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CHAPTER ONE

Getting
Started

In this chapter, you'll
learn the basic terms
and techniques you
need to begin using
Photoshop successfully.
Armed with this infor-
mation, you'll be ready
to make critical deci-
sions about opening,
saving, and using your
image files.

INTRODUCTION

Whether you long to be the next Ansel Adams or just

want to make your snapshots look their best, Photoshop

offers powerful tools for making the most of your images.

I et’s admit it. We’ve all taken pic- |
teaches the basic skills needed to design

tures and thought, “If only . . .”—

it only Mom’s eyes weren’t closed, if
only that wallpaper wasn’t in the back-
ground, etc. With Photoshop (and a lit- :
tle artistic ability) you’ll never need to

. What You Need to Know

live with these problems again—and the

fixes often take only a few seconds.

Who Should
Read This Book

This book is designed for readers who E

have little or no previous

experience with Adobe® Photoshop®. It

attractive images for use in print, on the
Internet, or in any other application you
can imagine. '

. While you need no previous knowledge
- of Photoshop to use this book, it is
assumed that you have the basic skills :
needed to use your computer. You :

———

In Photoshop, it's easy to totally

transform your images in interesting ways.
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TERMS TO KNOW

Color Mode—The term for the set of colors that are combined in various amounts to create all the other colors in

your image.

Compression—A system of arranging image data more efficiently (or removing data that is deemed extraneous) in
order to reduce the file size.

File Format—The “language” in which the digital image is written.Tells an application how it should handle the data in
the file to display it correctly.

File Size—The amount of memory required to store and/or process an image. The larger the file size, the more space

required to store it and the more time required to perform operations on it.
Pixel—The smallest discrete part of a digital image.

Resolution—How close together the pixels (dots) in an image are. Expressed as dpi (dots per inch).

should know how to: save and name
files, open files, print, etc. Since clear,
step-by-step information on installing :
Photoshop is provided with the software
itself, you are advised to follow those
instructions carefully (noting the system '
requirements listed on the software) and
install Photoshop on your computer
before beginning the lessons in this : :
book and enter the password P1823. Be
sure to read the important notes that

book.

Version of Photoshop

This book is specifically tailored for :
users of Photoshop CS2, but much of
the material will also apply to readers
who wish to use earlier versions of the
software. While most of Photoshop’s
basic tools and functions have remained
the same since version 7.0, they have
been upgraded, supplemented, and to

some degree relocated in CS2.

Using This Book

To try out the techniques in this book,
you will need one or more digital
images to use as “test subjects.” You will

be best oft using a photographic image.

You can use images from a clip art col-

lection, an image you have scanned
yourself, or a shot from your digital :
camera. :

For many sections of this book,
the sample images are available as low-
resolution files for download from the
publisher’s web site. To access these,
visit <www.AmherstMedia.com/down-
loads.htm>. Click on the title of this :

accompany the images as a PDF file.

(Most computers come with Adobe®
Acrobat®, the software needed to open
this type of file. If you do not have this
program, you can download it for free at
www.adobe.com.) The notes in this file
explain some settings that you’ll need to
adjust in order to use these images,
which are low-resolution, instead of the

i high-resolution versions used in the
: preparation of the lessons. :




ALL ABOUT RESOLUTION

Resolution is one of the concepts that people who are new

to digital imaging usually find the most confusing. Fortunately,

it's not as tricky as it might initially seem to be.

Digital images are made up of dots
called pixels. The resolution of an !
image tells us how close together those

. dots are (the dots per inch—referred to
© as the “dpi” of an image). Images with
. dots that are close together are said to

have a “high” resolution (a high num-
- longer for the image to open, and per- :

. ber of dots per inch). Images with dots

- that are far apart are said to have a :
i Because it is bigger, you’ll also need
© more space on your hard drive to store

i “low” resolution.
The resolution of an image, to a

great degree, determines the apparent ' .
quality of the image. High-resolution
| - Which Resolution is Right? !
So what should the resolution be? The
answer is: only as high as it has to be.

images tend to look clear and sharp—
more like photographs. Low-resolution
images tend to look grainy, speckled, :

WHICH IS BIGGER?

Which is bigger, the image on the left
or the one on the right? Actually, it
all depends on how you look at it. The image
on the right definitely covers more space, but
both images are made up of the same num-

ber of identical dots. In the image on the left,

the dots are tightly packed, giving it a high res-

you want to do with it.

and blurry. Does this mean you should
always create the highest-resolution :
image you can? Well, no. The more dots
. in an image, the more the computer has
to remember and move around every
. time you ask it to do something with

those dots.

forming operations on it will be slower.

each high-resolution image.

This means it will take

olution (a high number of dots per inch). In the image on the right, the dots
are far apart, giving it a low resolution (low number of dots per inch). In the

digital world, how much “space” an image covers makes very little difference.

What counts is how many dots (pixels) it is made of. How many pixels your image should have is determined by what
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The resolution your %,
image needs to be .
depends on how
you want to use it.
The image on the left
is at 300dpi, perfect
for printing in a book.
The image on the ;
right is at 72dpi. This
would look just fine
on a web site, but its
resolution is too low

to look good in print.

© The precise number will be determined
© by what you want to do with the image.
: If you want to use it on your web
page, you’ll select a relatively low reso-
lution—probably 72dpi. This is all that
is needed to create an acceptably sharp,
clear image on a monitor. Anything
more wouldn’t make the image look any
better and would increase the time the
image takes to load.

If you want to generate a photo-
© quality print on your inkjet printer, you
may want to create a file as large as Don’t JUSt Guess
700dpi. Check the manual that came :
with your printer for the resolution it
© recommends for various print settings. ’
: If youw’ll be having someone else
(like a photo lab) print your image, ask
them what they recommend. .

. Changing Resolution
Photoshop will allow you to change the
resolution of an image. As nice as this
sounds, though, this doesn’t take the
place of proper planning.
. Photoshop is great at moving
around existing dots (making them clos-
Cer together or farther apart) and is even :
pretty skilled at removing dots (reduc-
ing resolution). What it doesn’t do well

is allow you to turn 50 dots into 500 :
dots. If you ask it to do this, the pro-
gram will have to guess where to put :
these dots and what they should look :
like. Invariably, it won’t guess 100 per-
cent successfully, and your resultingé
image will appear blurry.

In a pinch, you might be able to get

© away with increasing the resolution by :
© 25 percent—but any more than this and :

you’ll probably not like the results.

If you’re not sure what resolution you :
need to create the product you have in

© mind, find out before you create your :

file. There’s no point in wasting your
time to make complicated refinements :

on an image that turns out to be un- :
© usable. If you’ll be using your image in :
¢ multiple applications (say you want to :

make a print but also plan to e-mail the
photo to someone), create your image
at the largest size you’ll need. Make any

: needed corrections to this large file,

then reduce its size and save multiple !
copies of the image for other uses. '



DIGITAL COLOR MODES

When we shoot images on film, we tend to take color for granted and
leave it up to the folks at the lab. With digital, we have to know a little

bit more to really make our images shine.

f you ever took an art class, you

probably know that combining two
or more colors creates new colors. For :
. example, combining blue paint and yel-
low paint makes green paint. In fact,
almost all colors are combinations of :
some other colors. The exceptions (the
colors you can’t create by combining
. others) are called primary colors. In dig-
- tal imaging, the set of primary colors :
that are used to create all the other col-
. ors in your image is called the color
. mode. In this section we’ll take a basic
look at color modes. For more detailed
information on color in photographic

images, see chapters 4 and 5.

Why It Is Important

The way that the colors are created in an
. image can be important for reducing the
file size of the image (perhaps to make
- sure it loads quickly on your web page)
or improving print output. A few com-
mon applications and their suggested
color modes are noted in the list on the
. facing page. You may find other reasons

i to pick one mode over another.

In this book, we will be working :
i almost exclusively in the RGB mode. It
. is the easiest to learn and offers the most
: options (most Photoshop features work
in other color modes, but all work in

Adjustments 2 '_:”'!"S_{EIE
Duplicate... Indexed Color...
Apply Image... ¥ RGE Color
Calculations... CMYK Color
Lab Color
Image Size... SRR
Multich |
Canvas 5ize... e C Sl il
Pixel Aspect Ratio »  + 8 Bits/Channel
Rotate Canvas | 16 Bitsj/Channel
Trim... |
red *

RGB). Depending on how you want to
use your images later, you can convert |
the finished versions to another mode.
To change the color mode of an image,
go to Image>Mode and select the desir-

ed color mode from the list.

RGB Mode

To switch between
color modes, just go
to Image>Mode and
© select the desired

¢ mode from the pull-

i down menu.

If your image is in the RGB mode (the

most commonly used mode in Photo-
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at a photo lab.

ondary concern.

RGB—Images to be viewed on a screen (such as those used on a
web page or to be e-mailed to friends); images you are still work-

ing on (works in progress); images you plan to print at home or

CMYK—Images that will be printed on an offset press or using
other professional processes.
Indexed Color—Images that need to load quickly (such as on a

web page) and where perfect color reproduction is only a sec-

BASIC COLOR MODES AND USES [

i your image to the Grayscale mode by

a color image to
a black & white one,
go to Image>Mode>

to the Grayscale

mode.

shop), then all of the colors in that !
. image are made up of some combina-
. tion of red (R), green (G), and blue (B).
It may be hard to believe, but by com-
bining just those three colors in slightly
. different amounts, you can create mil-
lions of colors. As a result, this is the
. best mode for working with color
images that you really want to look their
- best. This is the mode normally used for
on-screen viewing (like on the Internet)
. and most photographic printing (like on
an inkjet printer or at a photo lab).

. - Grayscale Mode
o instantly convert :

- Another common color mode used in
. Photoshop is Grayscale. As you might
. imagine from the name, all of the colors

Grayscale to change (well, tones, to be more accurate) in this

mode are actually shades of gray—exact-

i ly like a black & white photograph. In :

fact, to quickly convert a color image to
a black & white one, you can just switch

going to Image>Mode>Grayscale.

