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> INTRODUCTION

THIS IS THE TUTORIAL OF CREATING TWO VISUAL EFFECTS SHOTS FROM SCRATCH. IT IS
VERY CRUCIAL TO EXPLORE THE BACKGROUND AND REFERENCE MATERIALS OF THE EFFECT
THAT IS AIMED TQ BE ACHIEVED AND THE CONTEXT OF THE TECHNIQUE THAT IS USED IN
ORDER TO PROVIDE SUCH VISUAL EXPERIENCE TO THE AUDIENCE. THOSE TWO SHOTS ARE
THE PART OF THE ONE MINUTE VISUAL EFFECTS ASSIGNMENT OF MAKING VISUAL EFFECTS
MOVIE TRAILER FOR IMAGINATIVE MOVIE WHERE THE STORY AND THE CONCEPT OF THE
FILM HAD BEEN DEVELOPED AS WELL. THE TRAILER IS ABOUT THE FILM WHICH IS QUITE
ESTABLISHED IN ITS TYPE OF GENRE AND STORYLINE. AS THE EXAMPLES OF THAT COULD
BE FILMS SUCH AS GRAND PRIX [JOHN FRANKENHEIMER, 1966], AMERICAN GRAFFITI
[GEORGE Lucas, 1973], GoNE IN 60 SeconDs [H.B. HaLicki, 1974], TRON [STEVEN
LISBERGER, 1982], GONE IN 60 SECONDS [DOMINIC SENA, 2000], 2 FAST 2 FURIOUS [JOHN
SINGLETON, 2003], ANIMATED FILM CARS [JOHN LASSETER, 2006], SPEED RACER [ANDY
& LANA WACHOWSKI, 2008], FAST AND FURIOUS [JOHN SINGLETON, 2009] AND TRON
LecAcy [JosePH KosSINSKI, 2010]. ALL THOSE MOTION PICTURES ARE THE
REPRESENTATION OF THE LANGUAGE THAT THE MOVIE IS SPOKEN WITH IN TERMS OF
CONTEXT AND ELEMENTS OF THE GENRE.

IN THE CONTEXT OF THIS PARTICULAR TUTORIAL THE THEME AND THE STORYLINE ARE NOT
COVERED IN FULL BECAUSE THIS TUTORIAL IS AIMING TO DESCRIBE THE TECHNICAL
CHALLENGE OF THE VISUAL EFFECTS ARTIST TO BE ABLE TO PRODUCE TWO SHOTS IN THE
SEQUENCE OF THE TRAILER. HOWEVER THE CONTEXTUAL, HISTORICAL AND ARTISTIC
LANGUAGE OF THE BACKGROUND THAT THOSE TWO SHOTS ARE DELIVERING WILL BE
COVERED IN THE RESEARCH SECTION OF THIS DOCUMENT.

ASIDE OF THIS DOCUMENT THERE WILL BE ESTABLISHED AND PROVIDED PROJECT FILES
AND VIDEO TRAINING TUTORIALS THAT WILL HELP TO REPRODUCE THE SAME EFFECT BY
FOLLOWING A WRITTEN STEP BY STEP INSTRUCTIONS IN THE BODY SECTION OF THIS
DOCUMENTATION. ASPECTS AND ADVICES FROM THE EXPERIENCE OF THIS TUTORIAL WILL
BE COVERED IN DETAILED FASHION IN THE BODY OF THIS BOOK AS WELL. THINGS LIKE
LOCATING MARKERS IN GREEN SCREEN FACILITIES [GS] ADJUSTING CAMERA ANGLES AND
SETTINGS, COMPROMISING CAMERA DISTORTION ON THE TRACKING STAGE, MATCHING THE
GEOMETRY OF THE SCENE AND OTHER TECHNICAL ASPECTS WILL BE COVERED IN THE
PARTICULAR SECTIONS OF THE PRODUCTION PIPELINE FOR TWO SHOTS THAT ARE THE
MEDIA OUTCOME OF THE TUTORIAL. BASICALLY THIS TUTORIAL IS FOCUSED ON TRACKING
AND MATCH-MOVING VISUAL EFFECTS TECHNIQUES HOWEVER ALL OTHER ISSUES AROUND
THE PRE-PRODUCTION, PRODUCTION AND POSTPRODUCTION STAGES ARE COVERED HERE
AS WELL.

AT THE END OF THIS WORKBOOK YOU CAN FIND AN ANALYZED AND EXPLORED OUTCOME
THAT THE PROCESS HAD PROVIDED IN TERMS OF BOTH CONTEXT AND TECHNICAL
ACHIEVEMENT FOR THE ENTIRE PRODUCTION PIPELINE OF THE VISUAL EFFECTS TRAILER.



project overview

BASICALLY THIS TUTORIAL IS ABOUT CREATING TWO SHOTS IN THE TRAILER USING GS
SHOQOTING MATERIAL AND INCORPORATING THE FRAME WITH COMPUTER GENERATED [CG]
ELEMENTS. THIS TECHNIQUE IS VERY POPULAR BUT IN THE WAY THAT THE COMPUTER
GENERATED IMAGES ARE PLACED INTO THE LIVE ACTION FILM BUT IN OUR CASE WE PLACING
THE LIVE ACTION ELEMENT INTO CG SCENE WHERE THE BALANCE IS 85% CG AND 15 LIVE
ACTION. THIS HAD BEEN DONE IN JAMES CAMERON'S FILM AVATAR [2009] WHICH COULD BE
CLEARLY SEEN ON THE IMAGE PROVIDED BELOW.

THERE ARE TWO MAIN STAGES OF MAKING THE SHOT LIKE THIS WHICH ARE SHOOTING THE LIVE
ACTION MATERIAL AND CREATION OF THE CG ELEMENTS IN A POST-PRODUCTION STAGE OF THE
PIPELINE BUT THERE IS ONE PIECE IN BETWEEN WHICH WILL MAKE THE SHOT SUCCESSFUL AND
IT IS ATEST THAT YOU WOULD DO FIRST BEFORE THE FINAL SHOOTING AND RENDERINGS WILL
BE PRODUCED. [HIS IS VERY IMPORTANT BECAUSE PASSED THE TEST YOU WILL EVALUATE THE
MISTAKES AND OTHER ISSUES THAT SHOULD BE FACED AS A CHALLENGE FOR VISUAL EFFECTS
ARTIST. AS WELL AS ANY MOVING IMAGE PRODUCTION WE WILL START FROM PRE VISUALIZING
AND PLANNING THE SHOT THAT WE AIM TO PRODUCE, CREATE A CONCEPT ART OF THE IMAGE
AND DECIDE A COMPOSITIONAL SOLUTIONS OF THE FRAME AS WELL. THEN THE NEXT STAGE OF
THE PRODUCTION IS TO CREATE A TEST COMPOSITING IMAGE WITH EVALUATION OF MISTAKES
AND OTHER CHARACTERISTICS OF THE SHOT. AFTER THE TEST IS PASSED THE ACTUAL
SHOOTING WILL BE DONE AND ON THIS STAGE THE ASPECTS OF WORKING IN GBS FACILITIES
WILL BE COVERED. AS SOON AS THE SHOOTING IS FINISHED THE PROCESS DIRECTLY GOES INTO
POST-PRODUCTION STAGE WHERE THE FINAL IMAGE WILL BE PRODUCED, RENDERED,
COMPOSITED AND SOUNDED WITH ALL UNDERWATER ASPECTS OF THE PROCESSES.



