
Gabriel Lopez 

Lighting, Rendering AND Compositing! 
Before we get into actually going into Nuke and compositing, I’d like to point out some 

of the things that a compositor should keep in mind. You can’t just wait until you get the 

render to get to work, you have to make sure that the lighting team and rendering team are 

doing their jobs to ensure you get the best product possible for your work. 

 

Compositing Checklist: 

So I think that the two most important things you’ll need to understand and take into account 

while compositing like I mentioned above are Lighting & Rendering. I’ll try my best to break 

them down below but think of those two things plus Compositing as the holy trinity of 

post-production. 

 

Lighting 

Correct File Structure: 

So before we go into anything, you should check with your Production Manager, Leads or 

Asset Manager that you have the correct folder structure set up so that you can properly get 

your work done. If your lights are being referenced, you’ll need to have all of those base files in 

the correct place or else you won’t see them in the file that they are referenced in.  

File referencing is extremely important while lighting, rendering and compositing so it’s vital 

that you start doing this as correctly and efficiently as possible when getting to this stage of 

the pipeline. 

 

Introduction to Renderman: 

Majority of the information I’ll review in this section will be derived from the Renderman 

documentation, which I recommend all you to look over at least once or twice and just explore 

everything Renderman has to offer. 

 



 

For the references I use in this document, we were using Renderman 23 at the time so just 

look for the version of Renderman documentation that applies to the version you're using 

since it’s constantly changing and updating for the better. 

First thing to know is that Renderman’s most commonly used material is PxrSurface. This is 

what we’ll be using when we assign the textures to the geometry so that they show up in the 

scene (alongside Renderman lights). 

 

Renderman has a variety of lights at their disposal, but for the most part Symfaunic used two 

lights.  

- PxrRectLights and PxrDiskLights, which are the most basic lights Renderman has to 

offer. Their maya equivalent ranges from Directional light, Area light, Point light, Spot 

light, etc. So you can already see that they’re extremely versatile and Renderman 

allows you to use either of them in many more ways than Maya Software lights. You 

can also apply filters to these lights, like a barn door filter, to further their use. 

The only other light we used in Symfaunic was our PxrEndDaylight that we used to set the 

overall tone and mood of the glade by simulating the time of  day and the sun's positioning in 

accordance to that time. You can also use it to simulate a location on Earth if you want to be 

really specific about your lighting scheme. 

 

PxrEnvDaylight: 

For the most part, almost all of the past character animation films that take place in an 

outdoor environment have used either a Dome light (Skydome, HDRI, etc) or an Environment 

light to light up their world. It makes it super easy to light everything up at once while still 

giving you room to go into specific areas on a shot per shot basis and fine tune with more 

lights. 

- Symfaunic actually had 3 different ‘master’ lighting setups that used this environment 

daylight; Morning, Midday & Night. We split those 3 up even further by having a Dawn 



 

within the Morning file, Afternoon and Sunset within the Midday file, and Dusk 

within the Night file. 

- To set these up we saved the settings for each of the time of days as presets in your 

preferences and they save on a per pc basis so you’d always have it on your computer 

even after closing out of Maya. 

 

Setting up Textures: 

This is one of the most critical steps that lighting team will have to be wary of because these 

textures are what allows you to light the scene properly. Prior to lighting you’ll need to make 

sure you have all your textures downloaded and connected properly, especially if you’re 

referencing things across multiple files. 

- You should double check with your Art Directors, Texturing Lead or Set Dresser to 

assure that you have everything you need to begin lighting your environment. 

 

Lighting Workflow & Tips: 

So now that you have all the files you need, let’s go through what your workflow will look like 

and I’ve included some tips and tricks about things to think about when lighting a scene.  

- I’ve gathered these notes over time from various textbooks and siggraph talks. 

 

So usually Lighting happens after or during Animation, it depends on how your Directors and 

Production Manager have your pipeline set up. Symfaunic used both methods of lighting, both 

have their pros and cons but the differences aren’t that big to make an impact on the 

development of the film or disrupt the pipeline in any way I think. 