Indexed Color Mode

. This color mode is used for images to be
viewed on-screen. It is most useful in
situations where perfect image quality is
of secondary concern when compared
: to load time (how long it takes the '
image to appear on-screen). By limiting
. the total number of colors in the image

to a few hundred (as compared with the
millions of colors in RGB), you can get
a pretty good-looking image that won’t
keep viewers of your web site waiting :
around for your images to load. :

Bitmap Mode |
This mode uses only black and white
pixels (no grays). It’s more useful for
line art than photos, but it can create :
some interesting effects. To convert to
the Bitmap mode, your image must first :

be in the Grayscale mode.

CMYK Mode

. The CMYK mode is used for profession-

al printing, like in books and magazines.
If you need your final image to be in this
mode, it’s best to make all of your ad-

: justments and enhancements in RGB,

then convert to CMYK as the last step.




IMAGE FILE FORMATS

They may not seem like much, but those three little letters after the dot

in the file name actually tell you a lot about an image. Better yet, they

tell other programs how to work with the data in your file.

hink of the file format as the lan-
. guage in which an image is written.
. It tells applications, like word processing
software or web browsers, that your file
. is a picture (rather than a text file, for
example) and how it should handle the
. data to display it correctly. The file for- :
mat is indicated by a tag (.TIFF, .JPEG,

etc.) after the file name.

Compatibility

If you travel to France and try to speak
Portuguese to the natives, you’ll likely
encounter some problems. The same
thing can happen with some software
applications when you ask them to work
with a digital file that doesn’t speak their
language. Photoshop is very multi-

S

formats. Other programs aren’t as well :

- lingual; it “speaks” a wide variety of file

i educated—many recognize only one or
two file formats. If you plan to use your
digital image in a program other than
Photoshop, read the software’s manual
to determine what formats it accepts,

then save your image accordingly.

Comepression

. Some file formats give you the option of
. reducing the amount of memory your
. computer will need to store an image. :

This is called compression.

Photoshop

EMP
Compuserve GIF
Photoshop EPS
JPEG

Large Document Format
PCX

Photoshop PDF
Photoshop 2.0
Photoshop Raw
PICT File

PICT Resource
Pixar

PNG

Portable Bit Map
Scitex CT

Targa

Photeshop DCS 1.0
Photoshop DCS 2.0

," Photoshop is able to
*, read and write a wide

i variety of file formats.

By reducing the amount of memory

required to store an image (i.c., the file

size), compression allows more images !

to be stored in a smaller space and lets
. them be transmitted over the Internet
more quickly. Sound too good to be

true? It is (mostly). Imagine you crush a

soda can. It will take up less space, but :

it will also never look like it did to begin '

with. With digital compression, the
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In the TIFF Options ",

window (right), you

can select no com-
pression, LZW, ZIP or
JPEG compression. In
the JPEG Options
window (far right),
you use the slider at
the top of the box to
strike the desired bal- :
ance between file size
and image quality. As
the file size decreases,
so does the image
quality.

i same idea applies—of course, it’s more

. sophisticated, and your images won’t |
- look nearly as bad as your soda can. :
: When an image is compressed,
equations are applied to arrange the
i data more efficiently or to remove data
that is deemed extrancous. As a result,
your image won’t look as good. But, the
loss in quality may not be objection-
i able—or it may be worth it to make an
image load more quickly on your web
page.
Two file formats that offer compres-
sion are JPEG and TIFF. JPEG offers
i “lossy” compression, meaning that it
removes data and significantly degrades
. the image. Fortunately, a slider in the '

THFF Dl

— Image Tompressan
(Trraw

1 IIF

— Pzl Cirdier
@Iululluwd IRGERCE)
[ Per Channel (RAGCEE

— @yne Orer —
1% 1B PC

7 Marinizak

_ Sawe hvane Pyramid

When an image is
enlarged, you can
really start to see the
difference in quality
between |PEG com-
pression (left) and
LZW (right).

JPEG Options window lets you control :
the degree of compression, so you can
compress the file just a little (for better
image quality) or a whole lot (when :
quality isn’t as important). :

The characteristic grid pattern creat-
ed by JPEG compression (see above)
becomes especially apparent when an '
image is saved and resaved, compressing
it each time. For works in progress, this
is not a good file format, but it’s stan- :
dard on the Internet because of the
small file sizes it produces.

TIFF ofters “lossless” compression
called LZW, which doesn’t throw any- :
thing out (so the image quality remains
better), but it also can’t compress the
image as much.

You can also select ZIP compression
from the TIFF Options window. This is
similar to LZW, but it adds a layer of :
protection that helps reduce the likeli- :
hood of corruption when files are sent
across the Internet. :
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CHAPTER TWO

The
Basics

Before you get started
making alterations to
your images, there are
a few more things to
learn—like how to
view images on-screen
for the best results
and how to undo any
mistakes you might
make.

THE WORK AREA

The following is a brief tour that will familiarize you with

the landscape of the software. We'll be coming back to

all of these features over the course of this book.

he work area in Photoshop might
initially seem a little bit cluttered
and overwhelming—there are a /lot of
menus and boxes! However, the work-
space tends to combine similar items :
into related groupings. This makes nav-

igating it much easier.

Menu Bar

The Menu bar runs across the very top

of pull-down menus. The following is a
brief overview: '

File—Open, Close, Browse, Import
files, and more.

Edit—Step Forward/Backward,
Copy/Paste, and more.

Image—Rotate, resize, crop, and
make other image adjustments.

Layer—Cereate, eliminate, or refine

of the screen and contains a number : layers.
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The Photoshop work area has many palettes, menus, and windows to work with.
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Photoshop Toolbox

Marquee

Lasso

o — | B
L,

Patch —
Clone Stamp — %
F
Eraser — g
-
Blur — &
- |
Path Selection — * |
- T
- |83
. 4

w—[B] 7
Q

.i-{"
Hand — Th[p

Foreground color —

Set foreground — H
color to black,
background color
to white

L

.'_\F_I.|_||
Screen views —— II

? 5:5"

Go to
www.Adobe.com

Move

Magic Wand

Slice

Brush

History Brush

Gradient

Dodge

Type

Rectangle

Eyedropper

Zoom

Switch foreground
and background
color

Background color

Quick Mask vs.
standard mode

Edit in ImageReady

Select—Create, eliminate, or refine
selections (see chapter 8).

Filter—Select and apply special
effects to your image, including
artistic looks, sharpening, distor-
tions, and more.

View—Control the visibility of rules,
guides, screen views, and more.

Window—Open and close the vari-
ous palettes (see pages 16-17).

Help—Access to the various help
features to rescue you when you’re
totally stuck (see pages 26-27).

Palette Well

At the far-right side of the screen is the
Palette Well. For more on this, see pages
- 16-17.

. Options Bar

. Beneath the Menu bar is the Options
bar. This bar changes depending on
. which tool is selected, allowing you to
customize the function of that tool to
your liking.

Palettes

Free-floating palettes will, by default, be
open on the right side of the screen. To
. customize the available palettes and
. their locations, see pages 16-17.

. Toolbox

. At the far left of the screen is the
Toolbox. This contains all of the tools
you’ll need to refine your images—Ilike
the Crop tool, Brush tool, Clone Stamp
. tool, Marquee tool, and more. These
will be covered in greater detail later in
the book, but to the left is an overview
that you may wish to refer back to.




OPENING IMAGES

When you start taking digital photos, you'll probably notice that you

take more images than ever—and that can mean trouble when it

comes to finding any given one. Photoshop can help!

. in Photoshop, you have three
basic options: create a new image, open
an existing image directly, or browse
your images using Bridge.

. New Image

If you want to create a photo montage
or some other art project where you
. need to start with a blank canvas, you’ll
want to create a new image. To do this,
. go to File>New. In the dialog box that
. appears, set the size of the image and
the resolution as you like using the pull-

down menus and fields in the Preset

. field. You can also name your new image
at the top of the window and select the
background color at the bottom of the
window. When you’re done, hit OK.

m
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- Open an Image

i It you know exactly what image you
. want to open and where it is stored, you
- can just go to File>Open and locate the
image file in the dialog box that appears.

hen it comes to opening images Brldge
When it comes to tracking down and
opening images, one of the most helpful
- features in Photoshop isn’t actually in
Photoshop; it’s a standalone application
that comes with Photoshop and is
- launched by going to File>Browse in
Photoshop. Once this application is
open, it can run in the background so
- it’s always ready and waiting when you
- want to flip back to it to find another :
file. Basically, Bridge gives you a way to
organize and preview your images in a
- snap. :

When you launch Bridge, a full-

. screen window appears. At the top left,
- youw’ll see a navigation pane with tabs for :
Folders and Favorites. Once you’ve
picked a location /folder from this pane,
all of the images in that spot will appear
as thumbnails in the large pane that
. takes up the right-hand two-thirds of :
the Bridge window. Just click on a
thumbnail to see a larger preview of the
image in the middle pane on the left side
of the window. :

At the same time, information about

this image (called metadata) will appear
in the bottom-left pane. This informa-
tion is recorded by your camera when
you take a digital photo and includes
data like the size and resolution of the
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image, when it was taken, and (often)
the camera settings used—like the aper-
ture, shutter speed, and white balance.

In this same pane, you can also also
flip to the keywords tab and enter terms
that will make it easier to find your pho-
. tos in the future. For instance, you
. could label all the photos of your trip to
i Paris. To do this, find the photos and go
- to Edit>Select All in Bridge. In the key-
words tab, click on the New Keyword

LEARNING FROM THE METADATA

f becoming a better photographer is something that's important
Ito you, take a few moments after each shoot to evaluate your
images. What worked? What didn't? Why not? When evaluating
exposure, referring to the settings stored in the metadata can be
a useful tool for spotting problems (in poor shots) and seeing how

to fix them (in good ones).

icon (at the bottom right of the pane)
and enter “Paris Trip 2006.” Next time
: you want to find your Paris photos, just
- click on the new keyword in Bridge! :

(Note: Of course this only works with

images your computer has access to at
the time. If you keyword-label images '
- on a CD and ¢ject the disc, Bridge
won’t be able to find the photos.)