setting up the project folder and soft/hardware overview

IT 1S CRUCIALLY IMPORTANT TO KEEP THE PROJECT IN A VERY ORGANIZED FASHION IN ORDER TO
HAVE A LINEAR CONTROL OF THE STAGES THAT ARE COVERED AND ACCOMPLISHED SO FAR AND
READY TO MOVE TO THE NEXT STAGE OF THE PRODUCTION. HERE IS THE EXAMPLE OF THE
PROJECT FOLDER THAT HAD BEEN ESTABLISHED FOR ACHIEVING THE OUTCOME OF THIS
TUTORIAL.

SOME OF THE FOLDERS ARE OPTIONAL FOR

» (] 01_Introduction EXAMPLE INTRODUCTION, RESEARCH, VIDEQS,
» [ 02_Research DOCUMENTATION WHICH ARE MORE RELEVANT
» [ 03_Planning TO THE TUTORIAL CONTENT OoF THE DVD, BUT AN
» [ 04_Modeling / Animation [Maya] AN EMPTY SET OF FOLDERS COULD BE FOUND IN
> [ 05_Testing [Camera, Maya, Boujou, AE]  THE 01_INTRODUCTION FOLDER OF THE DVD To
» [ 06_Filming [Camera] BE ABLE TO QUICKLY AND EASILY SET UP THE
: B 22—303:“‘"”‘_9 (Boujou) PROJECT FOR THE SIMILAR PIPELINE.

0SSy ino] INEVe] THERE ARE NAMES OF THE SOFTWARE USED IN
» [ ] 09_Lighting_&_Rendering [Maya)

. - EACH OF THE STAGES OF THIS PIPELINE WHICH
» ] 10_Compositing [After FX] A o A :
» [ 11_SFX [Soundtrack Pro] ARE ADOBE PHOTOSHOP AND AFTER EFFECTS,
» ©F 12_Final_Cut [FCP) AuToDESK Mava, VicoN Boujou, FINAL CuT
» (] 13_Conclusion Pro, SOUNDTRACK PRO AND BoDYPAINT. OTHER
» [ 14_Project_files TYPICALLY IDENTICAL PACKAGES COULD BE USED
» [ 15_Documentation FOR THIS PIPELINE AS WELL. [HE WHOLE
» [ 16_Videos PROCESS WAS MADE AND RECORDED oN MAC

0OS X PLATFORM.

9D E @
THE ENTIRE PRODUCTION PROCESS PROCESS HAD BEEN DONE ON TWO
MACHINES: MAC Book Pra [2.16 GHz INTEL Core Duo, 2GB 667 MHz DDR2 SDRAM] AND
Mac Pro [4GB 667 MHz DDR2 SDRAM]. THE NEXT IMPORTANT PIECE OF HARDWARE IS THE

CAMERA SoNY XDCAM EX3 [YOU CAN SEE THE REVIEW OF IT ON HTTP://VIMEQ.COM/
882030].

-




YOU MIGHT ALSO NEED A GREEN SCREEN SET UP. IT MIGHT BE ANY FACILITY THAT
PROVIDES THAT KIND OF SERVICE OR YOU CAN BUILT YOUR OWN GREEN SCREEN SET-
UP. IT IS CALLED chroma key paint SOMETIMES YOU CAN FIND IT IF SORT OF LIKE
"VIDEO PAINT" TYPED ON HTTP://WWW.GOOGLE.CO.NZ/ FOR THE CHROMA KEYING
PROCESSES PARTICULARLY THERE ARE DIFFERENT COLORS OF PAINT AVAILABLE SUCH
AS BLUE PAINT, GREEN PAINT WHICH COLD BE AS A PAINT FOR CLOTHES AS WELL. T0
ESTABLISH A FLAT-BASED CHROMA STUDIO IT MIGHT PROBABLY REQUIRED AROUND
2-5 LITERS OF VIDEO PAINT. |T IS ALSO VERY USEFUL TO HAVE STICKY STRIPES WITH
THE COLORS OF CHROMAKEYING SURFACES. THE LIGHT SETUP IS VERY SIGNIFICANT
POINT OF THIS PARTICULAR SET-UP OF THE CHROMA KEY ROOM. THE GREEN SCREEN
WALL SHOULD BE LIGHTED SEPARATELY FROM THE OBJECT THAT MOVES IN THE
SCENE.

SETTING UP THE EQUIPMENT FOR THE SHOT, CAMERAS, LIGHT, DOLLY,
(GS WALL AND FLOOR.



http://www.google
http://www.google

> RESEARCH

match-moving and integration

CAMERA TRACKING IS THE MAIN RESPONSIBILITY OF THE MATCH-MOVING
PROCESSES. IT IS IMPORTANT TO UNDERSTAND WHAT IS BASICALLY CAMERA IS DOING
IN THE SHOT BASED ON THE MEASURING INFORMATION FROM 2D SHOT OR MOVING
IMAGE FOOTAGE. USING PHOTOGRAMMETRY THE ENVIRONMENT COULD BE
RECREATED REFERENCING POINTS AND VISUALS FROM THE SHOT IN ORDER TO BE
ABLE TO RECREATE THE GEOMETRY OF THE STATIC SCENE. THE CORE OF THIS
TECHNIQUE IS TO MATCH THE PLACEMENT OF CG IMAGES INTO LIVE ACTION SHOTS. IN
OTHER WORDS WE MATCHING THE SAME MOTION OF THE CAMERA THAT IS BEING

USED IN LIVE ACTION SHOT AS THE/ VIRTUAL CAMERA IN CG
ENVIRONMENT. THE SOFTWARE ALSO MIGHT BE CALLED AS IMAGE-
BASED MODELING PROGRAMS SO NOT/ONLY THE CAMERA PATH COULD
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historical and contextual context of the effect