After making sure you have all your files and references in place to start working, you should 

always keep your lights grouped up in the Outliner for ease of access and organization.  

While lighting a scene you should always keep this question and three answers in mind, 

alongside some other things to help you tell a story through your lighting. 

 



 

-  What makes good visual storytelling? 

- Creating Mood 

- Sculpting Visual Shaping 

- Directing the Viewer’s Eye 

- Creating Mood: All of these things play a huge role in allowing you to create the mood 

for the shot you’re lighting. 

- Light Value 

- Light Position 

- Color/Hue/Saturation 

- Overall Softness 

- Psychology of Light & Color 

- Sculpting Visual Shaping: 

- What is Visual Shaping? 

- It is the light to dark values that shift across an object or scene in order 

to communicate mass or add visual appeal 

- Directing the Viewer’s Eye: 

- Your job is to make the audience focus on what’s important. Here are some 

things you can use to accomplish this: 

- Light over dark 

- Complementary colors 

- Warm over cool 

- Always ask yourself, What is the story? How do YOU show it? 

- Always think about the story. 

- In a film, it’s not always the most beautiful images that are the most important. 

It is the ones that tell the story. 

- Don’t worry about being technically sound. Focus on the storytelling. 

 



 

While you're working with your lights and playing with things like Intensity, Exposure, Cone 

Angle, Cone Softness, and Shadows you should always think about the following: 

- Shadows are not black. There are a multitude of variables that go into the color of a 

shadow. You should really analyze your references for shadow and think about what 

may be contributing to the color. 

- All light in the real world has color. Whether it is natural or man-made, light will 

always cast some shade of warm or cool light. 

- Even though light in the real world almost always has color, the default color of 

light in almost all renderers is white. Therefore it is absolutely essential for 

CG lights to adjust the light color in order to create a successful final image. 

 

IPR Render: 

One of the many toys that Renderman has to offer you while working is it’s IPR Render. IPR 

stands for Interactive Preview Rendering. It’s a way for you to see your render in real-time 

without having to use all the resources and power a final render would need. So this means 

that while, yes, the IPR preview won’t be at max sample rate, it’s able to show you updates as 

you make them in Maya. So let’s talk about how to use it! 

- You’ll find the IPR Render in the Renderman tab 

 

 



 

- Once you click it, it’ll start a render of your scene in real-time and your interface should 

look something like this: 

 

- Now if you open up your IPR Render and notice that you don’t have the menu I have 

on the left, that’s ok. That menu is the Catalog. It allows you to save out your multiple 

renders so that you can compare and contrast the differences you’ve made as you light. 

Here’s how to activate it: 

- Up top in the IPR menu, you click on Window and you should be able to select 

Catalog, like so:   

- The keyboard shortcut for the Catalog to appear in IPR would be C 



 

- So I mentioned above how you can use this IPR to go back between iterations and see 

the difference. So let’s say you open up your IPR window and begin a render and it 

finishes. Now what? 

- You press this button right here: 

 

- That little clapboard with the cancel circle stops the current render 

- (Because even though your render is done, it’s still technically rendering 

in real-time so if you were to change something in Maya, the IPR would 

react to it immediately and restart your render to show the changes you 

made.) 

- So now that you’ve stopped the render, you have that image in your Catalog 

- It is important to never close out of your IPR Render window while 

working because you will lose everything in your Catalog 

- So now all you have to do is minimize the IPR Render window, make any 

changes in Maya and once you do that, go back into your IPR window and press 

the keyboard shortcut R to begin a new render. You’ll notice that a new image 



 

appears in your Catalog, allowing you to switch from one to another 

 

- Now you know how to use the IPR Render to help you adjust your render accordingly 

and efficiently. For the sake of showing WIPs and stuff, or sending what you see in your 

IPR to someone for questions, critique or advice, you can just Ctrl+C inside the IPR 

Render and it’ll automatically copy the image itself and you can paste it wherever 

you’d like (Discord, Word Doc, Paint, etc). 