You can also quickly rank your

: images using a star or color system. To
¢ do this, click once on any thumbnail in

the large preview pane. Then, go to

i Label and select the label you want.

Once you’ve labeled some images, go to

the top-right corner of the Bridge win-
dow and click on the Unfiltered menu.
From the menu, select one of the rank-
ings you’ve applied to some images and
those photos will appear. This is a great
way to keep track of your favorite :
. shots—just give them five-star rankings.



"WORKING WITH PALETTES

Photoshop may well have more palettes to manage than

any other program you're accustomed to using—

and their presence can be both a blessing and a curse.

Palettes are small windows that help
you enhance your pictures by giv-
. ing you information about your image
. or offering you options for modifying it.
Photoshop offers almost twenty palettes
that can be viewed in a number of dif-
ferent ways depending on your personal
preference. It would be great to be able
to have them all visible at once, but
unless you work on a system with multi-
ple monitors, this won’t leave you much

i room to view your image.

. The following information will make
you familiar with the names and func-
. tions of the most-used palettes, and the

. options you have for organizing them.

. As you work with Photoshop, you’ll
probably find that there are some
palettes you use all the time and want
displayed prominently. There will be
others that you use so rarely that you
- can just call them up when you need
them and then promptly put them away.

The Palettes

. The individual palettes and their uses
- will be covered in detail later in the
- the list (boxed above in red). This will

i book as we encounter a need for each.

i For the meantime, however, a quick
way to access any of the palettes is to go
. to the Window pull-down menu and
- select the palette you want to open from

You can open any
‘e palette by selecting
Arrange P it from the Window
Warkspace » . pull-down menu,

You can also see
Actions A F9 i which palettes are
Animation currently open by
EBrushes s noting which ones
Channels

v Character

¥ Color F&
Histagram

v History
info 3
Layer Comps

v Layers F7
MNavigator

¥ Options
Paragraph
Paths
Styles
Swatches
Tool Preseats

v Tools

i have check marks.

make the palette appear on your screen.
You can also see which palettes are cur-
rently open by noting which items in
the Window menu are checked. :
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The Palette Well ™
contains tabs for *

various palettes. :

When you click on *,

one of the tabs in the +

Palette Well, the cor-
responding palette
drops down and is

available for use.
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The Palette Well

The Palette Well is located at the upper-
right corner of the screen. It looks like a
series of file folder tabs, each labeled
with the name of a palette. To open a
palette, just click on the appropriate file :
tab and the palette will drop down from
it. The palette will automatically snap
closed as soon as you click anywhere else

on your screen.

In and Out of the Well

To move a palette out of the Palette
Well, simply drag the tab out of the Well
and onto the desktop. This will place
the palette in a separate, free-floating
window that will remain open on your

desktop until you put it away.

Once you have a free-floating pal-
ette window on your desktop, you can
drag other tabs into the same window to :
create a palette group. The names of the
palettes in the group will appear at the
top of the window as file tabs. As with
the Palette Well, you can access the indi-

When you drag palette tabs out of the Palette :
© Well, they appear in free-floating palette win-

dows. You can drag more than one palette into
each window to group the palettes as you like.
Here, the Brushes and Color menus are in one

window.

vidual palettes by simply clicking on a
file tab. :

To return a palette to the Palette
Well, simply drag its tab out of the free-
floating window and back into the !
Palette Well. You can also click and drag
the tabs to move palettes from one
palette group (free-floating window) to
another.

Palette Options |
Many palettes have a drop-down menu,
denoted by a black arrow in a circle, at
their upper-right corner. From this
menu you can select additional options
for the function of the palette and create
custom settings. Since they vary from
palette to palette, these options will be
discussed later, as we look at the func- :
tions of the individual palettes.



VIEWING IMAGES

If you really want to be able to create professional-quality results, you

need to learn to view your images well—getting very close so you can
refine the tiniest details of the photograph.

lot of the time, you’ll be making
. corrections or changes to your
: image as a whole—like adjusting the

overall color balance in the photo. In
i these cases, you’ll want to see the whole

thing from top to bottom and side to
side to ensure your changes aren’t hav-
ing any negative effects on some part of
the image you can’t see at the moment.

. There will be other times, however,
. when yowll want to change just a small
. part of the image—you might want to

remove a small blemish on someone’s
face, for example. In cases like this, it
- will help you to be able to enlarge just
. that portion of the image on the screen
. so that you can see every detail clearly
| . Percentage View |
. At the lower-left corner of your docu-

and work as precisely as possible.

There are several ways to control
. this. To try them out, open an image
© view. You can type in any percentage ‘:

- and practice getting different views of it.

- Zoom
. When you open Photoshop, the long
. vertical window at the upper-left corner

. to bring it up.
: From the Toolbox, select (by click-

nifying glass (near the bottom-right cor-
. ner). This is called the Zoom tool.

Position it over the area you want to
zoom in on and click one or more times.

To zoom out, hold down the Alt/Opt :
key (a little minus sign will appear on
. the magnifying glass) and click one or

more times.

You can also click and drag over the
area that you want to appear on your '
screen. If you click and drag over a small
area of the image, it will be greatly en-
- larged to fill your screen. If you click :
and drag over a larger area, it will still
jump to fill your screen, but it won’t be
as greatly enlarged. This is a handy way
to get a careful look at an area where

you want to make detailed refinements.

ment window, you’ll see the percentage

that you like, enlarging or reducing your
. view of the document accordingly.

AT T o= 3,605 A4M ¥

oof your screen is called the Toolbox. If , :
: i There are several ways to control your image '

this is not visible, go to Window>Tools view in Photoshop. As seen above, you can enter

the percentage at which you want to view the
: image in the lower-left corner of the image win- §
ing on it) the icon that looks like a mag- dow. The Toolbox, from which you can select the
Zoom tool to magnify your image, is shown to

the right.
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At the top of the *, and view individual areas at a higher
View menu, you'll find " "

. . magnification.
some options for Proof Setio - :

controllling your inl'wage e i % 4 : Na_vigator
view. The Fit on Zoom Out 9% - i To view the Navigator window, go to
Screen option s Fit on Screen €0 . Window>Show Navigator. The percent-
particularly helpful. Actual Pixels IR age at the lower-left corner of this win-
Print Size dow indicates the current view (type
; over it to change this). You can also
View Menu move the slider at the bottom to the

. At the top of the View menu (above)
you’ll also find several ways to control
. your image view. The most useful for
beginners are: Zoom In, Zoom Out
(like the Zoom tool), and Fit on Screen
- (a quick way to view your entire image).
The Fit-on-Screen command is so use-
- ful, you may want to memorize the key-
board shortcut (shown to the right of
. the command in the menu).

- Scrolling

Once you have zoomed in, you can use
the scroll bars at the right and bottom
- of the screen to move across the image

right or left to change the size of the
area that is being viewed. Similarly,
clicking on the small-mountains icon
zooms out, while clicking on the big-
mountains icon zooms in. A red box
- indicates the area that is currently visible
- on the screen.

Once you have zoomed in to the

desired enlargement, you can simply
- click and drag the red box over the area :
. that you want to see displayed in your
main window. :

In the three sequential views of the

i image below, you can see how this

: works.

In the Navigator window (shown inset in the above images), the red box indicates the area of the image that is visible on-screen

(left). When you zoom in, the visible area is reduced (center).You can click and drag on the red box to change the area of the

image that is visible without changing its enlargement (right).



'CORRECTING MISTAKES

If there's one thing about digital imaging that really stands out,

it's how forgiving it is. When you mess up (and you will mess up),

you can backtrack without having to start over from scratch.

es, you’re going to make mistakes
. from time to time. You’ll apply the
- wrong effect (or realize that the intend-

ed one makes the image look really
bad). Here’s what to do.

Edit>Step Backward

- A quick and easy way to undo a recent

mistake is to go to Edit>Step Backward.

: This undoes the last operation you per-
formed on an image. It can be used
. multiple times in sequence to undo mul-
- tiple steps. If you decide you actually
don’t want to undo the step, go to

applied multiple times).

. History

The Edit>Step Backward command can
. be used to undo one operation at a
time. This is very helpful, but what if

- a lony time ago? Or what if you just
want to compare your enhanced image
with the original? Having to hit Edit>
Step Backward fifty times would be
pretty annoying! Instead, you can use

. the History palette.

. The History palette records each
change you make to an image. This
. includes any action that affects the pix-
els in the image, so it does not include

things like zooming in and out, moving
palettes around on your screen, etc. It
does, however, include each individual

- brush stroke you might use, and just
- about anything else you can do to an
image. If the History palette is not visi-
. ble on your desktop, go to Window>
History. :

In its default setting, the History

palette will record only the most recent
. twenty states (the term for the individ-
ual entries in the list of steps in the
palette). This helps to save memory, but
© you can set the number of saved states
. Edit>Step Forward (this can also be

higher by going to Photoshop>Prefer- '

ences>General (Mac) or Edit>Prefer-
- ences>General (Windows).

If you want to keep a particular state

i throughout your editing session, acti-

TRY IT OUT

you realize that your image got off track

state will redo it.

he example shown on the facing page uses tools that we'll be
Tgetting to shortly, but you can try out the History palette with-
out them. Open an image (see pages 14—15) and go to Filter>
Artistic>Watercolor: Then, hit OK in the window that appears.
Next, take a look at the History palette. You'll see a new state called
Watercolor under the state labeled Open. Clicking on the Open

state will undo the Watercolor filter; clicking back on the Watercolor
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When an image is opened (top left), the History palette shows this operation (*Open”) as the first state (bottom left). As changes
are eventually made to an image, you can track them from top to bottom through the History palette (bottom center). In the
image shown here, the Curves command was used to correct the exposure, then the Type tool was applied to the image, and a
special effect (called a drop shadow) was applied. The resulting image (top center) was okay, but | wanted to see it again without
the type on it. To do this, | simply clicked on the history state above the Type-tool state (right bottom). This cleared the type and :
the drop shadow (top right). | could begin working from here and automatically delete all the following states, or return to any
other state and continue working from that point.

vate it in the History palette, then click
on the camera icon at the bottom of the
palette. This creates a snapshot that will
appear at the top of the palette right
under your original image. If you like, :
you can create multiple snapshots as you
work on your image.