HISTORICALLY THE INTEGRATION OF THE CGI ELEMENTS TQ THE SHOT COULD BE FOUND IN
STEVENS SPIELBERG'S JURASSIC PARK (1993) WHERE THE INTEGRATION OF THE DINOSAURS
INTO THE LIVE ACTION PLATES GAVE THE AUDIENCE AN INCREDIBLE EXPERIENCE. IT WAS
FIRST TIME WHERE THE HUMAN PERCEPTION WAS SHUTTERED AND BROKEN INTQ A SERIES
OF BROKEN PIECES DEALING WITH THE FACT OF HIGHLY BELIEVABLE MOTION PICTURE. CG
CHARACTERS WERE ANIMATED AS IF THEY MOVED IN THE REAL WORLD. IT IS A VERY GOOD
POINT THAT IT WAS A FIRST TIME WHEN WE SAW IN THE FILM MEDIA SOMETHING THAT IS
NEVER EXISTED IN OUR VISUAL EXPERIENCE BECAUSE DINOSAURS ARE DIED MANY YEARS
AGO. THIS MIGHT BE VERY CHALLENGEABLE BOTH IN TERMS OF PERCEPTION AND ACTUAL
ACHIEVEMENT OF THE SHOT. IN OUR PARTICULAR CASE WE DEALING WITH THE SHOT THAT
HAS 80 % (G ELEMENTS AND 20 % LIVE ACTION. IT IS ALSO IMPORTANT TO UNDERSTAND
WHAT IS CAMERA DOING DURING THE SHOT AND IT IS MOVES IN THE RELATIONSHIP TO THE
STATIC SCENE.

IN TERMS OF STYLE AND COMPOSITION AND OVERALL MOGD OF THE SHOT IT IS QUITE
IMPORTANT TO NOTE THAT A LOT OF THE REFERENCES HAS BEEN TAKEN FROM RACE MOVIES,
JAMES BOND MoVIES, FASHION ADVERTISEMENTS, AUTOMOTIVE RENDERINGS AND
COMMERCIALS, DIFFERENT TYPES OF MEDIA RELATED TO THE ACTUAL PRODUCTION
CONCEPT. GAMES ARE HUGELY INFLUENTIAL ON THIS PARTICULAR WORK IN TERMS OF STYLE
AND MOOD, AND CONCEPTIONAL VISUAL IDEA OF DELIVERING THE EXPERIENCE. NEED FOR
SPEED, SPLIT SECOND, GRAND THEFT AuTOo, GRAND TURISMO, CoLIN McCRAY RALLY AND
OTHER GAMES ARE RELATED TO THE CONCEPT OF THE PROJECT.

BASIC EFFECT OF THE LIVE ACTION INTEGRATION IS AIMING TO INTERPRET THE IDEA THAT IS
THE CHARACTER CAN BE PRESENTED IN A MORE EFFECTIVE WAY. IN THIS SHOT THAT THIS
TUTORIAL IS DESIGNED FOR IT IS CLEARLY IDENTIFIABLE THAT THE CAR IS MIGHT BE
ANOTHER TYPE OF CHARACTER, OR THE FIGURE IN THE SHOT MIGHT BE IDENTIFIED WITH
THE CAR. IN THE WAY THE EFFECTS USED IN THIS SHOT USING THE MATCH- MOVING
PIPELINE IN ORDER TO BRING THE MESSAGE ACROSS THE VISUAL EXPERIENCE AND LET THE
AUDIENCE THE IDEA OF THE SHOT.



FOR MANY YEARS THE INDUSTRY TRIED TO EXTEND SETS OF THE ACTOR'S BACKGROUND AND
PLACE THE HERO INTO A DIFFERENT ENVIRONMENT. IN THIS CASE THE WORK OF

SEAMLESSLY INTEGRATED CG ELEMENT INTO THE SHOT CAN SAVE A LOT OF TIME AND
OTHER RESOURCES TO RECREATE ANY COMPUTER GENERATED SPACE THAT COULD BE
DESIGNED FOR THE PURPOSE OF TELLING THE STORY.

> PLANNING [PS]

storyboard

AS IT WAS MENTIONED BEFORE THE OUTCOME THAT IS HAD TO BE PRODUCED IS THE MQOVIE
TRAILER WITH THE LENGTH OF ONE MINUTE. ASIDE FROM MANY DIFFERENT THEMES OF THE
IMAGINATIVE MOVIE THAT THE TRAILER IS FOR THIS IS VERY IMPORTANT TO UNDERSTAND
THAT THE TRAILER OF THE FILM IS WHAT IS ACTUALLY SELLS THE FILM AND WHERE THE



AUDIENCES DECIDING TO WATCH OR NOT TO WATCH THE ENTIRE FILM. THE TRAILER IS
ALWAYS FULL OF THE EFFECTS THAT THE FILM HAS AND IT SHOWS THEM IN THE MOST
ATTRACTIVE WAY POSSIBLE. IN THE SAME WAY THIS PARTICULAR PROJECT IS NOT JUST
ABOUT VERY RAPID AND VERY BEAUTIFULLY RENDERED CAR CRASHES SCENES IT IS BASED
ON THE STORY THAT HAS TO BE TOLD IN THE TRAILER AS WELL. HERE THE MISSION OF THE
STORYBOARD ARISES VERY CLEARLY WHERE ALL MAJOR BEATS OF THE STORY ARE GOING TO
BE DEFINED AND THE NARRATIVE PACING OF THE TRAILER DELIVERED AS WELL. BECAUSE
THE FILM IS THE EMOTIONAL MEDIA THE HUMANITY SHOULD BE HANDLED ON A VERY HIGH
LEVEL TO BE ABLE TO TELL THE STORY THAT THE AUDIENCE WILL BE WORTHWHILE TO
EXPERIENCE AND SPEND TIME ON IT.

IN TERMS OF TECHNICAL APPROACH OF THE STAGE THERE USED SIMPLE PENCIL AND
MARKER DRAWINGS ON PAPER, SCANNED AND STYLIZED IN ADOBE PHOTOSHOP.

PARTICULARLY WITH THE SHOT FROM THIS TUTORIAL | WANTED TO INTRODUCE A SPECIAL

TYPE OF CHARACTER WITH THE STEREOTYPE FROM JAMES BOND MOVIES AND BATMAN AsS
WELL. SORT OF VERY CONFIDENT AND VERY POWERFUL SUPPORT OF THE MAIN CHARACTER
WHO PROVIDES THE MAIN CHARACTER WITH THE SPECIAL VEHICLE THAT WILL ALLOW HIM
TO WIN HIS RESPECT, HIS GIRLFRIEND AND HIS CAR BACK THAT WERE DISHONESTLY
CAPTURED BY THE ANTAGONIST. IN THIS WAY THE STORYBOARD WAS INTRODUCING THIS
CHARACTER WITH THE DIALOGUE THAT WILL INCORPORATE THE INTENT THAT HIS ROLE IS



REQUIRED. IMAGES BELOW ARE SHOWING THE BASIC REPRESENTATION OF THE AIMED SHOT
AND THE SETTINGS OF THE SHOT. BASICALLY THERE IS NOT JUST AN INTRODUCTION OF A
NEW CHARACTER IN THESE SHOTS, WE GET TO KNOW A NEW, HIDDEN AND POWERFUL CAR.

