Channel mapping technique. 

Using a copy of the plateau terrain, I cut out 

a silhouette for the pavement all around. 

Some trees and lampposts completed the job 

(Fig.06b).

2. A few cars... 

The village was fine at this point, but it still 

needed some signs of life; a few cars parked 

on the road, some bar tables and props would 

help achieve this (Fig.06c). All the models 

were downloaded from: http://dmi.chez-alice.

fr/models1.html.

3. Some characters... 

It still wasn’t enough at this point and I needed 
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the final scene. There’s a new function in Vue 

called “Merge” that works in this way. Using it 

allows us to recall and mix together two or more 

separately defined scenes. It’s quite useful to 

work in a better and easier way, especially with 

complex projects.

 

2. Save the basic scene (usually just with the 

basic terrain)... 

In this project I defined and saved a basic 

scene with just the main terrains: the plateau 

and the plain. Usually, I save the ecosystem 

scenes without populating them, in order to save 

more HD space. If you don’t have these kind 

of problems then it’s highly recommended to 

save complete scenes to save time in the final 

phases.  

3. Save the secondary scenes (without the 

elements)... 

To complete the basic scene I defined and 

saved some other elements which were needed 

to complete the final one, such as the village, 

the bridge, the pavement, cars and people. 

Obviously, in order to use the combined scenes 

method, I had to create these scenes without 

the standard objects, the ground layer and the 

sunlight, so I didn’t have to delete them in the 

final one.

Playing Around With 
Atmospheres, Lights & 
Cameras
1. Load the basic scene and set up a final 

prototype (using the village’s boxes)... 

Now that we have the scene we can define an 

atmosphere. We need a light but detailed scene 

in order to test different lights and views, so we 

have to load the basic scene and mix it (using 

the merge function) with the box prototype 

(Fig.08a).

 

2. Define and save one or more atmospheres... 

Defining different atmospheres is an important, 

difficult, yet enjoyable, phase. It’s like giving life 

and soul to a dead town. For this project I set up 

different main atmospheres (morning, afternoon 

and night), all based on the new Spectral model, 

and lit them up using the Ambient Occlusion 

model (Fig.08b).

3. Define and save light sources... 

For each atmosphere I matched one or more 

directional Sun light, and saved them in a 

separate layer on the basic scene (Fig.08c).

4. Define views and eventual animations... 

In the end all of the views (and eventual 

animations), after being defined, will need to be 

saved and stored in the basic scene (Fig.08d).
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Compositing the Final 
scene
1. Load the basic scene...

Once all the components of the scene 

have been created (objects, light sources, 

atmospheres, etc.), the time comes when you 

have to assemble them in the final scene. 

Let’s load the basic scene and populate the 

ecosystem in it. 

2. Load a previously defined atmosphere and 

set up the relative light sources and cameras...

Before completing the basic scene with all 

the other objects, load the “early morning” 

atmosphere previously saved and activate the 

relative “Sun light”, moving it in an active layer. 

Also select the camera with the view you want. 

3. Assemble all the secondary scenes one by 

one in the final scene...

At this point, using the Merge function (File 

menu), import and combine all the other scenes 

inside the basic scene, in order to complete the 

final one (Fig.09a). It’s better to use the Purge 

function (File menu) after every phase in order 

to free the memory, avoiding a crash because of 

the growingly complex scene.
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4. Rendering...

The rendering is the last step, where we’ll set 

up the image’s quality settings. Usually, as in 

this case, use the Superior rendering quality - 

a rather good compromise between execution 

time and final result.

Conclusion
One of the most difficult aspects faced in 

this tutorial has been the long modelling and 

texturing phase of houses of the village. 

Keeping the patience to get to the end has 

been a real challenge for me. In such cases 

as these, you can often doubt whether 

the project is actually worth it. In fact, with 

software such as Vue which concentrates 

primarily on setting up scenes rather than 

modelling (often using ready-made models), 

there’s always this risk. To compensate the 

downside of this job, I was sure from the very 

beginning that I would end up with a complete 

virtual environment (even if small and with 

its limits) where I could move freely with my 

camera (Fig.10a - 10h).

A Mountain Village
Article by Luigi Marini

luigimarini@hotmail.com 

courtesy of: Imago Edizioni, Italy 

www.imagonet.it  

English translation by: Simone Parmegianni

http://www.imagonet.it




Part6 : Spinning  
lights

For all who are following the Complete Guide 

to Lighting Series, by Cesar Alejandro Montero 

Orozco, we regret to inform you that Part 6 

will now be featured in next month’s issue of 

3DCreative magazine. The 3DCreative team 

and Cesar would like to apologise for the 

inconvenience this month, and we hope that you 

will join us next month for Part 6 of his series...

The Complete Guide to Lighting: Part 6 - Spinning Lights 

will continue in next month’s 3DCreative Magazine



Follow this Making Of to find out how Anna 

Celarek created this piece of artwork: Snail. She 

takes you through the creation process step-by-

step, as she explains the techniques that she 

used...

“The idea was to 
frighten the snail with 
a cool, fast and stylish 
car. So what would be 
better than a Fiat 126, 
aka Maluch?”
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over 70  images, including blueprints. My 

younger brother took some photographs of 

Maluch details, such as the lights and side 

mirrors. Fig01 and Fig02 are just two of them. 

Modelling 
For all objects I used box modelling, extruding 

and subdividing to get the right shapes. The 

following images (Fig03a - 03l) detail the way in 

which I modelled the snail’s shell (well at least 

the general idea; there was also a lot more 

fine-tuning and tweaking done which isn’t shown 

here). I started with box, then added lines for 

the edgeflow, and moved vertices and edges 

into shape. Later, I subdivided where necessary 

to achieve greater detail by connecting or 

chamfering edges (Fig03a - l). Sometimes I 

pulled parts around with the Tweak/Magnet tools 

(which are similar to soft selection in Max) to get 

Idea 
The idea was to frighten the snail with a cool, 

fast and stylish car. So what would be better 

than a Fiat 126, aka Maluch? Apart from 

the fact that the Maluch is the only car I can 

distinguish without reading its label (I’m not a 

car specialist).