In the History palette, states are list-

- state of the image is at the top of the list,
and the newest one is at the bottom.
Each state is listed with the name of the
tool or command used to create it, so
you can navigate back through the his-
tory of an image pretty easily when you
need to backtrack.

By clicking on the individual states

: in this timeline, you can move back and

¢ forth through the history of the image
: and easily compare previous versions to
the current one, or undo the last ten

steps with one click of your mouse.
When you select a state, you’ll see

that the ones below it dim. This indi- !
- cates that if you continue working from
_ . the selected state, these later states will
ed from the top down, so the oldest :
(by dragging it into the trash can at the
bottom of the palette) will discard all
. the states that came after it. :

be discarded. Similarly, deleting a state

Important Note: When you close an

image, all of the saved states and snap-
shots will be deleted, so be sure you’re
. done with them before you close the
image!



'CHANGING IMAGE SIZE

Making an 8x10-inch print? A 4x6-inch print? A T-shirt’ A greeting card?
All of the above? In most cases, you'll want to adjust the size of your

image to suit your final purposes for it.

ore often than not, your image
. won’t be exactly the size you
. want it for your print (or greeting card,
or T-shirt, or web site, etc.). In these
cases, you’ll need to change the image
- size. If your image will be used in sever-
al ways, you may need to resize a few
. times to get the assortment of sizes you

i need.

Whenever you resize, remember to
work from your largest needed file to
. your smallest. As noted on pages 6-7,
Photoshop does a much better job at
removing pixels than adding them, so
- this will help to ensure that your image

quality remains as high as possible.

Image Size

Going to Image>Image Size lets you
enter a width, height, and resolution for

i your image.
g S
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The Image Size window.

Mode

. |

Adjustments

Duplicate... |

Apply Image... '
Calculations. ..

Image Size... CE

Canvas Size... O
Pixel Aspect Ratio B

Rotate Canwvas >
Trim

Reveal All

vallial

. The Image menu con-
.

**, tains options for resiz-
© ing your photographs.

At the bottom of the Image Size

window, you’ll see two very important
i boxes. This first is the Constrain Pro-
. portions box. When this is checked, the :
original relationship between the height
and width of the image will be retained.
. Unless you intend to distort your pho- :
tograph, you should always keep this
box checked. :

The Resample Image box lets you

tell Photoshop whether you want it to
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duced to suit the smaller area).

. Canvas Size
Going to Image>Canvas Size lets you
. enter additional height and/or width
around your image. The color of this !
extra space will be determined by the !
© background color (see pages 100-101).

change the total number of pixels in
. your image. If this box is not checked, !
reducing the height and width of your '
image will increase the resolution (the
existing pixels will be condensed into a
- smaller area). If this box is checked,
reducing the height and width of your
image will not change the resolution
(the total number of pixels will be re-

THIRD ANNLUAL
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The Canvas Size window.

This is a good way to create extra space

around a photograph. You can then use

. the space to add text or other elements. :

In the Canvas Size window, the cur-

. rent width and height of your image are

displayed at the top. You can then enter

. the desired new width and height below
- that. Pull-down menus let you select
your preferred unit of measurement.

At the bottom of the box you can

select an anchor position. This deter-
mines where the new canvas area will be
added around your image. If you leave
the anchor (indicated by the dark-gray
box) in the center of the grid, the new
canvas will be added equally around all
sides of your image. If you anchor your
image at the bottom left, the new canvas
will be added above and to the right of
the image. E

Increasing the
canvas size gives
you room to add
text around an

image.



SAVING IMAGLES

This might sound like a trivial topic—until the first time you look for an

image and can't find it. Saving your images wisely makes it easy to

retrieve them and can help optimize them for Internet use.

' I 0 save a new image, go to File> ! :
5 : When you are working with digital

' Save. The Save As window will
. then appear. In it, you can set the desti-

: nation for your new file, enter the name

. of the file, and select a file format. Then
hit Save. With some file formats, a sec-
ond window will appear—often oftering
you compression options. Set these as
- you like. After you have saved a file

. once, going to File>Save will update

that same file with any changes you have
- made (no window will appear).

Making a Backup

images, especially those from a digital

your negative—the image as you shot it.
. One of the marvelous things about dig-
ital imaging is that you can mess around
. with an image today, and tomorrow
(when you decide your grandmother

. her head on a monkey), you can just i

- start over from the original file.

camera, your original file is essentially

might not find it all that funny to see
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',-' The Save As window
", lets you specify the
location where you
want your image
saved. Type the name
you'd like for your
image in the Save As
field, and select the
desired file format
from the Format pull-
down menu.You can
also choose to save
the file as a copy
(good for making
backups) or to pre-
serve layers in the
image (see chapter
7). Advanced users
can also choose to
imbed a color profile

for their monitor.
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In the Save for Web *._

window, the image on

the left is your origi-
nal, and the one on
the right is a preview
of the image opti-
mized for the web.
Beneath the preview,
you can see the total
size of the file and the
approximate time it
will take to load. On

the right-hand side of

the window, you can
adjust the settings to
maximize the appear-
ance of the image
while minimizing its

load time.

looks on screen) and the load time (how long it takes to appear on
your screen). Typically, load times are reduced by eliminating data—
and this reduces the visual quality of the image. There's no one set-
ting that will work with every photo, but if you spend a few seconds
playing with the settings in the Save for Web window, you can almost

always improve your load time without making too big a sacrifice in

image quality.
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For this reason, it’s important to

make backups of your original images.
Ideally, you’ll probably want to burn
these unaltered images to CD or DVD,
ensuring that you won’t be able to acci-

: your originals.

. work on a new image, you should save it

as a copy. You can do this by going to
. File>Save As and checking the “As a
. Copy” box near the bottom of the win- :
dow, or simply by selecting a new file !
- name (like “Grandma_backup.tif” or
dentally save over them and destroy ' :

Save for Web

At the very least, when you start

“beachshot_inprogress.tif™).

: To save an image for use on the Internet
i (on a web site or as an e-mail attach-

SAVING FORTHE INTERNET

When you are saving images for use on the Internet, you need
to consider both the image quality (how good the image

ment), go to File>Save for Web. From

. the dialog box, you can select settings
- and see how long an image will take to
load on a viewer’s screen, as well as how
it will look. You can even preview the :
image in your web browser by clicking
. on the globe icon near the lower right
corner of the window. :



GETTING HELP

The Help files in Photoshop can be your best friend when trying to

tackle a tricky problem or locate a setting that you rarely need to

access. They may even provide you with some new ideas.

hile digital imaging is a tremen-
: dously exciting and powerful
. tool for photographers, there’s no deny-

. ing that the learning curve is steep. The
i help files are a great resource wherever

: you are on that curve, providing exhaus-
tive information that covers everything
. from the most basic concepts to the
. minute details of tool options and pro-
gram preferences.

The Help menu gives

you direct access to «°
some commonly

asked questions and

to Photoshop Help.

System Infao...

Registration...

Fhotoshop Halp...
Welcome Screem,.,

- Help Menu |
The Help menu gives you access to
. Photoshop’s excellent Help files. Many

of the most commonly asked questions
are grouped under headings at the bot-

© tom of the menu. If you find your ques-
tion listed here, just click on it to go
directly to the related file in Photoshop
Help. If you don’t, click on Photoshop
Help at the top of the menu. :

=/

Fxporm Transparent Image...
Resize Image.,,

Transfer Activation...

Updares...

Photoshop Online...

How 1o Create Web Images

How to Customize and Automate
How 1o Fix and Enhance Fhonos
Howe 1o Paing and Draw

To autemate a task
To customize palattes
To cusiomize ol presers

How o Prepare Arl for Other Applications
Howe 1o Print Photos

How to Work with Color

Howe 1o Work with Layers and Selecrions

Howe To Wark with Type

v

How 1o Create How Tos

FY Y Y Y VY YIYLAY
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Photoshop Help

Opening Photoshop Help (Help>Pho-
toshop Help), causes a separate applica-
tion, called Adobe Help Center, to

launch. If you’re familiar with the use of

a web broswer (like Netscape or Explor-
er), you’ll have no problem figuring out
how to use this software.

At the top left of the new window
that appears, click on Product Help.
( Note: Expert Support is a fee-based ser-
vice from Adobe; More Resources takes
you to online help and training web
sites.) Below the Product Help button
are several icons. From left to right,
these are: previous page (left arrow),
next page (right arrow), and home—
just like on a web browser. The book
icon allows you to bookmark a page for
future reference (you can access book-

marked pages in the left pane of this
. window by clicking on the Bookmarks
. tab). Using the printer icon, you can

also make a hard copy of the right pane
(where the answers to your questions
appear). This can help reduce the need

to flip back and forth between Photo-

shop and Adobe Help Center.
Continuing to the top right of the

palette is a window in which you can

enter search topics. Just enter what

you’re looking for and hit Search.
Topics related to your search will appear
- in the left frame. When you click on the
topic here, the appropriate Help file will

appear in the right frame. Some topics

have multiple parts, which can be ac-

cessed using the Previous Topic and

Next Topic buttons at the bottom of the
right frame.



CHAPTER THREE

Cropping
and
Orientation

Before you get started
working on an image,
you'll often need to
rotate it, crop it, or
even adjust for per-
spective problems.
These are quick proce-
dures when you are
using Photoshop.

you begin

DUPLICATE,

These are some very basic operations—>but they are so

fyou’ve just scanned an image or just
: imported an image from your digital
camera, it’s an extremely good idea to :
make a duplicate of the original before In the Duplicate Image box you can rename the

manipulating it in : new image, or leave the suggested name (your :

Photoshop. You may think you won’t original image name plus “copy") in place.
. make any mistakes—but, like the rest of
. us, sooner or later you will. And when
that mistake is accidentally saving an
. edited version of an image over the only
original, it can be very frustrating—
especially if you wanted to try some
' . Rotate

. other effects on that original before
deciding which you liked best.