 

Light Linking: 

First thing you should know is what light linking is. Light linking is pretty much a way to 

make it so that certain lights hit certain objects. You can use it to control what your lights hit 

and don’t hit.  

An example of how we use this, is for our characters. Cornelius and Clove both have a 3 point 

lighting rig that is parented to their rig and the lights are light linked to it so that they are 

always lit at any point in the film. This allows us to have more control over their lighting so 

that they’re always correctly lit and never lost in the background.  

 

So let’s go over the light linking menu and I’ll be using Cornelius’ Rig to show you where the 

light linking menu is and how to use it. 

- So the light linking menu is found in your relationship editor tab under Windows 

 



 

-  From here, you’ll want to select Light-Centric. 

- The difference between Light-Centric and Object-Centric is that light centric 

lets you choose what each light hits, while the object centric allows you to 

choose what each object gets hit by. So they both end up doing the same thing. 

- We’ll only be using Light-Centric light linking for our shots.  

- So after clicking Light-Centric, this is what your menu should look like: 

 

- On the Left you have the lights available to select from and on the Right you 

have the objects available to select from 

- You can see that these lights are linked to Cornelius 

 

- Check to see that your Fill & Rim lights look like this 

 



 

- Here’s a quick example to show you Light Linking in action. I placed a cube next to 

Cornelius and made sure that the lights WEREN’T linked to it. So they should only hit 

Cornelius 

 

- Left picture is the view in the viewport and Right picture is the render 

 

- So that’s pretty much how light linking works. We don’t want to use it a lot because if 

everything is light linked then it might start looking CG and fake. So we only want to 

use it when we really need it, trying our best to blend it with surrounding lighting so 

it’s not too obvious. But this doesn’t mean that light linking either, the trick is finding a 

balance between light linking things on and off. 

- Another light linking note is that for the characters, these three lights should only be 

hitting your characters. You don’t want your environment being affected by Cornelius’ 

fill light or something like that. You’ll want to create other lights for any other needs 

your shot needs. 

- Be sure to check your light linked relationships prior to review to make sure you have 

everything done correctly. You should get in the habit of thinking ahead and doing 

these connections while you work so that you could always get the most accurate IPR 

when testing to see what your shot lighting looks like. 

 



 

Rendering 

Now that your lighting should be a good spot, it’s probably ready to move onto render 

preparation and making sure you set everything up in the file for your shot to render out 

properly following the guidelines your Rendering Lead or Technical Director might set up for 

you to follow. Let’s go over a list of things you should make sure to do with your file before 

rendering. 

 

Baking Animation: 

Baking is pretty much the process of “freezing” your animation onto your models. It helps 

clean up the render so that it doesn’t bog down with rigs and such. Baking can include 

anything from Character, Props and Environment. 

If you don’t know how to bake the animation, here’s how: 

- You’ll first need to select what you want to bake. You can just select things individually 

on the outliner and follow the steps below to bake. 

- However sometimes Maya doesn’t actually select all when you do this, a way to 

avoid you missing something is to always Select > Hierarchy after selecting 

something 

 

- This ensures that you select any/all the curves you’ll need to bake.  

- You’ll want to go in your animation menu in Maya and go to Key > Bake 

Simulation.  

- See below. 



 

 

- That should open this menu up: 

 



 

- We’re pretty much using the default settings for Baking the animation except for the 

New Layer option. Just to be safe, we’re going with the decision of having the bake be 

on it’s own layer after it’s done. 

- These settings can change depending on what your leads want. 

 

References: 

- Import any references you might have in your scene 

 

Lights: 

- Double check your light linking relationships are correct, check with Lighting Lead to 

double check these connections to assure that they’re correct. 