References 
It’s important to get as much reference material 

as possible, to avoid anatomical errors. Some 

anatomical “errors” are intentional for this piece 

however, such as the snail’s mouth and teeth, 

but either way, it’s good to know how an animal 

looks in real-life, even if you choose to make it 

cartoon-like. As well as using Google, I also like 

to search for references on Wikipedia, as there 

are often very big pictures to be found there. I 

always enable all available languages in order to 

get more results. For the snail I collected around 

40 photographic references, and for the car 
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it into shape. The finished snail can be seen in 

Fig04.

The car model can be seen in Fig05, however 

car specialists have informed me that the 

wireframe is not clean (so don’t look at it too 

closely) (Fig05).

The background grass was modelled in low poly 

and distributed on the earth object with the hair 

and fur modifier (Fig06). 

Mapping 
I mapped all objects in Blender. Blender has a 

lot of advantages in contrast to Max, as far as 

UV mapping is concerned. I won’t go much into 

the technical details here - just some general 

things...

One big problem with mapping are the seams 

between two separate parts of the UV map. 

There are ways to get rid of them totally, but I 

prefer to simply hide them, because it’s much 

quicker that way. If you map an object for a 

still scene then make sure that you know the 

approximate camera angle before you start. 

That way you can hide the majority of the seams 

at the back of the model. If there are seams 

on the front of the model, hide them between 

folds or at the edges which point into the shape. 

Also try to avoid stretched textures. You can 

help yourself by putting a checker map onto 

your object. You will see where the checker is 

stretched or distorted and can fix it by adding 

additional seams. You’ll also see how on some 

places the checker map is larger than on others. 

Generally try to avoid that; try to make the 

checker the same size everywhere. That way 

you won’t have to scale your bitmaps differently 

for each area. Only regions with more detail 

should have more UV-space (that means the 

checker displays smaller in those regions). 

You can control the size of the distribution of the 

map with the pin option in Blender; in Max you 

would do it perhaps using Soft Selection in the 

UV editor (which I don’t recommend because it 
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tends to distort your UV) (Fig07).

Shading and Textures
Here I will simply show you some of the settings. 

Snail

I used a mixture of 2 materials. The base 

material is responsible for the diffuse shading 

and for the SSS. I didn’t use the FastSSS 

because it doesn’t let light in through an object 

from behind. Translucency is better for such 

effects. The other material (Coat 1) makes 

the reflections. It’s totally black (except for the 

reflections, of course) and contributes in additive 

(shellac) mode, which means that it doesn’t 

have any influence on the diffuse colour (Fig08). 

The textures which I used for the snail were 

scaled down to 512 or 256, but originally they 

were 2048 each. UVW was used for better 

orientation (Fig09). 

 

Because of the light and shader settings, the 

colour of the diffuse map usually differs to how 

it turns out in the render (Fig10). The Bump 

and Normal maps were more or less generated 

out of this with a Photoshop plug-in. You can 

imagine this in blue, as the Normal map. Note: 

there’s less bump on the eye area (Fig11).

 

The opacity, in this case, controls the amount of 

SSS. Note: there’s only SSS on the tentacles, 

under the eyes (with veins) and on the mouth 

(Fig12). SSS controls just the colour, not the 

amount. I made a different colour for the mouth 

and left the tentacles white. 

 

As you can see in the shader screenshot 

(Fig08), the Fog colour is green. This means 

that the SSS will be a mixture of the green and 

of this texture (Fig13). (Specular/Reflection can 

be seen in Fig14.) 

Snail’s Shell

The background and the bricks were made 

from photographs; the helix lines were painted 

(Fig15). 

Car

The purpose of the thick black lines is that the 

gaps between the metal parts don’t look too 

bright. The rust and scratches were pasted from 

photographs in subtractive mode (Fig16). 

Asphalt:

I used a map from cgtextures.com; I edited 

it a little (colour and sharpness correction for 
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the diffuse part, and some playing around with 

Gaussian Blur and contrast for the displacement 

and normal). (Fig17 shows 100% zoom.)  

Lighting
I used two lights. The first was a VraySun from 

behind the car, to simulate the sun. This light 

was also responsible for the colour of the sky 

and GI (VraySky). For those who don’t use Vray, 

what I used is a system that adjusts the colour 

of the sun dependent upon its angle (if it’s high, 

it will be white daylight with blue shadows; if it’s 

low, it will be orange with darker blue shadows). 

Also, the sky colour changes dependent upon 

the placement of the sun, so you’ll get a blue 

sky for a high sun and an orange sky, as 

shown here, for a low sun (same as with GI). 

The second light was a Vraylight, which didn’t 

affect the diffuse; it was blue and came from the 

left behind the camera. The goal was to make 

the reflections on the materials much more 

interesting. A screenshot of the lighting setup 

can be seen in Fig18.

Post Production
There was quite a lot of post production work 

carried out on this picture: the clouds, birds, dust 

behind the car, headlights, reflections, parts 

of the foam at the snail’s mouth, displacement 

on the back of the snail’s head, details on 

the ground, and so on. You can compare the 

“naked” render (Fig19) with the final and finished 

image (Fig20).
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I hope this insight into my workflow has been 

useful to you in some way. If you have any 

questions at all, please feel free to drop me an 

email. 

Making Of Snail
For more from this artist visit:

www.ania.xibo.at 

Or contact:

blondynka@gmx.at

http://www.ania.xibo.at
mailto:blondynka@gmx.at


3D environment 

‘3D Environment Lighting’ is our new 6-month tutorial 

series. Over the course of the next six months, this 

series will be detailing techniques on lighting an 

environment under a number of different conditions. 