. Duplicate
. To quickly make a backup of your
image, you can simply go to Image> :
Duplicate. In the box that appears, you
can rename your duplicated image, or
- use the suggested name (which will be
your current file name plus the word
“copy”). When you hit the OK button,
- a duplicate image window will appear in
. the Photoshop workspace. This will be
' the copy of your original image, and you
can begin working on this copy without
- altering your original. This procedure
- also works well when you are in the
process of working on an image and
want to compare before and after ver-
sions side by side. Just duplicate the

ROTATE

common that you'll probably use one or both of them on
almost every image you work with.

o pfic g gy
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“before” image, make your change on
the copy, then position the images side !
by side on your screen and decide which
one you like the best. :

. Under Image>Rotate Canvas, the drop-
. down menu contains options for rotat- :
. ing your image. When you shoot with a

digital camera, this is the function you’ll

: use to properly orient your vertical :
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Under the Image menu, you can duplicate or ro-

tate your image.



Cropping and Orientation

To take a vertical photo, you tilt your digital camera. When these images are
transferred to your computer, they will appear as horizontals, though (above).
To get the proper orientation, just rotate them 90 degrees to the left or right

(right).

images (the ones shot with the camera
: the background color (see pages 100~
i image, you can decide whether it needs i 101). :

to be rotated 90 degrees clockwise or

turned on its end). Depending on the

counterclockwise. You can also rotate it
i 180 degrees—useful if you scanned it :
¢ which are easy to flip the wrong way in

upside down (or shot it upside down
during your trapeze lesson).

There are some other options for :

ANOTHER WAY

¢ won’t use these quite as often. First, you

rotating your images—but you probably

can select Image>Rotate Canvas>Arbit-

rary and choose a specific angle to which
: you want the image rotated. Extra blank :
space will be added around your image
to accommodate this rotation, and its

O e B

STCOW [ Camcel )

Enter the angle to which you want to rotate the

image, note whether it is to the left or right, then

hit OK to rotate.

color will be the color you have set for

You can also flip your images hori-
zontally or vertically. This can be useful
when scanning slides or negatives, :

i the scanner.

rom Bridge (File>Browse), you can
Falso easily automate the rotation of
images. To indicate that a given image
should always be rotated when Photo-
shop opens it, click on the thumbnail of
the image and, at the top right of the
window click on the appropriate direc-

tional rotate icon.




"TRANSFORMATIONS

With architectural subjects in particular, photographing from an angle

(like looking up at a tall building) causes some distortion. Eliminating

this gives your photos a more professional look.

hen photographing a subject
. with strong geometric lines, you
get the best results when you keep your
camera square to the subject—but
sometimes this isn’t feasible. For exam-
. ple, unless you have an extreme wide-
angle lens or can shoot from far away,
you normally can’t keep your camera
square to the subject when photograph-
ing a tall building from the ground. This
is such a common problem that Photo-
shop has special tools to help fix it (and
to create some other interesting effects,

i From the Image>Transform pull-down menu, you

- if you like). The first tools we’ll look at .
: i can select several types of transformations.

are found under Image>Transform. A !

: new tool in CS2 called Lens Correction
also performs the same function; we’ll
look at this on pages 80-81.

Getting Started

: Transforms can be done to layers (see

. chapter 7) or selections (see chapter 8).
For now, before applying any of the
following eftects, go to Select>All. You
will see a blinking dotted line appear

around your entire image, indicating
i that the changes you make will apply to

. the entire image. For this reason, you
. should strongly consider working on
- a duplicate file (see page 29). When
you’ve moved on to learn about layers

. and selections, you can use them when
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applying transforms—but this will give
. you a feel for the process.

- The Basics of Transforms
- When you select any of the options from

this pull-down list, an indicator box

with handles (the small boxes at each
- corner and in the centers of the sides)
will appear over your image. If you can’t
see the edges of your image, reduce

your view of the image until you can see
your whole image and some gray area '

around it (see pages 18-19). By clicking
and dragging on these handles, you will
. manipulate the image data within the
frame of the photograph. Which option

you select from the Transform pull-




Cropping and Orientation

The photo on the
left was taken from
slightly below and to
the left of the win-
dow. As a result, the
vertical and horizon-
tal lines are all slightly
skewed and the win-
dow seems distorted.
Going to Image>
Transform>Distort
allowed the image to
be “undistorted,”
resulting in a better

image (right).

down menu will dictate how you will be
- allowed to move the handles.

- Free Transform

. When you select this option, you will be
able to move the sides, top, and bottom
of the image in or out and up or down.

. Skew

With this option selected, the handles
will move only in a straight line in a
. given direction.

. Distort
With the Distort function selected, the
- handles will move freely in all directions.

- Perspective
. When you select Perspective, the adjust-
. ments you make are mirrored top to

bottom and/or left to right. If you
. move the bottom-left handle in toward
the center of the image, the bottom- :
right handle will also move an equal dis-
tance in toward the center of the image.
This is a good choice for images where
your camera was only tilted in one direc- :
tion (like up toward a tall building).

- Accept or Decline :
: Hit Enter to accept the change. If you
want to use more than one choice from
the Transform menu, you can just
- choose it without first accepting the
existing change (i.e., you can switch
back and forth, zhen hit Enter to apply
the cumulative changes). If you don’t
like the change, click on another tool
from the Toolbox and cancel the trans- :
. formation when prompted.




CROPPING

- One of the quickest ways to improve the look of many images is by
cropping out areas that distract the viewer from your subject. Cropping
~ also changes the image size, though, so it needs to be done carefully.

he Crop tool (see page 13) is used
: to remove extraneous areas from
. the edges of a photo. This is a great way
to improve the look of photographs you
- didn’t have time to frame carefully or :
ones that you just didn’t compose as
. while moving the handle.) When the

well as you might have liked.

. To crop an image, choose the Crop
tool from the Toolbox. Click and drag
over the area of your image that you Straightening Images
© want to keep, then release your mouse :
button. You don’t have to be incredibly
. precise. At each corner of the crop indi-
. cator (the dotted line) you will see small

boxes. These are handles that you can !

click on and drag to reshape or reposi-
tion the box. (As you get near the edges
of the photo, these handles tend to !
“stick” to the edges. To prevent this,
click on the handle you want to drag,
then press and hold the Control key !

cropped area looks right, hit Enter.

The Crop tool can also be used very
effectively to straighten a tilted image. :
Simply click and drag over the image
with the Crop tool, then position your
mouse over one of the corner handles

Cropping is a great way to eliminate distractions from an image.



Cropping and Orientation

Cropping is a quick way to straighten out a crooked image, but you do lose some pixels in the process. Here, it's not a problem,

but it could be more of an issue in other photos.

i until the cursor’s arrow icon turns into a
bent arrow icon. Once you see this, click
and rotate the crop indicator as needed.
Doing this may cause the edges of the
. box that indicates the crop area to go :
outside the edges of the image. If this :
happens, simply click and drag on each
. one to reposition it inside the frame. :

. Crop Tool Options
. In the Options bar at the top of the !
screen you can set the final size of the
cropped image. This is helpful if, for
instance, you specifically want to create
a 4x6-inch print to frame. Simply enter
i the desired height, width, and resolu- :

CROPPING AND RESOLUTION

ropping reduces the total number of pixels in an image. If
Cyou are scanning an image and plan to crop it, you may
therefore wish to scan your image at a higher resolution or en-
largement to compensate for this reduction. If you are working
with an image from a digital camera, the total number of pixels in
your image is fixed, so you'll need to determine the final resolution
and image size you need and not crop the image to a smaller size

than that.

i tion needed before cropping, then click

and drag over the image to select just

the area you want in your print. The !

Crop tool will automatically constrain :

- itself to the desired proportions.

Also in the Options bar is a setting
for the shield color and opacity. This !

. shield obscures the area you are crop-
ping out, giving you a better idea of
- what the photo will look like with these

areas removed. Leaving it set to black !

will usually be fine, but you can change
the color by clicking on the rectangle to
. the right of the words Shield Color. You

can also adjust the opacity to allow the

. cropped-out area to be partially visible.
: To turn off the shield, uncheck the box

to the left of Shield Color.

- Select to Crop .
You can also use any of the selection
tools (see chapter 8) to crop an image. '
To do this, select any area of the image,
then, with the selection still active, go to
Image>Crop.



CHAPTER FOUR

Basic
Color and
Exposure

Most images can
benefit from at least

a little tweaking of their
color and exposure—
dafter all, now that the
control is in our hands
(instead of the lab’s),
why not strive for
perfection?

ADJUSTING COLOR

Making color look right is challenging, but it's probably

the most important thing you can do to make

your images look their very best.

a s people who see color all around

us every day, we are very savvy
about color—we know how things are
supposed to look, and when they aren’t
right, we notice it. Even if we don’t
know exactly what the problem is, we
still see it. The following are some of the

challenges to be aware of as you begin

working with digital color.

Color is Subjective

Color is subjective. As a fact of biology,
our eyes actively work to preserve the
appearance of object colors in changing

a result of this, blue objects always look
blue—whether we see them under fluo-
: rescent, natural, or incandescent light. :
This is because we don’t determine the
color of an object in isolation—our per-
ception of one color is linked to our per-
. ception of the colors around it. .
You can experiment with this by
! turning on an incandescent light in a
room that has previously been lit only
by the sun. At first, the light from the
bulb will look pretty orange. Your eyes
will quickly compensate for this, how-
ever, and it will begin to look white. :

light, to enhance color differences be-

tween objects and their surroundings,
and to inform our perception of color
using our memories of what objects
look like. While this is a marvelous thing
in terms of survival (differentiating poi-
sonous berries from ones that are safe to

cat, seeing the green snake hiding in the
foliage up ahead, etc.), it makes things
tricky for people concerned with repro-

ducing colors accurately.