THE STORYBOARD IS A GOOD PLANNING TOOL NOT JUST TO GET THE COMPOSITIONAL
SOLUTIONS OF THE FRAME BUT ALSO DEFINING THE STYLE AND LOOK OF THE SETTING,
CHARACTER'S EXPRESSION AND COSTUMES AS WELL. [T WASN'T COMPLETELY NECESSARY TO
DO A STORYBOARD IN COLOR AND WITH ALL OTHER DETAILS BUT IT HELPS A LOT LATER ON
WHEN THE WHOLE PIECE COME TOGETHER.

animatic

WHEN THE STORYBOARD IS CREATED AND PLANNED OUT IT IS IMPORTANT TO MAKE A SIMPLE
ANIMATED VERSION OF THE STORYBOARD TO GET THE SENSE OF THE TIMING AND SPACING
OF THE TRAILER. YOU CAN SEE THE FULL VERSION OF THE ANIMATIC 0N THE DVD PROVIDED
WITH THIS DOCUMENT AND ALSO ON [HTTP://VIMEO.COM/14002351]. WHEN THE
STORYBOARD WAS CREATED THERE WERE EVALUATED THAT SOME SHOTS ARE TOO LONG
AND THE STORY IS NOT IN THE LIMITED ONE MINUTE DURATION SO THERE WERE REMOVED
SOME OF THE SHOTS WITH THE MENTOR AND LEFT JUST TWO SHOTS OF THIS BEAT OF THE
STORY. THAT WAS VERY IMPORTANT STAGE OF THE PRE-PRODUCTION PROCESS BECAUSE IT
GAVE THE SENSE THAT THE STORYBOARD DIDN'T TELL THE STORY THAT IT SHOULD TELL IN
THE TIME THAT IS LIMITED WITH ONE MINUTE, SO MANY SHOTS HAD TO BE PRIORITIZED AND
REMOVED AS IF THEY ARE NOT RELEVANT TO THE PACE OF THE STORY AND IF THEY ARE NOT
AFFECTING THE AUDIENCE AS MUCH AS THEY SHOULD. WHEN THE TIMING WAS
ESTABLISHED THIS IS IMPORTANT TO DEVELOP THE FINAL DESIGN AND LOOK OF THE SHOTS
THAT WILL BE CREATED BY THE END OF THIS TUTORIAL.

reference materials

AS SOON AS THE BASIC SETUP OF THE SHOTS WAS ESTABLISHED THE NEXT STEP IS TO
CREATE A CONCEPT ART AND GENERAL LOOK OF THE SHOT THAT THE AUDIENCE WILL SEE
FOR SEVERAL SECONDS BUT THEIR ATTRACTION WILL BE CAPTURED BY THE VERY
DEVELOPED LOOK OF THE SHOT. IN THIS CASE THERE WERE EXAMINED SOME REFERENCE
IMAGES IN ORDER TO GET THE IDEA OF THE LOOK OF THE ENVIRONMENT AND THE DESIGN OF
THE CAR THAT WILL BE PLACED INTO IT WITH THE MENTOR CHARACTER. THE SHOSEN CAR
FOR THESE TWO SHOTS IS THE CITROEN GT WHICH IS CONCEPT CAR THAT WAS INTRODUCED
ON PARIS MOTOR SHOW IN 2008 AND THERE WERE JUST 6 CARS BUILT IN THE WORLD. VERY
SOPHISTICATED AND INSPIRING LOOK OF THE CAR DESCRIBES THE NARRATIVE VOCABULARY
IN A VERY PRECISE WAY. HERE WAS A VIDEO OF THE COBRA CAR ADVERTISEMENT BASED AS
THE REFERENCE OF THE ENVIRONMENT OF THE SHOT AND THE IDEA THAT THE CAR IS
COMING FROM THE FLOOR DOOR.



concept art & drawings
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Before the actual production begins it is important to specify the final look of the
moving image product. Concept stage might be very detailed but for this shot the
entire look of the image is handled by mostly 3D visualization programs.

> MODELING [Maya]

modeling the car

TO MODEL A CAR IN MAYA IT IS REQUIRED THAT YOU UNDERSTAND AND KNOW HOW TO
MODEL SIMPLE OBJECTS AND DEPEND ON THE QUALITY THAT IS REQUIRED IT IS
IMPORTANT TO KNOW ADVANCED MODELING SKILLS. JUST ALIGN FOUR IMAGE PLANES
IN MAYA AND MAKE SURE THAT THEY ARE FIT WITHIN THE BOX SO ALL OF THE
GEOMETRY WILL BE MATCHING PERFECTLY WHEN YOU START CONSTRUCTING YOUR
SHAPE OF THE CARE. IT IS VERY IMPORTANT TO START WITH CURVE NETWORK SETUP
WHEN YOU CAN GO TO /CREATE/CREATE CV CURVE IN MAYA AND START LINE BY LINE
OUTLINE IN ALL 4 VIEWS - FRONT, SIDE, TOP AND REAR. IT IS IMPORTANT TO PAY
ATTENTION OF WHY THE CURVE IS BASICALLY IN THE SPOT. IN THIS CASE YOU CAN
CONSTRUCT A CURVE NETWORK THAT WILL VISUALLY TELL YOU HOW THE 3D OBJECT
LOOK LIKE IN TERMS OF PROPORTION, FORMS, DETAILS AND DIRECTIONS OF THE
SURFACES THAT HAS TO BE BUILT WITH "CREATE POLYGON TOOL" THE EXPERIENCE IS
REQUIRED FOR BUILDING THE CAR IN 2-3-4 DAYS OF WORK IF THERE IS NO INTERIOR
AND ENGINE MODELING INVOLVED. TWO WEEKS TOTAL MIGHT BE A VERY QUICK
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CONCEPT ART DEPARTMENT'S SKETCHES, DRAWINGS AND IMAGE PLANES. THE MORE
DETAILED THE MODEL THE MORE SPECTACULAR IT MIGHT PRODUCE THE EXPERIENCE.

modeling the garage

THE GARAGE WAS MODELED IN ORDER TO GET CALM AND VERY SAFE ENVIRONMENT
FOR THE CHARACTER. IN THE FILM SIN CiTY (FMILLER & R.RODRIGUEZ, 2005) ALL
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CitroenWingsModeling_win
CitroenWingsModeling_PAR

OF THE ACTORS WERE FILMED IN GREEN SCREEN ROOM AND COMPOSITED WITH CGl
FOR THE ENTIRE FEATURE FILM. IT IS HIGHLY IMPORTANT TO RECREATE A REALISTIC
LOOKING ENVIRONMENT TO BE ABLE TO TELL A BELIEVABLE VISUAL STORY THAT THE
AUDIENCE IDENTIFY CG ELEMENTS AS A NORMAL OBJECT IN THE WORLD.THIS IS THE
BASE OF THE IMAGE, THIS IS THE STRUCTURE OF THE AMBIENT OCCLUSION RENDERS,
THE MORE DETAILS YOU PUT IN TERMS OF ACTUAL BUILDING THE GEOMETRY, THE
MORE INTERESTING THE VIEW THAT YOU CAN GET. IN THE BALANCE OF RENDERING
TIME AND VIEWPORT PERFORMANCE FEEDBACK.