Each month we will cover a step-by-step guide to 

setting up lights, aimed at portraying the scene in a 

specific manner. The various tutorials will be tailored 

to specific software packages and each will aim to 

show a comprehensive and effective way of lighting 

an interior of a ship that includes both natural and 

artificial light. These will include a sunny afternoon, 

sunset, moonlight, electric light, candle light, and 

finally a submerged submarine light. The schedule is 

as follows: 

Issue 023 July 2007

Natural Exterior Lighting 
 Sunny Afternoon

Issue 025 September 2007

Natural Exterior Lighting 
 Twilight 

Issue 025 September 2007

Natural Exterior Lighting 
Moonlight

Issue 026 October 2007

Artificial Interior Lighting 
 Electrical

Issue 027 November 2007

Artificial Interior Lighting 
Candlelight

Issue 028 December 2007 

Artificial Exterior Lighting  
Underwater 

Enjoy ...

lighting
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Fig 01

Fig 02

Fig 03

Natural Exterior Lighting  
Part 3 - Moonlight 

This time we’ll create a typical moonlight setup 

for the ship cabin scene, for which we’ll use the 

Mental Ray renderer...

1. Open the Ship Cabin_Moon_Start.max scene 

included with this tutorial (download can be 

found at the end of this tutorial; click on the Free 

Resources logo) (Fig01).

2. If you try to render the scene, you will get 

something similar to Fig02, as there are still no 

lights in the scene (Fig02).

3. First of all, let’s assign Mental Ray as the 

renderer. Open the Rendering panel (F10) and 

click on the button with the three dots in the 

Assign Renderer roll-out. Select “mental ray 

Renderer” in the window that appears, and click 

OK (Fig03).
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Fig 04

Fig 05

Fig 06

4. Create a mental ray Area Omni light and 

position it as shown in Fig04, just above the 

opening in the ceiling (Fig04). This will be our 

Key light (the moon).

5. Enable the Shadows option (Ray Traced 

Shadows) and leave the other parameters 

as they are for the moment. In the Area Light 

Parameters, make sure that the On option is 

checked; set the Type to Sphere, the Radius 

value to 0.1m, and the Samples to 10/10 

(Fig05).

6. Let’s make a quick test render (Fig06). The 

amount of lighting seems to be OK, and the 

shadows too, but the colour is not right as it 

should be something more blueish.
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7. Go back to the mental ray Area Omni 

parameters and change its colour to something 

like that shown in Fig07.

8. Render the scene again (Fig08). It looks 

better, now.

9. Let’s change the Environment Background 

colour (using the ‘8’ shortcut key) to the same 

colour that we just gave to the Omni light, and 

let’s render the scene again (Fig09).

Fig 07

Fig 08

Fig 09
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10. Now we need some bounces of light all 

around the scene. Let’s enable Final Gather in 

the Indirect Illumination tab of the Rendering 

panel. Set the Preset to Draft and render the 

scene again (Fig10).

11. Since we need more light and bounces, we 

have to increase the FG Mutliplier value to 2. 

Also change the Mutliplier colour to something 

blueish, as shown in Fig11. Increase the Diffuse 

Bounces value to 20, or even more if needed.

12. Now there’s much more light. Select the 

mental ray Area Omni and lower the Multiplier to 

a value of about 0,85. Also enable the Use and 

Show options for Far Attenuation and set their 

parameters to respectively 1.41m and 11.032m 

(Fig12).

Fig 10

Fig 11

Fig 12
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13. The Key light seems to be OK. We now 

need some more light in the back of the room, 

near the windows. Create a simple Omni light 

and position as shown in Fig13. Also enable 

Shadows (Ray Traced); set the multiplier to 

0,09 and its colour to a bright blue. Enable Far 

Attenuation Use and Show, and set their values 

to 1.41m and 7,.392m. Render the scene again.

14. Now we have to set up a higher quality 

render... Go back to the Indirect Illumination tab 

and set the Preset to High. Set the Rays per 

FG Point value to 350. Switch to the Renderer 

tab and copy the parameters shown in Fig14. 

Increase the image resolution (for example, to 

640x480 or even more) and render the scene. 

Save the picture to use it later on in Photoshop 

for post-production work.

15. We also need an Ambient Occlusion pass 

for compositing. Open the Ship Cabin_AO.max 

scene and render it. The AO_Shader material 

was assigned to every object in the scene, and 

its parameters were set up to achieve a nice AO 

solution (Fig15). 

Fig 13

Fig 14

Fig 15
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16. Render the scene and save this picture, too 

(Fig16).

17. Start Photoshop and import both the original 

render and the AO pass. Select the AO pass, 

copy it, and paste it on the original rendered 

picture (Fig17).

18. Change the blending mode for the AO pass 

to Overlay (Fig18).

Fig 16

Fig 17

Fig 18
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19. Use the Levels tool to adjust the levels until 

you are happy with overall look (Fig19).

20. Lower the Fill value to 52% (Fig20).

21. Collapse the two layers together and create 

a copy of the Background layer. Desaturate it 

(Fig21).

Fig 19

Fig 20

Fig 21
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22. Adjust the Levels to expose the brightest 

areas (Fig22).

23. Use the Gaussian Blur filter to blur this layer, 

and then change its colour to something blueish 

(Fig23).

24. Change the blending mode to Screen and 

the Opacity value to about 47% (Fig24).

Fig 22

Fig 23

Fig 24
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25. Flatten the two layers together and use the 

Shadow/Highlight tool to improve the mood of 

the picture (Fig25). 26. Also use the Exposure tool as a final touch 

(Fig26). 
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3D environment 

‘3D Environment Lighting’ is our new 6-month tutorial 

series. Over the course of the next six months, this 

series will be detailing techniques on lighting an 

environment under a number of different conditions. 

Each month we will cover a step-by-step guide to 

setting up lights, aimed at portraying the scene in a 

specific manner. The various tutorials will be tailored 

to specific software packages and each will aim to 

show a comprehensive and effective way of lighting 

an interior of a ship that includes both natural and 

artificial light. These will include a sunny afternoon, 

sunset, moonlight, electric light, candle light, and 

finally a submerged submarine light. The schedule is 

as follows: 

Issue 023 July 2007

Natural Exterior Lighting 
 Sunny Afternoon

Issue 025 September 2007

Natural Exterior Lighting 
 Twilight 

Issue 025 September 2007

Natural Exterior Lighting 
Moonlight

Issue 026 October 2007

Artificial Interior Lighting 
 Electrical

Issue 027 November 2007

Artificial Interior Lighting 
Candlelight

Issue 028 December 2007 
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Enjoy ...
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Fig 01

Fig 02

Fig 03

Natural Exterior Lighting 
Part 3 - Moonlight

Welcome back to this series of lighting tutorials. 