Color Vision

Evolution has decided for us that as the
brain sorts through the data it receives
from the eyes, it should try to standard-
ize it in order to give us the best possi- '
ble information by which to survive. As

. Luminous Sources :
When we look at a source of light, our
eyes are constantly adjusting to it. That
means that the longer you stare at your

d  justwaLkaway |

ometimes you'll reach a point where
Syou aren't sure if your corrections are
helping at all. When this happens, it often
helps to walk away from the monitor for
a little while and relax your eyes. When
you return to your image, you'll often be
able to see immediately what steps are

needed to make it look better.




Basic Color and Exposure

image on the monitor, the better it
. sometimes looks. This can make you
. think it’s okay when it’s not. The lumi-
nous monitor also makes our pupils
close down, which can lead us to think
© an image is darker than it really is. (For

: more objective information on your

images, try using the Eyedropper tool,

. discussed on pages 46-47.)

Viewing Area

. Your eyes will adapt to your monitor no
. matter what you do, but taking control
of your viewing environment can help.
Start by selecting a neutral gray for your
. computer’s desktop pattern, since the

o —

colors you see around the edges of an
image can affect how you perceive the
colors iz the image. The color of the
environment around the monitor can
also cast color reflections onto it, so try
to keep the area neutral and constant. If

© possible, place your computer in a room

with white or gray walls and position it
so that there is no glare on the screen.

i Wear dark, neutral-colored clothing
- when working on color-sensitive proj-

ects, and try to keep the light Jevels in
the room low and the light zypes con-

stant throughout the day, and from day
to day.

Even relatively small variations in
color can make a big difference in
a photograph—especially where

skin tones are concerned.



AUTOMATIC CORRECTIONS

It may sound too good to be true. Can a single operation really make

 your images look that much better? Sometimes yes, sometimes no—

but it's almost always worth a try!

t you’ve ever had the experience of
. developing or printing either color
. or black & white images in a traditional
darkroom, you know that getting the
tones in your images just right can be a
With the automatic
. image-correction functions in Photo-

i laborious task.

shop, however, it’s amazingly simple to

i create dramatic improvements.

: That’s the good news. The bad news
is that Photoshop is, after all, a piece of
. software—it’s not equipped with human
. vision. To compensate for this short-
coming when making its automatic cor-
rections, it is therefore forced to assume
. what the scene or subject is supposed to

look like.

Photoshop assumes, for instance, :

that you probably want there to be at
. Jeast a small very dark area and a small,
very light area. This is, in general, char-
acteristic of a well-exposed image with
good contrast. If you are working with a

softly lit image of a tree in dense fog,

. however, this assumption isn’t going to
. make your photograph look very good
- at all.

The software also makes assump-
. tions about the overall lightness and

darkness that an image should have and

. about how the colors in the image
should be balanced. When your images

© scary.

[ frraze |

viode (3

Feels,,. ¥ ol

&0 | v I
Tuplicae.. Bloo Concras  TCirEL
Roply Image Ao Tolor X3
Calradaras... T F=T
mageSize_.  TEI Lopo Ed e *
L S VEL Erighresss ! Contrasr. -
mf‘gﬂ:‘"‘ Pl e,
_ I=malandle Tl
o warch Coli..
Frim... Resdace Cofor...

Channel Mize,

Ureahenl Bap

Hsen Filier..

Sl Higngi—

Expooan...

Ifiwat =

Eqaitme

Threshoid

Foslence

Warlatdans—

match these assumptions (and many
¢ photos actually do—they didn’t pull
these assumptions out of midair, after
- all), you are likely to get pretty good
. results—maybe even great ones—from
the auto functions. When your photos :
don’t match these assumptions, how-
ever, the results achieved can be flat-out

seconds to figure out if these methods
- will give you the results you want, so it’s
- almost always worth a try. Just be pre-
pared to hit Edit>Step Backward it you
. aren’t happy with the results. :

That said, it only takes a couple of

" Go to Image>Adjust-
"*. ments to access the
automatic correction

i features.
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The original photo (top left) lacked contrast and had a yellow color cast. The Auto Contrast (top right)

helped the contrast but not the color The Auto Levels (bottom left) improved both the color and con-

trast, taking the image to a sepia tone that is probably close to what it originally looked like. The Auto

Color (bottom right) fixed the contrast and eliminated the color cast, rendering the photo in pure

black & white tones.

Auto Contrast

The Auto Contrast command, as the

name implies, adjusts the contrast of
i your image—and only the contrast. It
will not help any color problems that :
: might be present in your photograph. If
. Auto Color

the contrast in the image you are work-

ing with seems a little flat or dull, but
i three automatic functions—and it works !

the color looks okay, this would be one
strategy you could try.

Auto Levels

¢ Auto Levels performs a correction that i
is similar to Auto Contrast, except that

it also affects the color of your image.

Theoretically, this should remove any

overall color cast—but if your image

doesn’t have an overall color cast, it
might actually add one. Still this is :

worth a try for images that need a little
more contrast and have an obvious color
cast you want to remove.

This is the most sophisticated of the

: remarkably well on a lot of images. :
¢ While it sometimes introduces color :
problems, in many images it will be all

you need to get the color and contrast
to a point that is quite acceptable.




BRIGHTNESS/CONTRAST

One of the easiest ways to improve the overall look of your image is

to increase the brightness and/or contrast slightly—but don’t go

overboard or the results can be really unappealing.

he brightness of an image refers to

its overall lightness or darkness.

i The contrast of an image refers to the
- difference in brightness between the
. lightest and darkest tones in that image.

Ideally, we can adjust these variables to

. produce an image with a full range of

. tones (from very dark to very light),
. where the subject is represented accu-
. rately (not too light or too dark).

However, the Brightness/Contrast

tool can quite easily be overused. If you

. make an image too bright, too dark, or
too contrasty, you will lose detail in
some part of that image. This may be
acceptable in some cases, but it is usual-
ly not desirable—so adjust these settings

carefully.

. To adjust the brightness or contrast :
. of an image, go to Image>Adjustments>
Brightness /Contrast. This will open a
dialog box. Usually, you’ll want to in- '
crease the contrast (move the slider to
the right of center). Keep an eye on the
darkest and lightest areas of your image '
. as you do so. If you adjust the contrast
. so that it is very high, you’ll see that
these areas will start to lose detail
. (becoming pure white or pure black). If
you want to create a natural-looking
image, this is something you generally

{ want to avoid.

Use your best judgment when
: adjusting the brightness of the image.
: Depending on the subject matter, the
style of the image, and the look you are
going for, the adjustments you make
. may vary widely from image to image.
Two examples of these adjustments  :
. (one good and one bad) are shown on
the facing page. :
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" To open the
Brightness/Contrast
dialog box, go to
Image>Adjustments>
Brightness/Contrast.

.+ Increase the bright-
", ness or contrast of
the image by moving
the appropriate slider
to the right of center
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The original photo (top left) lacked a bit of contrast

and was somewhat too dark. Adjustments were
made in the Brightness/Contrast dialog box (above)
to brighten the image and boost its contrast. The
resulting image (top right) shows an appropriately

subtle improvement.
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Beginning from the same original photograph as at
the top of the page, the contrast was increased

much more (above). The result (right) is very dra-

matic—and this very graphic look might be just
what you want in some circumstances. The photo is
not, however, redlistic—there is none of the detail
we'd usually like to see in a photo. This is especially
evident in the highlights and shadows, which are

pure white and black.



'OTHER TOOLS

The Image>Adjustments menu contains some extremely useful and

intuitive tools for getting your colors just right—or for changing them

completely, depending on what you want to do with your image.

n addition to color corrections, the
Image>Adjustments commands also

i offer some creative possibilities.

- Hue/Saturation

This command allows you to select a
range of colors from an image (say, all
. of the reds) and adjust them without

changing the other colors.

to change from the Edit pull-down
menu in the dialog box. Check the Pre-
view box at the lower right, then adjust
the Hue slider. The Saturation slider
allows you to adjust the color intensity.
The Lightness slider does what its name

i suggests.

Check the Colorize box to render an
: image in monotone color—excellent for

i creating sepia-toned images.

Desaturate

i ate lets you turn your color images to

black & white.

- Selective Color

. This tool lets you pick a color (from the
. drop-down menu at the top of the dia-
- log box) and adjust it in isolation by
clicking and dragging on sliders for each
gradient from the pull-down menu in

color channel (see chapter 5).

Gradient Map

Going to Image>Adjustments>Desatur- :

: This color image was given a sepia look using the Colorize feature in the

To do this, select the color you want : e/Saturation dialog box.

i In the Selective Color

This command uses a gradient (see page dialog box, setting the
: . ¢ Edit pull-down menu
: 103) to apply color to your image. The ,

: dark ¢ . . 1 b i to red and dragging
dark tones i your image wil be re Ly
. placed by the color at one end of the |\ 0 0 iine red

gradient, while the light tones will be . window frame to

replaced by the color at the other end. purple without affect-

The midtones will be replaced by the

i ing the other colors

gradations in between. To try it, select a : in the image.
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This turtle underwent

drastic color changes

Map command.

The Variations lets

you pick from differ- Var|at|0ns :
ent versions of your | With this tool, a box appears with your :

image. Click until : original image in the top and several

i preview images at the bottom. Click on

the “current pick”

image looks right.

¢ the Gradient Map dialog box and watch

what happens.
with the Gradient

Photo Filter

This tool lets you instantly apply com-

. ‘mon photographic filters for warming,
i cooling, etc., to your images.

these to apply the change shown—and
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keep clicking box after box until your
. image looks just right. Using the but- :
. tons at the top right, you can change the
highlights, midtones, shadows, or over-
4 all saturation. With the slider under
. these buttons, you can adjust the set- '
tings to make big changes with each
click (coarse) or very subtle ones (fine).
When the “current pick” image looks
the way you want it, hit OK. :

Invert :
The Invert command switches the col-

: ors in an image to their opposites—
- blues become yellows, blacks become :
i whites, etc. The resulting image is es-

sentially a negative of the original.