- Check light groups, make sure that all the lights are connected to the proper groups 

and go over your AOVs with Lighting Lead 

 

Textures: 

- Go over the texture nodes with your  Texturing Lead and make sure everything is 

connected properly. 

- Make sure Linearize is checked on the textures in the Hypershade for the diffuse maps 

- Linearize is needed when using Renderman because of the way it calculates 

certain things. (The documentation has a much smarter way of explaining its 

needs and usage).  

- Just know that if you don’t have it clicked, your textures may or may not render 

out washed out and bleak. Linearize will give you the most accurate 

representation of the colors of your texture. 

- This note isn’t directly correlated to the textures, but go over the subdivision scheme 

for any models that might need it. 

 

 



 

Render Settings: 

So let’s go over what the actual render settings might look like for your shots. These numbers 

were the numbers Symfaunic used for our shots, we really switched from one set of numbers 

to another. Essentially deciding when and where to have Quality or High Quality. 

The main factor in deciding the quality switch was how close the shot was. If the shot had one 

of the characters up close then it was a High Quality shot so that we could keep all those 

details you’d see up close. For everything else, like shots that showed off our environment or 

action shots, we kept at just normal quality. 

- These were the settings Symfaunic used, this could change for whatever needs your 

film might require, so consult with your leads or Technical Director for numbers that 

suit your film! 

- Sampling: 

- Min Samples: 16 

- Max Samples: 64 

- High Quality: 128 

- Pixel Variance: .06 

- High Quality: .03 

- Dark Falloff: .025 

- High Quality: .01 

- Integrator: PxrPathTracer 

- Indirect Samples: 

- High Quality: 3 

- Max Specular Depth: 1 

- High Quality: 6 

- Max Diffuse Depth: 1 

- High Quality: 2 

- Features: 

- PxrCryptomatte 



 

MatteIDs: 

MatteIDs were used in Symfaunic for parts that glow, this allows us specific control over what 

parts we want to glow and which parts don’t. Here’s a brief explanation of how to use them to 

give better clarity on what they are and when you can use them. 

It’s first created inside Maya’s Hypershade menu by just making a MatteID node in the node 

editor and attach Result AOV to Utility Pattern 1 (If your scene has multiple MatteIDs, start 

using Utility Pattern 2, 3, etc.)  in the PxrSurface node 

 

 

 

- Once you have the correct file within the node, we’ll want to connect this PxrTexture 

node to the MatteID node. 



 

- On top of making the node, you also need to make a MatteID in your Attribute Editor. 

You’ll have to click on your model, and find User Attributes under the Renderman tab. 

You’ll need to add an attribute and name it MatteID0 (The number varies on how 

many MatteIDs you have) and then select a color if you want. 

- So for the color, I recommend deciding on the exact color you want the glow to 

be before rendering because MatteIDs only show the color you select for it in 

Maya once it’s in Nuke. 

- You can decide to leave it white, but you’ll have some more color correcting to 

do in Nuke. It’s a matter of preference, so changing the color in Maya isn’t truly 

necessary. 

 



 

- To get the actual “mask” of the specific areas that you need the glow for, make a 

PxrTexture node and put the .tex file of the alpha map onto file and connect the 

node from Result RGB to Matte Texture 

For example, these were the textures used for the Lyre compared to the Alpha maps 

used for the MatteID: 

 

You can see they use the same UV shells so that they appear in the right place. These 

can be done in Photoshop for ease 

- Add MatteID to your AOVs 

 



 

Light Grouping/LPEs: 

Let’s talk about light grouping now. Light grouping is a popular name these things are 

referenced by, but Renderman calls them Light Path Expressions, LPE for short.  

- The Renderman Documentation has a lot more in depth information on these if you 

want to read further into them. I personally don’t understand the coding all that well, 

so my explanation of how WE use LPE’s will be very simplified and straight to the 

point.  