In this part, we will see how to illuminate 

our ship cabin using natural exterior light. 

The environmental condition this month, is: 

Moonlight.

1. First of all, open the scene and examine 

it (download can be found at the end of this 

tutorial; click on the Free Resources logo) 

(Fig01). You can see in the cabin that there 

is an opening on the ceiling, a window, and 

a small window on the door. The moonlight 

will illuminate the cabin by crossing through 

these openings. Since we are using Global 

Illumination, I suggest you disable the 

Antialiasing (AA) parameters and turn the Auto 

Light off (Fig01).

2. As we did in the previous tutorials, add 

a Sky object in the scene and assign to it a 

material that has a gradient as a texture in the 

Illumination Channel (Fig02). The Sky object will 

generate the Global Illumination.

3. Fig03 shows the Global Illumination 

settings that I’m going to use for our render 

tests. I decreased the Accuracy to 1%, the 

Prepass Size to 1/10, the Diffuse Depth to 1, 

the Stochastic Samples to 100, and the Max. 

Resolution to 50. This will allow us to save a lot 

of time in the rendering phase.
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Fig 04

Fig 05

Fig 06

4. Insert into the scene an Infinite Light (Objects 

> Scene > Infinite Light) and position it as shown 

in Fig04. I named it “Moon”. This light will be the 

main light source.

5. In the properties of the Moon light, change the 

default colour to bright blue, as seen in Fig05. 

Increase its Intensity to 150% and choose  the 

Raytraced type Shadow. In reality, when an 

object is illuminated by the direct light of the 

sun, it will cast clean shadows and their edges 

will be defined. When an object is illuminated by 

indirect light, its shadows will be blurred and its 

edges will be less defined. The definition of the 

edge of the shadow also depends on the height 

of the objects.

6. Let’s make a render (Fig06). You can see 

from Fig06 that the cabin is still dark, even if the 

environmental condition is the night. 

http://www.3dcreativemag.com


Natural Exterior Lighting Moonlight 3D Environment Lighting

Page 155www.3dcreativemag.com Issue 025 September 2007

3D Environment Lighting Natural Exterior Lighting Moonlight

7. Insert a new light in the scene. I chose a 

Spot light (the type of light that you choose is 

not important because we will change it). In the 

properties of the light, change the Type to

Parallel Spot, as shown in Fig07. That light has 

the job of better spreading the light from the 

Moon.

8. I named the new light, “Volumetric”. Position 

the Volumetric light, as shown in Fig08.

9. Select the Volumetric light and drag it into 

Moon light. Therefore, if you want to change 

the position of the Moon light, you don’t have 

worry about the Volumetric light because it 

will follow the Moon light. In the properties of 

Volumetric light, change the default colour, as 

seen in Fig09. Decrease the Intensity to 50% 

and choose Shadow Maps as the Shadow. 

Make the light visible by selecting the Volumetric 

parameter from the Visible Light’s menu. 

Uncheck the No Illumination box, as this light 

won’t generate light.

Fig 07

Fig 08

Fig 09
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10. Make a render. The volumetric light has the 

assignment in simulating the volumetric effect of 

the light, in fact you can notice it from the render 

(Fig10).

11. Add another light: choose the Area light 

this time. Call it “Window” and position it in 

correspondence with the entrance on the ceiling. 

The size of the light must cover the whole 

opening of the entrance, and the light has to 

be positioned in correspondence with the lower 

edges of the hole, as shown in Fig11.

12. In the properties of Window light, change the 

Color, the Intensity, and the Shadow, as seen 

in Fig12. 

Fig 10

Fig 11

Fig 12
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13. Let’s make a render to see how it’s going 

(Fig13). The light that we just added has the job 

of better spreading the light from the Moon. That 

was the last thing to do in order to complete our 

Lighting Rig, so we are now ready for the final 

render.

14. Before we render we need to enable the 

AA (antialiasing), and we need to increase 

the parameters of the GI (Global Illumination) 

(Fig14).

15. Fig15 shows the final render. It took about 1 

hour and 30 minutes to render.

That is all for this month. I hope you’ve enjoyed 

following this part of the tutorial. 

Fig 13

Fig 14

Fig 15
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3D environment 

‘3D Environment Lighting’ is our new 6-month tutorial 

series. Over the course of the next six months, this 

series will be detailing techniques on lighting an 

environment under a number of different conditions. 

Each month we will cover a step-by-step guide to 

setting up lights, aimed at portraying the scene in a 

specific manner. The various tutorials will be tailored 

to specific software packages and each will aim to 

show a comprehensive and effective way of lighting 

an interior of a ship that includes both natural and 

artificial light. These will include a sunny afternoon, 

sunset, moonlight, electric light, candle light, and 

finally a submerged submarine light. The schedule is 

as follows: 

Issue 023 July 2007

Natural Exterior Lighting 
 Sunny Afternoon

Issue 025 September 2007

Natural Exterior Lighting 
 Twilight 

Issue 025 September 2007

Natural Exterior Lighting 
Moonlight

Issue 026 October 2007

Artificial Interior Lighting 
 Electrical

Issue 027 November 2007

Artificial Interior Lighting 
Candlelight

Issue 028 December 2007 
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Enjoy ...
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Fig 01

Fig 02

Fig 03

Natural Exterior Lighting 
Part 3 - Moonlight

We covered daytime lighting situations in the 

last two parts, so we are now going to light our 

scene by moonlight. Our moonlight will shine 

in from above, through the large opening in the 

roof. The angle of the light matches the angle 

of the ladder, so it will shine onto the wall on 

the left. We are going to use an Area light, as 

we want a light that creates smooth shadows 

(Fig01).

 

The Light Intensity is set to around 120% and 

has a blue colour. We use the Intensity Falloff 

setting “Inverse Distance“, at a Range of 5m. 

This way the ground is not lit as brightly as the 

walls. Change the Ambient Intensity to 3% and 

also use a blue colour for it (Fig02). 