> FILMING [Green Screen]

green screen setup

THE MOST IMPORTANT RULE WORKING IN GREEN SCREEN IS TO SET UP THE LIGHTS
THAT ARE SEPARATE CHROMA KEYING ELEMENTS FROM LIVE ACTION ELEMENTS. THIS
WILL INCREASE THE KEYING PROCESS.

lighting setup

UNDERSTANDING OF THE BASIC THREE POINT LIGHT SET UP IS REQUIRED FOR MAKING
THIS SHOT. THE CHARACTER SHOULD BE HALF CONTRASTED TO THE SCENE AND NOT
ALL OF THE LIGHTING DETAILS ARE NEEDED FOR THE SHOT.

camera setup

CAMERA WORK IS HANDHELD AND OPERATOR STANDS ON THE DOLLY BEING PUSHED
TOWARDS THE ACTOR. THE WORK OF THE OPERATOR IS TO KEEP IN THE SAME FRAME
THE ACTOR AND IMAGINATIVE CAR ON THE RIGHT SIDE OF THE SHOT. THE CAR ITSELF
IN TERMS OF CINEMATOGRAPHY ACTS IN THE SHOT AS WELL COMING FROM THE
UNDERGROUND GARAGE SYSTEM. IT IS IMPORTANT TO UNDERSTAND THE
CINEMATOGRAPHY WHEN THE CAMERA WORK IS THE ACTUAL SUBJECT TO BE
EXAMINED.

IN GENERAL FILMING PROCESS IS THE PIPELINE THAT GOES IN A PARALLEL ACTION
WITH DIGITAL PRODUCTION AND TO BE ABLE TO SUCCESSFULLY HANDLE THE
PRODUCTION REQUIREMENTS IT IS SIGNIFICANT TO SAY THAT THERE ARE A LOT OF
ORGANIZING SKILLS REQUIRED FOR THIS PARTICULAR JOB. ACTING AS A GENERALIST
OF VISUAL EFFECTS FOR ANY FEATURE FILM THE TASK IS TO BE A PART OF THE FILM
PRODUCTION ON EVERY STAGE STARTING FROM PRE PRODUCTION, TAKING A PART IN
PRODUCTION AND POST PRODUCTION STAGES. IT IS IMPORTANT TO KNOW WHAT KIND
OF TOOLS ARE REQUIRED FOR THE VFX ARTIST ON STAGE. STICKY STRIPES TO PLACE
TRACKING MARKERS TO BE ABLE TO RECREATE THE ENTIRE OR THE PIECE OF THE
GEOMETRY OF THE SCENE. THE LOOK OF THE MARKERS COULD BE DIFFERENT BUT
THE CONTRASTED SHOULD BE VERY PRONOUNCED. THERE ARE MANY TRACKING
MARKERS COLD BE FOUNDED ONLINE AS WELL. BEING ABLE TO WORK WITH LIGHTS,
CAMERAS, TRIPODS, CRANES, PROJECTORS, NIGHT CLUB EQUIPMENT ON THE ACTUAL
STAGE. IT IS ALSO VERY CRUCIAL TO MAKE A TEST OF THE SHOT BEFORE THE ACTUAL
ACTOR IS ON STAGE TO BE PREPARED AND WORK ON CINEMATOGRAPHY DURING THE
ACTUAL PRODUCTION.



> 3D TRACKING [Boujou]

3d tracking is the process of defining the solutions of
geometry for the shot and solving the camera path

masking

MASKING IS THE PROCESS OF ROTOSCOPED SHAPE AROUND THE MOVING OBJECT IN
THE SCENE. FROM THIS POINT THIS DOCUMENT BECOMES ABSOLUTELY PROJECT
ORIENTED AND MIGHT BE A BIT TOO TECHNICAL BUT WITH FOLLOWING THE LINE OF
THOUGHT YOU CAN GET THE STRUCTURED IDEA OF THE PIPELINE FOR THIS
PARTICULAR sHOT.0PEN BOUJOU, AND OPEN YOUR AFTER EFFECTS EXPORTED
EARLIER AN IMAGE SEQUENCE OF THE SHOT THAT IS GOING TO BE TRACKED. YES, WE
NEED TO WORK WITH IMAGE SEQUENCE AND YOU CAN FIND THE FILES ON THE CD
ATTACHED TO THIS DOCUMENT. THEN YOU NEED TO CHOSE A TOOL CALLED ADD PoLy
MASKS IN THE Boujou MENU AND USING A WACOM TABLET IT IS A MUST TO DRAW
THE CONTOURS OF THE MOVING OBJECT IN THE SHOT SO WE CAN TRACK THE SCENE
ONLY, WHICH IS CALLED THE STATIC SCENE. EVERYTHING THAT IS MOVING IN THE
SHOT SHOULD BE ROTOSCOPED BEFORE TRACKING PROCESS.

lens distortion

IF YOUR FOOTAGE HAS A GREAT MOUNT OF LENS DISTORTION YOU MIGHT FIX IT WITH
AsSES LENS DISTORTION DIALOGUE IN BOUJOU AND ASSIGN CALIBRATION LINES TO
STABILIZE THE GEOMETRICAL SHAPE OF THE SHOT.

tracking

TO START TRACKING WE HAVE TO MAKE SURE THAT THE ROTOSCOPED MASK FLOWS
NICELY AROUND THE MOVING OBJECT IN THE SCENE. THE WE CLICK ON TRACK
FEATURE IN BOUJOU TO START TRACKING THE SCENE. YOU WILL SEE RED DOT
FEEDBACKS AROUND THE SPACE. WHAT BOUJOU IS DOING IS IT ANALYSES THE
DIFFERENTIATION IN POSITIONING OF THE SAME POINT ON THE FOOTAGE AND LINK IT
TO THE MOVE OF THE CAMERA. SO AFTER THE FOOTAGE IS TRACKED YOU CAN PLAY
AROUND WITH DIFFERENT SETTINGS OF TRACK FEATURE DIALOGUE SUCH AS IN
ADVANCED TAB YOU CAN INCREASE THE SENSITIVITY OF YOUR TRACKS, AMOUNT OF
TRACKS AND THE SIZE OF TRACKS. IT IS DEFINITELY RECOMMENDED TO USE SMALL
TRACKS WITH HIGHEST LEVEL OF SENSITIVITY AND USE LOTS OF TRACKS FOR THAT. IT
DEPEND ON THE NATURE OF THE SHOT. AFTER THE TRACKS ARE PLACED ONTO LIVE