A quick explanation of LPE’s are that they are pretty much used to separate the different lights 

out in the render so that you can have more control over them in compositing. In simple 

terms, you assign a label to a light, kind of like giving it a codename, and then create an AOV 

in your render settings using that codename so you have a layer in the .exr of just that light's 

data. You’ll get to see them in Nuke with a LayerContactSheet node or a Shuffle node to pull 

out that specific light data and manipulate it and do whatever you need to it. 

Let’s go over the process of making LPE’s in Maya through Renderman, and I’ll show you how 

they’ll appear in Nuke after! 

- Note, I’ll be using Symfaunic’s Shot 20 for these visual references. Also note 

that this was an older iteration of the shot and the final shot was 

different/better. 

- Here’s what the AOVs looked like for Shot 20. 

- Note: You should also include a Z pass. 

 



 

- So all the lights you see on the right, under beauty are my different light groups. Let me 

break one down for you. 

 

- First you need to get the lighting AOV over on the right side. The way I did that was 

just putting any lighting AOV and I renamed it accordingly and I replaced the code in 

Channel Source as shown above. 

- Taking a look at the light used on Cornelius’ Lyre, you’ll notice the bit of code I 

highlighted. That’s the piece of code that allows you to separate this light in 

compositing. 

- It’s a very basic template that Heaven from Stick to Manual gave me, it’s the 

same bit of code that they used for their lights. 

- lpe:C<..>*[<L.'cLyre_Light'>O] 



 

- You can repurpose the code by just replacing the “cLyre_Light” bit and just 

using the name of whatever light group you want to link it to. 

- So how does it connect this code to the light you might ask? This is the next step in 

finalizing your light group. You’ll need to go into your Attribute Editor, to the section 

I’ve highlighted below. 

 

- This is where you give your light group a name. Notice that it’s the same text that 

correlates with the piece of code used in your AOV. It’s important that they are the 

same because this is what gives the render the information it needs to connect the 

dots and allow you to separate the lights. 

- That’s pretty much how you set up LPE’s in Maya using Renderman. You just 

need to do this for every light, so it’s a repetitive process. 

 



 

Compositing 

So now that you’ve gotten more insight into Lighting and Rendering, hopefully you now have 

a better understanding of how much really goes into Compositing before you even get into 

Nuke.  

 

LPE Continuation: 

Let me show you how the file I mentioned above looks in Nuke after rendering your EXR with 

these AOV’s 

 

- So this is what Shot 20 looks like when you view it through a LayerContactSheet node. 

It allows you to see all of the LPE’s. 

- From Left to Right, Top to Bottom: Beauty, Lyre Light, Right Glow Light, Left 

Glow Light, Alcove Light & Midday Environment Light 

- So as you can see, LPE’s are a very powerful way of allowing you to have maximum 

control over your composites.  



 

- You just need to use a shuffle node on the beauty pass exr so that you can 

separate these channels out and eventually merge everything back together as 

you work. 

 

Introduction to Nuke: 

Nuke is a compositing program that is entirely Node Based Compositing. 

- The whole idea of Node Based Compositing is that each image processing operation is 

represented by a node. 

- Nuke works this way because it is the ideal method for building huge complex 

visual effects shots.  

- The node tree allows you to trace the data from where you read it into each and every 

image processing operation, to the final write out to the disk. 

- This is good for troubleshooting. 

Interface: 

- The orange line under your marker in the timeline indicates what’s been cached and 

what hasn’t. 

- Blue ticks on the timeline indicate your keyframes. 

- Animation curves are in the curve editor. 

- The dope sheet concerns itself over ONLY the timing of keyframes. 

Node Trees: 

- You can click on the Node Graph and press tab to search for the node you want. 

- Other ways to add nodes:  

- Right-click and choose the node you want from the drop-down menu 

- Pick a node from the toolbar on your left 

- The arrows you see in the Node Graph are called Date Pipes 

- Shift-clicking nodes in the menu allows the node to connect via a branch to the node 

you wanted it to hook onto. 

- Shift + Ctrl + X = Detach a node. 