Make a test render to see what we have (Fig03). 

The scene is too dark because there is only 

one light directly shining towards the ground. To 

improve this, we need to place lights wherever 

we want our scene’s objects to be visible.
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Fig 04

Fig 05

Fig 06

We are going to add two Point lights to lighten 

up the scene, both left and right of the ladder.

The first light, placed directly in front of the 

rectangle window, has a light blue colour and a 

Light Intensity of 13%. It has a Linear Intensity 

Falloff at a Range of 4m. When you’re done, 

clone this light and move it towards the corner 

by the bench. The second Fill light has a higher 

Light Intensity of 53% and uses a 1.5m Falloff 

Range. This is just enough to lighten up the 

bench and the wall behind it (Fig04).

Our new test render does not seem to be much 

different to before. The bench on the right 

is more visible now, but the area around the 

window is still too dark. We could simply give 

the window light a higher Light Intensity, but as 

we are going to use Radiosity the way in which 

the lights behave will change anyway. What the 

image clearly shows is that we still have a lot of 

other dark spots. For example, the foreground is 

completely black (Fig05).

Add another Point light. I named mine 

“Shadow”, as it is supposed to light up the 

dark parts of the scene. Place the light in the 

right part of the scene. The Light Colour is 

blue, Light Intensity is 8%; we use an Inverse 

Distance Falloff and have a Nominal Distance 

of 3m. The radius may seem too small from 

the OpenGL preview, but through the Inverse 

Distance setting it reaches the other side of the 

room. Before making another test render we are 

going to add Radiosity. For that we need to add 

a background, if you haven’t already done so 

(Fig06).
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Go to Effects > Backdrop and enable Gradient 

Backdrop. The Zenith Colour should be a very 

dark blue, the Sky Colour should be almost 

as dark but just a little brighter (after all, this is 

supposed to be a night sky). The Ground Colour 

can be a medium dark blue, and the Nadir 

Colour should be very dark again. For a nice 

gradient we need a higher scale, so the Ground 

and Sky Squeeze should get a value of 10.0.

Go to the Volumetrics tab and enable the Fog 

Type, “Realistic”. Min Distance = 3m; Max 

Distance = 60m; Max Amount = 10%. The Fog 

Colour is blue/green. These settings add a little 

haze to the scene (Fig07).

Now we go to the “Render Globals”. On 

the “Global Illumination” tab check “Enable 

Radiosity”. Type should be “Final Gather”, check 

“Interpolated” and “Cache Radiosity”.

Intensity = 170%. Rays per Evaluation = 55. 

Indirect Bounces = 1. Tolerance = 0.2. Minimum 

Evaluation Spacing = 10 mm. Minimum Pixel 

Spacing = 1.0. If you have read the previous 2 

parts of this tutorial series, you might notice that 

I use almost the same Radiosity settings once 

more. This is because these settings proved 

to be a good compromise between quality and 

render time for our scene (Fig08).

The camera settings should be checked, as they 

are also very important for quality vs. render 

time decisions. We use a Perspective Camera 

with an Antialiasing Level of 3. Enable Adaptive 

Sampling at a Threshold of 0.15 (Fig09).

Fig 07

Fig 08

Fig 09
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Our new test render is now starting to look really 

good (Fig10). I think it is now time to prepare for 

our final render.

In the Render Globals, make sure you are using 

the Image Viewer FP Render Display. This 

enables you to fine tune your final HDR Render 

directly in the Lightwave Image Viewer. Also 

make sure that Ray Traced Reflections are 

turned on (as well as Ray Traced Shadows, of 

course) (Fig11).

Change the camera resolution to the final render 

resolution (for example 1600x1200), and use a 

higher Anti Aliasing Setting (for example 6 to 10) 

(Fig12).

 

Fig 10

Fig 11

Fig 12
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When you have your render finished, save your 

image to disk (as a backup, so to speak), but 

don’t close the image viewer yet. Go to File > 

Image Controls, and in the dialogue box enable 

Exposure. When you lower the White Point 

value you gain an overexposed look to the bright 

parts of the image. By using higher Black Point 

values, you dim the dark tones of your image. 

Change White Point to 0.85 and Black Point to 

105% for a very balanced look. Feel free to play 

around with different settings, here. When you’re 

done with your changes, make sure to save the 

image via the File > Save Exposed dialogue 

(Fig13). 

I would call this image almost complete now 

(Fig14). As usual, you can render out an 

additional Ambient Occlusion pass for your 

image. If you have read the previous parts of 

this Lighting Tutorial Series, you will already be 

familiar with the following steps.

The AO pass is a separate black and white 

render that is multiplied onto your normal render 

in an image editor. In Material Editor, add 

the shader “SG_AmbOcc_Exp” to all of your 

surfaces. You can leave all the settings to the 

default value. Make sure to disable Radiosity 

for rendering and use the same resolution for 

rendering as for your final render (Fig15).

Note: SG_AmbOcc_Exp is a free Ambient 

Occlusion Plug-in that you can find and 

download via the great www.flay.com 

database.

Fig 13

Fig 14

Fig 15
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Have a look at the rendered image. Only the 

corners, edges and hard to reach areas are 

visible, whilst the rest of the image is white. 

Save the image file as “ao.psd” (Fig16).

Now go to Photoshop (or any other image 

editing software supporting layers) and open 

your final render (the one you saved via “Saved 

Exposed”). Load the Ambient Occlusion image 

(“ao.psd”) and copy it as a new layer on to the 

composited render. Because we don’t want to 

make the image too dark again, change the 

opacity to 60% (Fig17).

It looks like we are done with our nice little 

moonlit scene, now. As usual, you can go on to 

make your own changes in Photoshop in order 

to give this piece your own personal touch. For 

example, try to overlay a blurred version of the 

image: copy layer, blur it, and use the blending 

mode Screen at a very low opacity of about 

10 or 20%. You can also experiment with a 

blue colour filter; as the image is already very 

dominated by blue, you can’t go wrong with it!

For a more realistic look, also try adding a 

noise filter. This is not so much my taste, but 

you might you like it. For example, go to Filter 

> Noise > Add Noise and use a value of around 

4%.