Equalize .
The Equalize command makes the

brightest tone in the image white and
. the darkest one black, then evenly re-
distributes the other pixels in between.
Adobe suggests using this as an initial
correction to scans that look darker and
flatter than the original images.

. Threshold
Threshold converts images into high-
. contrast black & white photos. In the
- dialog box, adjust the slider to the left
or right to control the tones. To learn
how to read histograms (the jagged
. stuff above the slider), see pages 50-51.

- Posterize |
This limits the total number of tones,
. producing images with very little detail. '
In the dialog box, setting the number of
. levels at 2 produces an image made up
of only two colors. With higher settings,
more tones will be used. :



CHAPTER FIVE

Advanced
Color and
Exposure

The automated tools
covered in the
previous chapter are
very useful in many
situations, but some-
times they just don't
provide the degree of
control needed. Using
the Levels, Curves, and
Eyedropper tools in
partnership will give
you more precise
control for enhanced
results.

EVALUATING IMAGES

When you want to make the most of an image, you

can't just start hitting buttons and hope everything will

work out; you need a concise plan of action.

Q s with any endeavor, developing a
tions. If you’ve taken a photograph of a

plan of action before diving in will
enhance your results. When you scan or
open an image and notice that it needs
to be color corrected (or if you open it
because it needs color help), you’ll need
to figure out exactly what the problem
is. The following are some of the things
you should look for when trying to
decide what to do.

Shadows and Highlights

One thing that can make any photo look
- Neutrals

. Neutral tones (areas of white or gray) :

less than perfect is the absence of at least
some areas of deep black and bright
white. For most images, achieving a
pleasing look requires the use of the full
range of tones from black to white. Our
eyes adjust to see this full range of col-
ors in the world around us, so if a photo

lacks it, we immediately feel that the

image looks flat or dull.

Ask yourself: Are the darkest areas in
your photo dark enough? Are the light-
est areas light enough? Some photos
may have one problem, some may have
both, and some may have no problem
at all. If you are looking at a scanned
image, keep in mind that scanning can

negatively affect the image, so even if
White that looks at first glance to be
pure often turns out to be faintly yellow,

your original was good, you may still
need to adjust the scan.

There are, or course, some excep-

. marshmallow in a snow bank, there may
- well not be any deep, dark tones. In an
image of a black cat in a coal bin, there
may not be any areas of pure white.
: Such instances are very rare, however. :
. There may also be instances where, for :
creative reasons, you choose not to use
- the full range of tones in your image. In
. that case, you can move on to the next :
. category of analysis. :

are often the key to learning what’s
going on under the skin of a digital
- image. If the neutral tones have a color
cast, chances are that the rest of the
image does, too. :

A good place to start is with the

whites. Keep in mind, the whites you
evaluate should be areas of pure white
(or very close to pure white), like a
- cloud, a white piece of clothing, etc.
Although we often refer to the “whites”
of the eyes or to people’s teeth as being
white, they rarely are. Once you’ve
identified an area to evaluate, examine it

closely for any slight shifts in color. :
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or blue, or pink. A small color cast may
. be fine; it’s a subjective decision that is
. yours to make. For example, if white
clouds on a blue sky have a slight bluish
cast, that may not be objectionable.
. However, if that bluish color cast runs '
through your whole image and makes
your subject’s skin look blue, that could

. be a big problem indeed.

Grays should also be neutral in tone
. (not bluish gray or reddish gray). Here,
. the selection of an area to evaluate is |
. much more subjective. Paved streets and
gray rocks tend to be a reasonably neu-
. tral gray. Sometimes clothes and other
. fabrics are neutral gray (and this can be
- cither light or dark). Shadows on white '
walls or backdrops are also fairly neutral

i gray areas.

Skin Tones
As humans, we are accustomed to see-
ing human skin tones all around us
every day of our lives. Therefore, we all
notice it pretty quickly when a skin tone :
just plain doesn’t look right. We notice
problems especially quickly in photos of
people we know personally or see on a
regular basis. Yet, from time to time, we :
all see images of people who look jaun-
diced, or seasick, or like they’ve spent far
too much time in the sun. :
There are a few reasons for this.
First, skin tones vary widely from person
to person and can change dramatically
depending on the lighting, activity level, :
exposure to sun, and even the person’s '
emotional state. Second, skin tones are
also finely detailed and feature hundreds
of shades of color rather than a few uni-
fied tones. Third, even subtle problems
can be very obvious to viewers. While :
you can get away with the grass being a
little off color, it’s harder for viewers to '
overlook skin tones that miss the mark.
Because evaluating skin tones is a
fairly detailed process, we’ll examine the
issue more closely on pages 60-61.

In most images, showing a full range of tones—
from rich black to bright white—creates the most
pleasing appearance. To evaluate this image, let's
look at the black areas of the butterfly's wings.
They seem rich, but you can also see that there is

some detail that reveals the delicate texture of

the wings; the areas are not solid black. Turning to

the whites, the spots on the wings are very light,

but they aren't pure white.This is exactly what we
want. Compare this image with the photographs
shown on pages 56 and 60, which have serious

color and/or exposure problems.
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We looked at some of the basics of color on pages 8 and 9. Now,

it's time to get a little more in depth, learning how the colors in our

images are created and how to manipulate them effectively.

hen it comes to tweaking the
. color in your images, it helps to
get a little scientific. Understanding
how colors are produced will make it
. easier to figure out what’s wrong when
they don’t look right—and how to

: address the issue to get better results.

Primary Colors

. There are two sets of primary colors, the
. subtractive primary colors and the addi-

i tive primary colors.

. The subtractive primary colors are
red, green, and blue. These colors are
called subtractive because the total
- absence of all of the colors in an area is
. what produces black. At the other
extreme, the full-strength presence of all

of the colors produces white. You can
i see this in the center of the diagram

. to the right, which shows the effect of
combining any two colors (at the over-
laps between primary colors) and all
top-quality results in the CMYK mode

i equal amounts, the

: three colors (center). As noted on page

8, this subtractive mode, called RGB, is can be quite complex. If you need to :

: o i result is yellow.
. prepare photographs for offset printing, : Combining blue and

. you may wish to consult an avanced } green in equal

Photoshop book that covers this topic | zmounts produces

the color mode we’ll use throughout
this book.

The additive primary colors are

cyan, magenta, yellow, and black. These
colors are called additive because the

i total absence of all of the colors in an

area is what produces white. At the

other extreme, the full-strength pres-
- ence of all of the colors produces black.

This color mode, called CMYK is used

in professional offset printing (the type . yields white in RGB.

used for books and magazines). Getting When red and green

i are combined in

in detail. I would, of course, recom-
: mend my own book: Color Correction

At the center of the

grouping, the pres-
ence of all colors

cyan (bluish green).
Combining blue and
. and Enhancement with Adobe® Photo-
. shop® (Amherst Media, 2004).

red in equal amounts

i produces magenta.
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. Color Recipes

: amount of a primary color that is pres-

: ent in a given non-primary color is :

noted as a value that ranges from 0 (not
. there at all) to 255 (present at its fullest
strength). This means that, in the digital

- world, we can identify individual colors :

: using a pretty precise “recipe.” This is

extremely helpful when, for instance, we

© want to make sure that the colors in a

sequence of images match (say, all the

i pale lavender bridesmaids® dresses at a

wedding).

Color recipes are usually written

something like this: R50,/G120,/B201.

Looking at a recipe like this tells us that

the red (R) value is 50, the green (G)

© 201. As you become more familiar with

The R, G, and B values
are equal in each color
swatch. As the values get
higher, the color goes
from black, to shades of
gray, to white.

Only blue (B) is used. As
the numbers get smaller,

the blue gets darker.

The R and G values

are constant. As the
blue changes, the color
shifts from green (weak
blue), to gray (blue
equal to red and green),
to shades of blue
(strong blue).

RO/GO/BO

R102/G102/B102

RO/GO/B255 RO/GO/BI75

R100/G100/B50

R100/G100/B100

digital imaging, you’ll be able to figure
Working in the RGB color mode, the

out what a color looks like just by read- :

© ing the recipe.

For now, here are a few things to

keep in mind. First, if all the values are
255, the color is white. If they are all 0,
the color is black. If the colors are all the

same value (but not 0 or 255), the color

is a shade of gray. Also, the bigger the
number, the stronger the presence of
- that color in the image. If all the num-

bers are high, the color will be quite

light; if all are low, the color will be
quite dark. Some examples are shown

below to help you get a feel for this. .
We’ll be working with these con-
cepts throughout the chapter, so don’t

be intimidated if they seem daunting—
value is 120, and the blue (B) value is

everything will become more clear as

: you put these techniques into practice!

RI178/G178/B178 R255/G255/B255

RO/GO/B 100 RO/GO/B50

R100/G100/B150 R100/G100/B200



EYEDROPPER TOOL

As mentioned previously, your eyes will deceive you. Fortunately, the

Eyedropper tool will not. Therefore, it can work as your “lie detector”

when you want to make precise color decisions.

Once you’ve opened your image in

GO0
_;.Ha'.rl.g'amr: Y Info “istogram N

for evaluating it: your eyes and the Eye-

Photoshop, you have two tools

dropper tool.

. On pages 4243, we examined how
our eyes—or actually, our brains—treat
color subjectively and can sometimes
fool us into thinking things look differ-
ent than they actually do. This makes
- the objectivity of the Eyedropper tool
especially valuable when you are trying

. to closely analyze colors.

The Eyedropper tool samples colors,
allowing you to see the precise color
- value of the pixels (displayed in the Info
. palette) as you evaluate an image. This
. information is expressed in terms of the
RGB values that make up the colors, as

discussed on pages 44—45.