ACTION PLATE WE HAVE TO SOLVE THE CAMERA PATH TO FIGURE OUT WHAT IS THE
CAMERA DOING IN RELATION TO THOSE POINTS IN SPACE IN THE SCENE. SO WE PRESS
ON THE SOLVE CAMERA BUTTON IN Boujou AND DEPEND ON THE VERSION YOU CLICK
ON SMOOTH THE CAMERA PATH BEFORE YOU START CAMERA SOLVING PROCESS. IT
WILL TAKE A WHILE AND DEPEND ON THE RESOLUTION OF YOUR FOOTAGE IT WILL
PLAY IT THROUGH ON THE POSSIBLE RAM ABILITIES. AFTER YOU DONE WITH THAT
YOU CAN PRESS A 3D BUTTON AND NAVIGATE IN 3D SPACE IN Boujou TO SEE THE
CAMERA PATH AND THE SCENE THAT BEEN CREATED. NOW THERE IS ANOTHER OPTION
OF THE FOLLOWING WITH THE PROJECT AND IT IS THAT YOU MIGHT GET LOST ALL
LOGICAL CONTROL OF WHAT THE Boujou IS GIVING YOU. TRY TO TRACK YOUR
FOOTAGE WITH THE DIFFERENT TRACKING OPTIONS, SUCH AS DENSITY OF TRACKERS,
SENSITIVITY, SIZE OF THEM. FOR COMPLEX SCENES LIKE FOREST AND OTHER
NATURAL PHENOMENA IT MIGHT BE A TECHNIQUE OF THE MANUAL TRACKING
APPLIED.

exporting

NOW WE READY TO EXPORT OUR PROJECT INTO MAYA TO BE ABLE TE RECREATE A
STATIC SCENE FOR CGl PLACEMENT. TO DO THAT SIMPLY GO IN BOUJOU TO EXPORT
CAMERA SOLVE, IT IS ON TOP IN THE MENU IN BDUJOU AND SELECT MAYA 4+, TYPE
OF FILE. OPEN THIS FILE IN MAYA AND JUMP INTO PERSPECTIVE VIEW AND VIEW THAT
THE BOUJOU BRINGS INTO THE SCENE. [T SHOULD HAVE A PLANE ASSIGNED TO THE
CAMERA SO YOU CAN SEE THE SEQUENCE PLAYING AND REFERENCE POINTS IN 3D
FROM THE SIDE PERSPECTIVE VIEW SO YOU CAN RECREATE THE GEOMETRY OF THE
SCENE. THEN IT IS THE MATTER OF JUST IMPORTING DIFFERENT PROPS INTO MAYA
SCENE AND START CONSTRUCTING YOUR OWN SET FOR THAT SHOT. FOR THIS
PARTICULAR RPOJECT YOU CAN FIND A BOUJOU FILE EXPORTED FOR MAYA SO You
CAN START FROM THIS STAGE. BASICALLY NOW IT IS THE ARTISTIC WAY OF
ESTABLISHING THE SHOT IN RELATION TO CG / LIVE ACTION RELATIONSHIPS.

> MATCH-MOVING [Maya]

MATCH-MOVING PROCESS IS BASED ON CONSTRUCTING THE GEOMETRY OF THE SHOT
BASED ON OPTICAL 3D TRACKING MARKERS TO INTEGRATE CG ELEMENTS TO THE
SHOT. THE TASK IS TO MATCH THE OPTICAL PLACEMENT OF THE MOVING IMAGE
COMPONENT SUCH AS LIVE ACTION AND CG ELEMENTS. THINGS TO BE AWARE OF ON
THE TRACKING PROCESS ARE LIGHTS, 2D AND 3D DIFFERENCES, DEPTH OF THE
COMPOSITION AND SUCH ON. THIS PROCESS COULD BE USED AS A IMAGE-BASED
MODELING SOFTWARE THAT ALLOW TO RECREATE THE 3D OBJECTS FROM LIVE ACTION
MATERIALS.



matching geometry of the scene

SO THANKS FOR BOUJOU REFERENCE POINTS WE CAN RECREATE IN MAYA ALL SORTS
OF PLACEMENTS. THIS SHOT PARTICULARLY IS QUITE CHALLENGING IN TERMS OF THE
PERCENTAGE OF THE C(G PLACED TO THE SHOT WHICH WAS AT LEAST 80% OF THE
SHOT. SO THERE WERE VERY IMPORTANT MATCHINGS OF THE FLOOR AND WALL WERE
TAKEN INTO A COUNT TO BE ABLE TO UNDERSTAND HOW THE SCENE IS CONSTRUCTED.
THE SCALE ISSUE IS VERY IMPORTANT BECAUSE THE MAIN AIM IS TO MAKE A
BELIEVABLE EFFECT THAT THE AUDIENCES PERCEPTION WILL BE SHATTERED THAT IT
HAS A LINK TO THE UNCANNY FEELING OF EVERYDAY LIVES.

animation

THE CONCEPT OF THE SHOT IS THE DIRECTOR'S DECISION AND IT IS ENTIRELY UP TO
YOU WHAT SORT OF CONTENT YOU MIGHT USE IN THE SCENE BUT FOR THIS SHOT
PARTICULARLY THERE WERE THE CAN AND THE UNDERGROUND GATES ANIMATED AS
WELL. IT IS JUST TO GET THE ATTENTION OF THE AUDIENCE FROM THE LEFT SIDE OF
THE FRAME TO THE RIGHT ONE WHERE THE C(G ACTION IS TAKEN PLACE. ANIMATION
OF THE CG ELEMENTS IS THE TRADITIONAL METHOD OF USING CG ELEMENTS PLACED
INTO LIVE ACTION FOR SHATTERING IMAGINATION OF THE AUDIENCE. IT IS QUITE
SMALL AND NOT EXAGGERATED BUT IT GIVES THE SENSE OF THE WEIGHT OF THE CAR
WHEN IT REACHES THE LIMIT OF AUTOMATED GATES.

lighting setup

THE RULE IS TO PLACE THE LIGHTS IN YOUR CG SCENE IN MAYA EXACTLY IN THE SAME
SPOT WITH THE SAME INTENSITY VALUES AS THEY WERE INSTALLED ON THE
PHYSICAL SET WHILE PRODUCING THE SHOT. IN THIS CASE THE INTEGRATED AND
MATCHED 3D GEOMETRY WILL FIT THE OVERALL LIGHTING CONDITIONS IN THE SHOT.
YOU CAN GIVE AN EXTRA ATMOSPHERE EFFECTS WITH USING A GLOW SLIDER OF THE
SURFACE SHADER MATERIAL APPLIED TO THE OBJECT AS WELL. PARTICLE EFFECTS
COULD BE ADDED AS WELL.