Fig 16

Fig 17

Fig 18
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‘3D Environment Lighting’ is our new 6-month tutorial 

series. Over the course of the next six months, this 

series will be detailing techniques on lighting an 

environment under a number of different conditions. 

Each month we will cover a step-by-step guide to 

setting up lights, aimed at portraying the scene in a 

specific manner. The various tutorials will be tailored 

to specific software packages and each will aim to 

show a comprehensive and effective way of lighting 

an interior of a ship that includes both natural and 

artificial light. These will include a sunny afternoon, 

sunset, moonlight, electric light, candle light, and 

finally a submerged submarine light. The schedule is 

as follows: 
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Issue 025 September 2007

Natural Exterior Lighting 
 Twilight 

Issue 025 September 2007

Natural Exterior Lighting 
Moonlight

Issue 026 October 2007
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Issue 028 December 2007 
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Underwater 

Enjoy ...
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Fig 01

Fig 02

Fig 03

Natural Exterior Lighting 
Part 3 - Moonlight
Hello and welcome to the third part of the 

environment lighting series for Autodesk Maya 

8.5, where we will be discussing a very interesting 

lighting situation: natural moonlight. So let’s wait 

for full moon and a cloudless sky, then we can turn 

off the lights and get started...

1. If you followed the preceding two tutorials 

(which I recommend), you will already be familiar 

with the scene (download can be found at the end 

of this tutorial; click on the Free Resources logo) 

(Fig01). 

Before we start placing lights and tuning 

parameters, we should take some time to think 

about what ‘moonlight’ actually is. If you are 

not interested in this concept then you might 

want to skip or come back later to the next two 

paragraphs, as they are not essential. They are 

however valuable for the understanding of why 

certain methods have been used in the execution 

of this moonlight setup. 

So what is moonlight? First of all, by moonlight 

we mean a nighttime situation, and for the sake 

of convenience let’s say we have a full-moon/

nighttime situation. There are several sources 

and components of illumination in this setting (i.e. 

in the descending order of energy): the moon 

itself (by scattering sunlight from its surface in all 

directions), the sun (by scattering light around the 

edge of the earth), planets and stars, zodiacal 

light (dust particles in the solar system that scatter 

sunlight), airglow (photochemical luminescence 

from atoms and molecules in the ionosphere), 

and diffuse galactic and cosmic light from galaxies 

other than the milky way (source: A Physically-

Based Night Sky Model). All of these illumination 

sources have their characteristics, and in order to 

super-realistically simulate such a night-sky, we 

would have to account for all of them. But please 

bear with me, we will only be concentrating on the 

moon itself, and an atmospheric ‘soup’ including 

all the other ingredients. Besides, and this is very 

interesting, even if we did that super-realistic 
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Fig 04

Fig 05

Fig 06

night-sky simulation then we would perhaps get 

a very photo-realistic rendering, but I am sure 

many people would be disappointed by it. This is 

for the simple fact that, seeing a night-sky/moonlit 

photograph is fundamentally different from actually 

viewing such a scene with our own eyes. The 

photograph might be physically correct, but also 

completely different from what we are used to 

physiologically perceiving. In the end, we would 

most likely shift the photograph’s white balance 

towards blue, because this is what we are used 

to seeing, which is opposed to how a camera 

sensor works in dim lighting levels. The sensitivity 

of the human perception of light is shifted towards 

blue; the colour sensitive ‘cones’ in the eye’s 

retina are mostly sensitive to yellow light, and the 

more light sensitive ‘rods’ are most sensitive to 

green/blueish light. At low light intensities, the rods 

take over perception and eventually we become 

almost completely colour blind in the dark, hence 

it appears that the colours shift towards the rods’ 

top sensitivity: green and blue. This physiological 

effect is called the “Purkinje” effect, and is the 

reason why blue-tinted images give a better 

feeling of night - even though it’s not correct from a 

photographic point of view.

2. So we will rely on a hint of artistic freedom, 

rather than strict photo-realism, for this tutorial. 

To simulate the moon’s light I chose a simple 

directional light with the rotation: X -47.0 Y -123.0 

Z 0.0 (Fig02).

3. For the light colour I decided to use Mental 

Ray’s mib_cie_d shader (Fig03). Its Temperature 

attribute defaults to 6500 K (degree Kelvin), 

which means an sRGB ‘white’ for this so-called 

D65 standard illuminant, which is commonly 

used for daylight illumination, will be as follows: 

every temperature above 6500 K will appear 

blueish, and every temperature below 6500 K 

will appear reddish. The valid range is from 4000 

K to 25000 K. Although the moon actually has a 

colour temperature of around 4300 K, I chose a 

temperature of 7500 K. This is not necessarily 

correct from a physical point of view, for various 

reasons. 
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Firstly, the moon is not a black body radiator and 

so its colour cannot precisely (only approximately) 

be expressed with the Kelvin scale. Second, 

the moon’s actual colour is mainly a result of 

the sunlight (with a temperature of around 5700 

K - still lower than the white point of our D65 

illuminant, or in other words more reddish if 

expressed with it), a slightly reddish albedo of 

the moon’s surface and the reddening effect 

of rayleigh scattering (blue light, i.e. smaller 

wavelengths, tend to scatter more likely than 

red light and greater wavelengths, therefore a 

higher amount of blue light gets scattered in 

the atmosphere leaving more red light from the 

perspective here on Earth). This would, in photo-

reality, surprisingly yield a quite reddish moonlight, 

even if we did choose a very low white balance 

for our photograph at maybe around 3200 K 

(which is considered ‘tungsten film’). However, for 

the physiological reasons described previously, 

I went for 7500 K on the D65 illuminant as this 

gives a pleasing - not too saturated but still very 

natural - blueish light.  To cut a long story short, 

if you wanted to go for photo-realism you would 

have to use a reddish light source, but you would 

most likely white balance everything towards blue 

afterwards to achieve the cool night feeling! And 

that’s basically what I did - only in a rush...