 

- To insert a node, slide it till the data pipe lights up and let it go 

- To rename a node, click on the node you want to rename and press N. 

- You can also rename a node in the properties panel 

- To copy nodes, select the ones you want to copy and press Ctrl + C 

- To paste these nodes, CLICK on where you want them first and then press Ctrl + V 

Hotkeys: 

- D = Disable a node. 

- Ctrl + I = New viewer node. 

- You can also click on a node and press the number 1 (or any number) and a new 

viewer node will pop up with that number connected to your node. 

- F = Also centers and zooms the viewer but when you change the viewer size it’ll jump 

through integer sizes. 

- L = Play forward 

- K = Stop 

- J = Play backward 

- Left arrow key = Single frame reverse 

- Right arrow key = single frame forward 

- Pressing spacebar allows the viewer to go into fullscreen mode 

- S = Project Settings 

- Shift + Ctrl + X = Detach a node. 

- Ctrl + Z = Undo 

- Ctrl + Y = Redo 

- G = Grade Node 

- M = Merge Node 

- C = ColorCorrect Node 

Compositing Workflow (Symfaunic Shot 20 Breakdown): 



 

While Nuke is not the most accessible program to learn through a document, I thought it’d be 

beneficial if I break down a composite to give you an example of how to work a shot in Nuke 

and just different things to keep in mind while you work. 

- Note: This iteration of Shot 20 was newer than the iteration shown in previous 

examples 

 

Here is what the entirety of Symfaunic’s Shot 20 Comp looks like within Nuke.  

One of the key things that I’d recommend while working in Nuke is to always try to work Left 

to Right, Top to Bottom . Your brain will thank you as you work. 

Another key note you’ll see from this overview is that everything is organized with a Backdrop 

node. This lets you keep track of all your different node groups, and it also makes it easy to 

transfer nodes from one Nuke file to another with a simple copy and paste. 



 

These two things are super important to have in mind while compositing. Organization is key. 

 

Shuffling LPEs: 

So the first thing I did once I put the beauty exr into Nuke was to shuffle the specific lights out 

that I made LPE’s for, prior to rendering.  

 

Even if you don’t find yourself needing to edit each LPE, it’s vital for the comp to shuffle each 

LPE out and merge it together or else the end product won’t be the same and it’ll be missing 

aspects of the render that make it complete. 

Here’s a visual reference of what you’re doing essentially: 

 

On the left are the LPEs that you’re shuffling out. Each one of those squares are an individual 

LPE/AOV. On the left is the end result of merging them all together, your render. 

 



 

Z Depth: 

Next thing you’ll shuffle out is your Z Pass. This lets you add that sense of depth to your scene, 

adding blur and focus as well as fog if you’d like. 

 

This is a basic Z Depth setting and you can just copy these nodes onto your comp and get 

some pretty good control over your shot’s depth. I’ll break some key factors out. 

- In your first Grade node, your blackpoint needs to have the value of the RGB values 

Nuke gives you in your Shuffle node that’s shuffling the depth pass (zDepth node in 

example above).  

- You usually want to pick the spot where you want the fog to start, or just your 

furthest point and use those numbers for your blackpoint. 

- After inverting the grade, you’ll want to set your Copy node to be from rgba.red to 

depth.Z, like this: 

 

After that you’ll want to do a grade node, but to get the best result out of your grade you can 

add a Unpremult node before it and then a Premult node afterwards. 



 

- This grade node will need you to select its mask as depth.Z so that it only affects the 

“fog”. You can choose to give it a color now through the color wheel in the multiply 

option. 

Lastly you’ll add the focus aspect of depth in a scene and calculate the focus plane and depth 

of field by using a ZDefocus node. 

- In the math dropdown menu you’ll want to select depth. 

You can play around with the focus plane and depth of field settings by selecting focal plane 

setup in the output dropdown menu. You’ll see something like this: 

 

Basically everything that is green will be in focus, and everything in blue can have its focus 

altered. If you have any red showing, that means it will be out of focus no matter what you 

change the settings to. So just change the settings accordingly depending on what your scene 

requires. 