shadows and reflections

IF THE SCENE REQUIRED TO CAST SHADOWS OF THE PLACED CG ELEMENTS IT IS
IMPORTANT TO PUT THE PLATES THAT WILL CAST SHADOWS OF THE MOVING
GEOMETRY IN THE SHOT. DEPEND ON THE NATURE OF THE SHOT IT IS A DIFFERENT
PLACEMENT OF REFLECTIVE AND CASTING SHADOWS SURFACES.



multi-pass rendering

MULTI-PASS RENDERING IS THE BASIC WORKFLOW IN ANY PIPELINE THAT INVOLVES
3D PRODUCTION. FOR THIS PARTICULAR TUTORIAL THERE IS NO INFORMATION ON
THAT BECAUSE DUE TO THE CURVATURE OF THE LEARNING PROCESS IT WASN'T
ENOUGH EXPERIENCE TO FIGURE OUT THIS PROCESS FOR THIS PROJECT. THE REASON
FOR THAT IS NOT KNOWING THE BEHAVIOR OF THE COMPOSITING SOFTWARE NUKE
THAT IS HAS TO BE ADJUSTED IN A SOPHISTICATED WAY THAT IT CAN BLEND
DIFFERENT RENDER PASSES. REMEMBER THAT WE USING MENTAL RAY RENDERING
ENGINE WITH MR MATERIALS SO THE SET-UP OF THE SHADING VIEW SHOULD BE A BIT
MORE INVOLVED. IN TERMS OF EXPERIMENTATION OF THE PROCESS OF RENDER
PASSES IT IS TO GO TO RENDER LAYERS AND ADD THE APPROPRIATE GEOMETRY TO
THE LAYER AND ASSIGN THE PRESETS LIKE AMBIENT OCCLUSION, SPECULAR, ZDEPTH
AND SUCH ON. IT IS BASICALLY THE TUTORIAL IN ITSELF. 3D ARTISTRY SHOULD BE
HANDLED IN A WAY THAT YOU CAN PROPERLY RENDER IMAGES FROM MAYA WITH
RIGHT LIGHT, MATERIALS, GEOMETRY SET-UP, MODELING, SHADING, LIGHTING,
ANIMATION, TEST WITH PLAY BLASTS IN FULL HD RESOLUTION 1920X1080. THE
AMOUNT OF FRAMES SHOULD BE EXACTLY THE SAME AS YOUR ORIGINAL FOOTAGE
AND THE FRAME RATE SHOULD BE IDENTICAL AS WELL.

> COMPOSITING [After FX, Nuke]
compositing

BEFORE THIS SECTION OF THE PIPELINE BEGINS CHECK THAT YOU HAVE : 1. ORIGINAL
PLATE OF THE VIDEO WITH GS BACKGROUNDS FOR KEYING OUT. 2. RENDERED 3D
SEQUENCE WITH PLACED CG ELEMENTS TO THE SHAME SHOT. THEIR FRAMES
SHOULD BE THE SAME AS WELL AS FRAME RATES. S0 INSIDE NUKE YOU PRESS R TO
BRING THE READ NODE AND YOU MOUSE SHOULD BE OVER THE AREA WHERE THE
NODES ARE. THEN NAVIGATE TO BRING BOTH YOUR ORIGINAL FOOTAGE AND
RENDERED CG FROM MAYA SEQUENCES. BRING THE PRIMATE NODE INTO A NODE
EDITOR IN NUKE AND PRESSING SHIT+APPLE AND DRAG THE AREA TO KEY OUT.
CHANGING DIFFERENT MODES OF THE NODE SUCH AS CLEAN BG AND FG PULL ouT
THE GOOD KEYING OF THE SHOT. IT IS IMPORTANT TO WORK AND CHECK YOUR KEYIGN
IN THE ALPHA CHANNEL BY PRESSING A ON THE KEYBOARD WHILE ON THE VIEW. [T IS
RECOMENDED THAT YOU WATCH VIDEO FILES THAT COME WITH THIS CD so You caN
GET THE IDEA OF HOW TO KEY OUT PROPERLY IN NUKE ENVIRONMENT. BY WATCHING
THE VIDEO YOU CAN MENTION THAT THERE WERE MANAGED DIFFERENT TYPRES OF
PROBLEMS WORKING WITH NEW SOFTWARE NUKE. WRITE NODE IS QUITE TRICKY
WHEN YOU WILL NEED TO EXPORT THE FILE INTO AN IMAGE SEQUENCE OR A .MOV
FILE.



color correction, lighting

OVERALL COLOR AND ATMOSPHERE OF THE SHOT IS TO BE DONE IN AFTER EFFECTS
AND USING THE PLUGIN CALLED MAGIC BULLET LOOKS TO BE ABLE TO COLOR
CORRECT THE SHOT. IT IS A SOPHISTICATED CONTROL OF THE COLOR DATA IN THE
SHOT AND VERY USEFUL TOOL FOR HAVING PRESETS THAT COULD BE MODIFIED AND
ADJUSTED TO GET THE LOOK THAT WE AIMING. IN THE VIDEQ | DON'T USE MAGIC
BULLET BECAUSE IT IS A PRODUCT THAT IS NOT AVAILABLE FOR EVERYONE SO ON THE
VIDEO YQOU CAN FIND ANOTHER TECHNIQUE HOW TO BE ABLE TO CONTROL THE COLOR
DATA OF YOUR SHOT IN THE WAY THAT IT DRIVES THE NARRATIVE IN TERMS OF
COLORIZING THE MOOD OF THE SHOT. NOTHING TOO COMPLEX OR UNUSUAL
COMPONENTS WERE USED IN AFTER EFFECTS, JUST SEVERAL COMBINATIONS OF
LeEVELS, CURVES, HUE, SATURATION, COLORIZING, TINT AND BLUR. WORKING IN
DIFFERENT RGB CHANNELS TO GET THE COLOR CORRECTED VIEW OF THE SHOT IN
THE PROPER WAY.

> SFX

IN THE VIDEO ABOUT THE SOUND YOU SEE HOW THE PROPER SHOT COULD BE
SOUNDED WITH SOUND EFFECTS WHERE THERE WERE FINAL CUT PRO AND
SOUNDTRACK PRO USED TO BE ABLE TO MATCH THE SOUNDTRACK FOR THE EXPORTED
FROM AFTER EFFECTS COMPOSITED SHOT. ADOBE SOUND BOOTH COULD BE USED TO
EXTRACT .MP3 AUDIO DATA FROM THE ORIGINAL SHOT AND BY BRINGING THE FINAL
SHOT INTO SOUNDTRACK PRO YOU CAN REPLACE IT WITH THE ORIGINAL, ADD SOUND
EFFECTS, INCREASE, DECREASE THE NOISE, MAKE THE VOICE LOUDER AND FADE IN
AND OUT AS WELL. ITS PRETTY SOPHISTICATED PIECE OF SOFTWARE THAT ALLOW YOU
TO CONTROL THE SOUND COMPONENT OF THE MEDIA. YOU WOULDN'T BE ABLE TO
HEAR SOUNDS IN THE VIDEO PROVIDED BUT YOU CAN GET THE IDEA HOW TO PUT
TRACKS AND HOW TO EXPORT YOUR MEDIA.