4. For the same reasons I chose a turquoise 

(blue-greenish colour) for the surrounding 

environment, which was simply applied as the 

camera’s background colour (Fig04). Although 

this will only have a subtle effect it makes sense 

for the completeness, and after all we will see this 

colour through our back windows. Note that what 

we see on the actual Background Color’s colour 

swatch will be (deliberately) gamma corrected 

later on. To overcome this and to ensure that the 

colour I choose is the colour that I will see later 

on in the rendering, I use a simple gammaCorrect 

node, with the inverse gamma applied. The 

gammaCorrect is connected via mmb drag&drop 

in the ‘Background Color’ slot.

5. Before we push the render button, let’s make 

sure we have something that takes care of our 

indirect illumination, and that we are rendering 

Fig 07

Fig 08

Fig 09
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in an appropriate colour space. For the sake of 

simplicity I chose final gathering with Secondary 

Diffuse Bounces for the indirect light contribution 

(Fig05). This is easy to set up, yet effective. As 

you can see I set low quality values, but since we 

are only doing a preview this will suffice.

6. Because there is a little shortcoming with the 

Secondary Diffuse Bounces setting, I’m selecting 

the miDefaultOptions node (Fig06), which is 

basically the back-end of the render globals. There 

I set the FG Diffuse Bounces to 2, which is my 

desired value for the indirect illumination bounces. 

To select the miDefaultOptions simply type “select 

miDefaultOptions” (without the quote marks), in 

the MEL command line, and then hit Enter.

7. I’m also setting the Ray Tracing depths to 

reasonable values - they seem very low, but are 

absolutely sufficient for our needs (Fig07).

8. To take care of the desired colour space 

(sRGB) we simply need to set a gamma curve in 

the Primary Framebuffer tab of the render globals 

(Fig08). Since a gamma curve of 2.2 is similar to 

the actual sRGB definition, we only need to set the 

Gamma attribute to 1/2.2 = 0.455, as this is how 

Mental Ray’s gamma mechanism works. For a 

basic understanding as to why we should render in 

sRGB, I greatly encourage you to go through the 

Note on Colour Space in the first tutorial of this 

series (July 2007 issue), if you haven’t already. 

As a general note, it is to do with the non-linearity 

of human light perception and rendering in a true 

linear space (gamma = 1.0), as any renderer 

usually does by default, which is the main reason 

for CG looking “CG-ish”. (Spread this knowledge 

to your buddies and with this understanding you’ll 

be the cool dude at every party, trust me!)

9. So here is our first test render (Fig09). It looks 

a bit dark, and since we want to have a full-moon 

the shadow seems a bit too sharp.

10. To soften the shadow, let’s increase the Light 

Angle of our directional light (Fig10). Because 

widening the light angle introduces artifacts, we 

should also increase the amount of shadow rays 

Fig 10

Fig 11

Fig 12
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to yield a smooth and pleasing shadow. I’m also 

increasing the intensity of the mib_cie_d a little.

11. This is a good base (Fig11) and all we need to 

do now is increase the general quality settings for 

our final render.

12. For better anti-aliasing and smoother glossy 

reflections we should crank up the global sampling 

rates (Fig12). A min/max value of 0/2 and a 

contrast threshold of 0.05 should suffice. I used a 

Gauss 2.0/2.0 filter for a sharp image.

13. For the final gathering this time I chose a fairly 

unorthodox method... Remember the last couple 

of times we used the automatic mode, which 

in most cases does a really good job? Well, in 

automatic mode all we need to worry about are 

the Point Density and Point Interpolation values. 

However, sometimes in this mode the interpolation 

becomes quite obvious and displeasing, especially 

in corners where you can usually spot a darker line 

where the interpolation happens to be very dull. 

For a sharper interpolation, I decided to use 

the scene unit dependant Radius Quality 

Control (Fig13). It generally takes a little time to 

estimate the proper min/max values (in scene 

unit values), but as a guideline you might want 

to do a diagnostic automatic Final Gathering 

solution (see Diagnostics in the render globals) 

as a base, to see its point densities. Then, step 

by step, approximate this density with the scene 

unit Max Radius control. Note that the density is 

only decided by the Max Radius (the lower the 

Max Radius, the more Final Gathering points are 

being generated); the Min Radius only decides for 

certain interpolation extents. 

Once you are satisfied with this general density, 

you will usually want to raise the Point Density 

value. This Point Density is added to the density 

we estimated with the min/max radii; however, 

the interpolation extents do not change so we are 

basically only adding points to the interpolation, 

which is similar to raising the Point Interpolation in 

automatic mode (only more rigid and somehow it 

puts the cart before the horse this way). 

Fig 13

Fig 14

Fig 15
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It’s always good to know how and why things are 

happening, and this knowledge is useful if you 

ever want to use the Optimize for Animations 

feature. It’s also a bit easier if the View radii are 

being used, since the min and max radii can be 

generalised (25/25 or 15/15 in pixel units is a good 

starting point).

14. As a little trick to enhance details in our 

scene, I turned the Ambient Occlusion on in the 

mia_material shaders, in the Details mode. Simply 

select them all and switch the Ao_on attribute to 1 

(On), using the attribute spread sheet (Fig14). The 

Details flag, in combination with Final Gathering, 

ensures that we don’t get that rather unpleasant 

dark-cornered-and-strange Ambient Occlusion.

15. To prepare for the final render, I set the 

framebuffer to half floating point and the image 

format to OpenEXR (Fig15). Floating point means 

the image gets stored with a high dynamic range, 

as opposed to 8bit or 16bit integer images, which 

are clipped at RGB values greater than 1.0 

(‘white’). With a floating point image we can map 

values greater than 1.0 back to the visible range 

in post-production (i.e. we will be able to eliminate 

completely burnt areas). 

Half floating point means the floating point with 

half precision, taking less memory and bandwidth. 

To be able to render a floating point image 

right out of the GUI we need to set the Preview 

Tonemap Tiles to Off, but keep the Preview 

Convert Tiles: On. The preview in the render view 

might look very dark and psychedelic, but the 

OpenEXR image written to disk in the images\tmp 

folder will be alright, and that’s the one we will be 

processing later on in Photoshop (or any other 

HDRI editor of your choice).