 

Cryptomattes: 

Cryptomattes are the next thing I do as I like to start adjusting my colors now that I have the 

atmosphere set. But first I’ll explain what Cryptomattes are exactly. 

So a quick introduction to Cryptomattes is that they are a tool that allows you to mask 

everything in your rendered scene by giving it a specific color for you to select from within 



 

Nuke. This is super useful in helping you add more depth to your scene, and it’s also an 

incredibly useful tool for selecting specific things and applying nodes like color correction, 

amongst other things/effects.  

 

- This is what the cryptomatte .exr looked like for the Shot 20 render. As you can see it 

separated everything that had a different material. You can change this so that it 

makes masks for every object too.  

These were my cryptomatte nodes for Shot 20. I pretty much edited everything in the shot to 

get the best possible result. 

 

The way they work is that you just click on the Cryptomatte node you create and view it, then 

you can Ctrl + Click whatever model you want to affect/select/mask and then just connect the 



 

mask arrow of whatever node that’s affecting it (Grade, ColorCorrect, etc) to it and it’ll affect 

that model. 

This is super vital to getting the final vision of the shot possible, here’s a before and after of 

how powerful cryptomattes can affect the shot with some grading and color correcting. 

 

Left is before, Right is After. You can see that I made everything more vibrant while adding a 

better sense of shadows within the Alcove, amongst other things. 

 

Glow (MatteID Continuation): 

So to actually apply the glow in Nuke you’ll have to bring in the MatteID EXR’s in Nuke and 

they should look like this 

 

After applying a quick color correct and glow node to it, you’ll get it to actually come alive, like 

so: 



 

 

 

These are the nodes used to create this simple glow set up in Nuke: 

- You’ll be able to animate the glow by keying the Gain option in your ColorCorrect node 

as well as it’s speed, brightness, and size! 

- This glow will now follow the model as well, because since the MatteID follows the 

texture, it goes wherever the lyre glows so you don’t have to worry about whether or not 

you’ll have glow in moving shots. 

 



 

 

These are the node graphs for both the foreground particles and background particles. While 

these might look like complicated node graphs, they’re actually a very simple set up and you 

could probably copy these nodes for yourself and all you’d have to do is play around with the 

settings since it’s all subjective to fit your particle needs. 

- The nodes for the background particles are 90% the exact same nodes with some minor 

changes 

- Since the background particles were meant to create a sense of depth, I didn’t bother 

using paint stroke pngs, I just used spheres and blurred them to make them seem out 

of focus. 



 

 

Here’s what the particles actually look like pre-merge! You can use Nuke’s 3D space to see 

them in a 3D space and work with them through there as well. 

 

Leaf Shadows: 

For shot 20, we actually used these images we made to fake sunlight shining through a canopy 

of leaves to add that extra atmosphere aspect to the shot. 

 



 

This is one of the simplest node graphs to follow along to if you need to do something similar. 

It’s important to shuffle out the Alphas out of the .png so that it keeps that level of 

transparency. Some of these nodes might not be needed depending on your need/use for 

them, but it’s a pretty straightforward system of getting the file in > reformatting it, etc > grade 

& color correct. 

 

Light Rays: 

All the light rays in our shot were done in Nuke. The method of getting them done can be 

easily replicated like many of the nodes above and you can just adjust them to your needs.  

 

- Up above is what the nodes for it looked like in Nuke, and then here’s what the isolated 

layer of all four of them merged together looks like 

 



 

 

Finishing Touches: 

So after you have all the components that compile your shot together, you can merge them all 

together 

I like to finish the shot up with a final Grade and ColorCorrect node to tie everything together 

one last time. Here’s a before and after of these finishing touches so that you can see what a 

big change it can make, even if it’s subtle! 

 

Before 

 

After 