> FINAL CUT

FINALLY WHEN THE SOUNDTRACK IS PRODUCED IT IS THE RIGHT TIME TO OPEN BOTH
THE SOUNDTRACK AND VIDEO FILE IN FINAL CUT PRO AND DRAG BOTH FILES INTO
CREATED PROJECT DIRECTORY. MAKE SURE THAT THE AUDIO FILE MATCHING WITH
VIDEO FILE BY PLAYING A TEST RUN. USUALLY APPLE PRO RES [LT] IS WORKING FINE
WITH .MQOV COMPRESSIONS WHERE YOU CAN GET THE SOUNDED VERSION OF YOUR
FINISHED SHOT.



> RATIONALE

THIS TUTORIAL IS THE FOLLOWING DOCUMENT TO THE PROJECT FILES ON THE DVD
THAT WILL HELP TO CREATE A FULLY FUNCTIONING LIVE ACTION CG INTEGRATED
SHOT USING MATCH - MOVING PROCESS BASED ON 3D TRACKING AND CAMERA SOLVE
TECHNOLOGIES. ART PART OF THE PROJECT REFLECTED IN THE COLOR CORRECTION
SECTION OF THIS TUTORIAL.

IN TERMS OF STYLISTIC DECISIONS AND ESTHETICS OF THE SHOT THE VERY
SOPHISTICATED GARAGE INTERIOR WAS CREATED TO PLACE THE FIGURE INTO LIVE
ACTION PLATE MATCHING THE ENVIRONMENT AND LIGHT CONDITIONS AS WELL.

THE CAR PRESENTED IN THE SHOT AS A CHARACTER AND THE LIVE ACTION
CHARACTER IS IDENTIFIABLE WITH THE CAR. 0 THE NICELY ANIMATED ACTION OF THE
CAR WITH SLIGHT MOVEMENT OF THE FRONT WHEEL AND LITTLE SUSPENSION BUMP
THE ANIMATION PART OF THE PRODUCT DELIVERS AND ARTISTIC APPROACH TO BE
ABLE TO ACCOMPLISH THE ATTRACTION MOMENT FOR THE AUDIENCE.



IN GENERAL THE SHOT BASICALLY CONSTRUCTED ON THE VISUAL FORMS THAT PLACE
THE AUDIENCE INTO THE ROOM WITH THE CAR COMING FROM GARAGE UNDERGROUND
HYDRAULIC SYSTEMS. THIS IS VERY IMPRESSIVE EXPERIENCE IN TERMS OF VISUAL
EXPERIENCE OF THE AUDIENCE.

THIS EFFECT IS FOR THE ENHANCEMENT OF THE VISUAL ESTHETICS OF THE WORLD
THAT WE ARE LIVE IN TODAY. WHERE AND WHEN THE EXPERIENCE OF ANY PERSON ON
THE STREET IS LIMITED WITH CASUAL COLORS AND WHERE THE MEDIA CHALLENGES
THAT PERCEPTION TO BE ABLE TO PLACE THE GUEST INTO A JOURNEY OF VIRTUAL
SPACE. LIGHTING AND STYLE OF THE INTERIOR WAS STUDIED AND REFERENCED FROM
IMAGE BANK COLLECTED FOR THIS PROJECT AS WELL. THE TEXTURE ON THE WALL
AND THE MATERIAL SET UP FOR MENTAL RAY IN MAYA ARE IN THE CD WITH THIS BOOK.
YOU CAN SEE HOW TO SET UP THE BUMP MAPS AND PLACE THE UV ONTO
GEOMETRIES, BASICALLY THE ENTIRE PRODUCTION PIPELINE FOR MAKING AN
EFFECTIVE CG LIVE ACTION SHOT. PUSHING THE PROJECT ON THE NEXT LEVEL THERE
WERE VIDEO FILES OF THE VIDEO REFERENCES CREATED FOR THIS TUTORIAL AS WELL.



> CONCLUSION

LEARNING OUTCOME FROM THIS PROCESS OF DOCUMENTING THE TUTORIAL AND
PRODUCING THE ACTUAL MEDIA GOT THE IDEA HOW MUCH TIME IT TAKES TO
ACTUALLY PRODUCE THE SHOT WITH BOTH MODELING OR DIGITAL AND FILMMAKING
PHYSICAL PROCESS, MAKING THE POST PRODUCTION FOR THE SHOT FROM SCRATCH
ITIS ABIT OF ACHALLENGE FOR THE UNEXPERIENCED USER SO MAKE SURE THAT IS TO
BE ABLE TO COMPLETE SUCH TUTORIAL YOU MIGHT REQUIRE A PROFESSIONAL
TRAINING OF SOME OF SOFTWARE PRODUCTS BUT IF YOU FOLLOW THE ARTISTIC PART
OF THE WORKBOOK YOU CAN GET THE IDEA OF WHAT CAN BE LOGICALLY DONE USING
THIS FILMMAKING TECHNOLOGY AS A PIPELINE FOR SOME SHOTS.

THE SECOND EVALUATION OF THE TUTORIAL IS THE PROPS MAKING STATEMENT
WHERE THE IDEA THAT THE LABOUR DIVIDED FORCES CAN BE HELPFUL AS A
PROVIDERS OF 3D GEOMETRY SO THE MODELING PROCESS IS COMPLETELY HANDLED
BY THE MODELING DEPARTMENT. THE ANIMATION AND TESTING OF THE SHOT AND IN
GENERAL 3D PRODUCTION IS QUITE TIME CONSUMING PROCESS AND SOMETIMES THE
COMPROMISES OF THE QUALITY IS THE SUBJECT TO DEAL WITH AND THE OVERALL
PICTURE LOOKS OKAY.

THE FACT THAT IT IS HAS TO BE A TUTORIAL WAS SO GREAT BECAUSE THE PROJECT
BECOME MORE ORGANIZED AND DIRECTED WITH KEEPING NOTES AND PROJECT FILES
THAT IT SPEED UP THE WORKFLOW OF THE DIGITAL PRODUCTION. THE RESEARCH
AROUND THE SUBJECT AREA OF USING EFFECTS AS A MEDIA TO COMMUNICATE WITH
NARRATIVE INSTRUMENTS AND PROVIDE AND VISUAL PLEASURE TO THE VIEWER
WHQ'S PERCEPTION CAPTURED BY AN AMAZING CG ELEMENTS IN THE SHOT.

ENJOY FOLLOWING THE TUTORIAL AND USING PROJECT FILES FROM THE CD PROVIDED,
WATCH THE VIDEOS OF ACTUAL PRODUCTION OF THE SHOT FROM START TO FINISH TO
GET THE IDEA OF THE ACTUAL PRODUCTION.
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