16. Here’s my final render without post processing 

(Fig16). 

17. As with any photograph we shouldn’t judge the 

raw shot; instead let’s take it into the ‘darkroom’ 

and apply some colour and contrast improvements 

here and there (Fig17).
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I hope you’ve enjoyed following this little exercise 

as much as I have enjoyed writing it! Sadly this is 

the last part concerning natural exterior lighting, 

but the upcoming electric light tutorial will be no 

less challenging and just as much fun, I’m sure!

Originally designed & modelled by:

Richard Tilbury

Tutorial by: 

Florian Wild
For more from this artist, contact them:

mymail@floze.de
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3D environment 

‘3D Environment Lighting’ is our new 6-month tutorial 

series. Over the course of the next six months, this 

series will be detailing techniques on lighting an 

environment under a number of different conditions. 

Each month we will cover a step-by-step guide to 

setting up lights, aimed at portraying the scene in a 

specific manner. The various tutorials will be tailored 

to specific software packages and each will aim to 

show a comprehensive and effective way of lighting 

an interior of a ship that includes both natural and 

artificial light. These will include a sunny afternoon, 

sunset, moonlight, electric light, candle light, and 

finally a submerged submarine light. The schedule is 

as follows: 

Issue 023 July 2007

Natural Exterior Lighting 
 Sunny Afternoon

Issue 025 September 2007

Natural Exterior Lighting 
 Twilight 

Issue 025 September 2007

Natural Exterior Lighting 
Moonlight

Issue 026 October 2007

Artificial Interior Lighting 
 Electrical

Issue 027 November 2007

Artificial Interior Lighting 
Candlelight

Issue 028 December 2007 

Artificial Exterior Lighting  
Underwater 

Enjoy ...

lighting
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Fig 01

Fig 02

Fig 03

Natural Exterior Lighting  
Part 3 - Moonlight 

This time we’ll create a typical moonlight setup 

for the ship cabin scene. As usual we’ll use 

Softimage XSI and Mental Ray renderer.

1. Open the Ship Cabin_Moon_Start.scn scene 

file (download can be found at the end of this 

tutorial; click on the Free Resources logo) 

(Fig01).

2. Let’s start creating our main light (the moon). 

Create a Point light and position it as shown in 

Fig02. 

3. Open the Point light’s property page and set 

its Intensity to 1,2. Also change its colour to a 

bright blue. Enable Shadows and set the Umbra 

value to 0. Enable Light Attenuation and set the 

Start/End Falloff values to 14/15 (Fig03).
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Fig 04

Fig 05

Fig 06

4. Switch to the Area tab in the property page 

and enable Area Light. Change the Geometry 

type to Sphere, increase the Samples values 

to U=16 / V=16, and lower the Scaling X/Y/Z 

values to 0,05 (Fig04).

5. Do a quick render region test (Fig05). As you 

can see, we now have the moonlight entering 

from the ceiling and casting shadows all over 

the room.

6. Now we need a second Point light in the 

back of the room (close to the windows). Create 

a new Point light and position it as shown in 

Fig06.
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7. Open its property page, set its colour to a 

brighter tone of blue, and its Intensity to 0,2. 

Enable Shadows and set the Umbra value to 0. 

Also enable Light Attenuation (Start Falloff = 6, 

End Falloff = 12) (Fig07).

8. Render the scene again. Now we have some 

light in the back of the room, as well (Fig08).

9. Open the Render / Pass / Edit Current 

Pass menu and switch to the Output Shaders 

tab (Fig09). Click on the Add button and pick 

2D_background_color from the list. With the 

2D_background_color node still selected, click 

on the Inspect button to open its properties.

Fig 07

Fig 08

Fig 09
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10. Set the Background Color to a medium 

shade of blue (Fig10).

11. Make a render region test of the window 

area to check whether the background has 

changed (Fig11).

12. Open the Render option page and click on 

the Final Gathering tab. Enable Final Gathering 

and Preview finalgathering options. Leave the 

Accuracy to 30 for the time being. Click on the 

Automatic Compute button and set the Bounces 

to 20. Change the Multiplier colour to something 

similar to the one shown in Fig12.

Fig 10

Fig 11

Fig 12
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13. Render the scene again (Fig13).

14. Now we are ready to do our final render. 

Open the Render option page again, and in the 

Output tab set a name for the image file, an 

image format, the number of frames you want to 

render (which in this case is 1), and make sure 

that Write Image to Disk is checked. Switch to 

the Aliasing tab and set the Min. Level to -2 and 

the Max. Level to 1. Set the Threshold values 

to 0,02 and the Filtering type to Mitchell (Fig14). 

Hit the Render Current Pass button to render 

your final image.

15. We also need an Ambient Occlusion pass. 

Last month we saw how to obtain one, but we’ll 

repeat it now for those who have not had the 

chance to read the previous tutorial. Open the 

Ship Cabin_AO.scn scene file: a new material 

with an AO shader was created and assigned to 

every object in the scene. You can also have a 

look at the AO shader’s parameters in Fig15.

Fig 13

Fig 14

Fig 15
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16. Render this new pass and save the picture 

to use it later on in Photoshop.

17. Open the original render in Photoshop; 

duplicate the Background layer and desaturate 

it (Fig17).

18. Use the Levels tool to expose the brightest 

areas of the image, but try not to burn them too 

much (Fig18).

Fig 16

Fig 17

Fig 18
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19. Apply a Gaussian Blur filter to this layer and 

change its Hue & Saturation, as shown in Fig19.

20. Change the top layer’s blending mode 

to Linear Dodge and set its Opacity to 54% 

(Fig20).

21. Collapse the two layers together (Flatten). 

Now import the AO Pass image in Photoshop 

and paste it over the Background layer of the 

original rendered image (Fig21).

Fig 19

Fig 20

Fig 21
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22. Change the AO Pass layer’s blending mode 

to Multiply; if needed, use Levels to adjust 

(Fig22).

23. Finally, you can use the Exposure and 

Shadow/Highlight tools to improve the overall 

look of the image (Fig23).

Fig 22

Fig 23
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