: With the Eyedropper tool selected,
. in the Options bar you can select the
. sample size you want. You can choose to

see the values for one pixel (Point
Sample) or a larger sample, a 3-by-3 or The Info palette (top) shows you the d.ateli gathered by the Eyedropper
5-by-5 pixel area. With the larger sam- tool. |fth§ colér mode you're working in |slnot shown, click on the eye-
ple, you get a better idea of the overall i dropper icon in the box and select the desired mode from the fly-out
: 5 :

: .. i menu that appears (above).
. color of the area. This is generally : Ppears ( )

. preferable, since color problems are
. more the result of overall trends than

problems with one pixel.

To see how this works, review the

example on the facing page.

7 ®

R- 183 R 184
X G: 5% 2 G 58
B: &4 6. o
g-bit 8-bit
M 6.654 - W
+ o 3470 = :
oo Crayscale
| Mavigatar ¥ infa | v RGB Color
e | Web Color
G
R i HSB Colar
s f CMYK Color
= | Lab Color
+3: :
Total Ink
Do 11.IMFILIM I Opacity

- Point Sampls !
3 by 3 Average
5 by 5 Average

Sample Size:

[

From the Options bar for the Eyedropper tool, select 3 by 3 Average.
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Open an

RGB image in

Photoshop and
select the Eyedropper
tool.

In the Options

bar at the top

of the screen,
set the sample area
to 3 by 3 Average.
This allows you to
read the average
value of three pixels
within the area you
click on in the next
step. This averaged
reading provides a
better sense of the
tone and color of the
area than reading a

single pixel.

Next, verify

that the Info

palette is visi-
ble on your screen.
If it's not, go to
Window>Info.

With the

Eyedropper

tool still active,
move your cursor
over your image and
watch the Info
palette. You'll notice
that the RGB values
change as you move
the cursor over differ-
ent areas of the
frame. Move the cur-
sor to dark areas, light
areas, and areas of
different colors.

=l

RN S R 3
. P ] ; I
| bkbiar™ o “Gspearam ™ T e T ;
R:: 3 R - F: 2FE R 2FE
Hlc: # A g Al 2 Ao 24
R T B i H: 58 B 250
2-kit £-bit 2-kit £-bit
fr 1 nrra 1. B fr S2FF (1.
-r-"!l': I 450 l?!.I-'I: +"!|"_ 3370 IT!.I-'I:

* Sample |—The values in the shadow area on

the butterfly are all very low. This tells us that the

area is almost black.

Sample 2—The values in the highlight area on :
the butterfly's body are all very high. This tells us
that the area is almost white. :

G006 —
e T m
R: =3 B k]
Hlo: 122 2 122
R: L= B i63
8-kit £-hit
ik 4. 188 [ B
+ Tl E3Z0 I H:

Boe
seot e THisiogmm ; u:'
Y the i 250
LG 57 Jh: 55
B 74 E: g
iRt &-hp
i o 297 1 H
h ¥: 0.9E6E = H:

Sample 3—When the green leaves are sampled,
the G value is high. The B value is also quite high,

indicating this is a bluish green.

Sample 4—When a red flower is sampled, the R
value is high. The B value is also a bit high (com-
pared to the G value), indicating that this leaf is a
bluish red, often called magenta. :



LEVELS—THE BASICS

The Levels are a slightly more complicated way of adjusting the tones

in your image (compared to the automatic methods in chapter 4), but

they also offer a greater degree of control for fine adjustments.

he color- and exposure-correction
. tools we’ve looked at so far offer
. quick solutions to some problems, but
they don’t provide much precision.
With the auto commands (Auto Con- '
. trast, etc.), you either like the results or
. you don’t—there’s no way to fine-tune
them. With functions like Brightness/
. Contrast, your adjustments change all
the tones equally. So what it you want to

- darken the shadows without changing
the rest of the image? What it you want
. to brighten the midtones (all of the
. areas of middle brightness that are nei-
ther shadow nor highlight) without im-
. pacting the shadows or the highlights?

: To accomplish these tasks and take
. control of the colors and tones in your
image, one tool you can use is Levels,

which lets you make changes to just the

¢ midtones without affecting the shad-
ows, or just the highlights without
impacting the midtones, etc. The result
is a much greater degree of control.

. The Dialog Box

. The following is an overview of the fea-
. tures of the Levels dialog box. Don’t
worry if the individual elements seem a
- little abstract—on the next few pages
- we’ll look at some practical examples
that will make everything clear.

Mode g [
Adjustments * Levels... i
Agrg Leviels T EL
Duplicare... futn Contrast oirHL
Apply Image.., Auto Color {4308
Calculations... CUrVEs. M
image Size... ) Color Balance. ., £
Cafwat Size... 3O Brightness/Contrast..,

When you open the Levels dialog
. box, the first thing you’ll probably :
notice is a jagged black shape in a white
window (1, facing page). This is called a Adjustments>Levels.
histogram, and it is a graphic represen-
tation of the tonal values in your indi-
vidual image. This histogram is one of
the most valuable features of the Levels
tool, since it gives you a totally objective
. way to evaluate your image. :
: Under the histogram are three trian-
gular sliders. At the left is the black
shadow slider (2), under the area of the
. histogram that shows dark tones. In the
center is the gray midtone slider (3),
under the area of the histogram that
- shows the midtones. On the right is the
white highlight slider (4), under the
highlight area of the histogram. The
taller the histogram is above each area,
. the more of the tones in the image fall :
- into that tonal range. By clicking and
dragging these sliders, you can change

To access the Levels,
open an image and

then go to Image>
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The Levels dialog box ™.,

has many features. «*

Levals

—Channel: ' RGB  ®

| :-{

@ Input Levels: [E]

|[Loo [[2ss |

( 0K )
©

@

T
f Load... J
®

[ Save. .. J

{ Auto )

&) )

€
®

Qutput Levels: |Ef

| [255 |

@

P PdEd
@E Preview

|
at

: the tonal range and contrast of your

. image (see pages 52-57 for further de-

tails on this process).

menu (5). There is one channel for each
. primary color in your image—red,
. green, and blue—as well as a composite
the histogram. In the RGB color mode,

At the top of the box is the Channel

channel for all three together (RGB). As
- we’ll see on pages 56-57, this gives you

some powerful ways to adjust colors.

: When using Levels, make sure that
. the Preview box (6) is checked so that

. you can see the results of your changes.

droppers (7). From left to right, these !

At the bottom right are three eye-

are the Set Black Point eyedropper, the

Set Gray Point eyedropper, and the Set
i White Point eyedropper. These will be

covered in detail on pages 58-59.

Clicking the Auto button (8) does

the same thing as the Auto Levels. See

page 37 for more on this.

ply them to other images. The OK and
Cancel buttons (10) are used to accept
- or decline any changes made in the dia-
log box. :

The Input Levels (11) show the
range of tones in the image. Each box
corresponds to one of the sliders under

the left box will read 0 (zero) for pure
. black and corresponds to the black slid-

er. The box on the right will read 255
for pure white and corresponds to the !

white slider. The middle slider corre-
sponds to the midtone slider and will be

set to 1.0. If you move the sliders, you

will notice that the values change.

The Output Levels (12) allow you
to control the extent of the tonal range

- in the final image, normally to ensure
¢ that it does not exceed the capabilities of
. an output device. This is not an impor-
tant feature for most people—unless
: The Save and Load buttons (9) : :
allow you to store your settings and ap-

you are printing images on an offset
printing press.



READING HISTOGRAMS

Reading the histogram for your image can tell you quite a lot about it.
Even if you didn’t know what the image looked like, you could get

a pretty good idea about its basic characteristics.

Probably the most useful component be problems. Let’s look at a couple of
of the Levels dialog box is the his- examples using the Levels to evaluate an
togram. Using this graphic representa- image. The images below are each
tion of the tones in your image, it’s easy paired with a screen shot of the Levels
to get a good idea of where there might dialog box. The histogram for each is

[ =} 1 =

Lo SEF TR i K] {13 =]

FIALF
[ Sre—

In an image where the tones are
primarily dark, the histogram data is
concentrated to the left near the

shadows slider.
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v | i |
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8 =
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Lo 1L | .-l"'i"l F
’ ~ | Biwmim

In an image where the tones are
primarily light, the histogram data is
concentrated to the right near the
highlights slider.
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In most images, you'll see that the
data is more evenly distributed
across the entire range of the his-
togram. Compare this image and

histogram with the ones on the fac-

ing page.

: boxed in orange. As you can see, the :

histograms are very different.

_ If you look at the winter scene (fac-
ing page, bottom), you’ll notice that the
tones in the image are almost all white
or very light. Now, look at the screen
shot next to that image. In this example,
the histogram is very tall near the high-
light end of the histogram. That tells us
that most of the tones in this image are
pretty bright. Notice the height of the
histogram over the midtone slider—it’s
much lower. This tells us that fewer of
- the tones in the image fall into this cat-
egory. Now, look at the histogram
above the black slider. As you can see,
© there’s nothing there; none of the tones

DIGITAL CAMERAS

: that a very small amount of the image is

hotoshop isn't the only place you'll find histograms—many digi-
Ptal cameras also allow you to display them for each image. Look
for this under your camera’s image-review settings. Learning to read
histograms can, therefore, be an asset both when creating and edit-

ing your images.

in this image are pure black. From eval-

uating the histogram, you can see one

quality of this image that might need
attention. :

If you look at the image of the run-
down train station (facing page, top),
you’ll see that quite the opposite is true.
The histogram in the region of the black
slider is very high, and very few tones
fall into the midtone category. Looking
at the histogram over the white slider, :
you can see that very little of the image
(the bright windows on the right side of :
the image) displays this level of bright-
ness. Even if you did not have the image
to look at, you could tell just by looking
at the histogram that this is an image !
with predominantly very dark tones, '
that some tones are a bit lighter, and

. made up of very light tones.

In most images, you’ll see that the
data is more evenly distributed across :

. the entire range of the histogram, as

seen in the photo above and the screen
shot to the left of it.
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Here's where histograms start to get really useful, giving you

CONTRAST

an indicator of potential problems with images—subtle things you

might not notice at first glance but that can improve your photos.

Now that you know the basics of

reading a histogram, let’s look at :

how these histograms can help you -

diagnose image problems—and how
adjusting the sliders can help you cor-
rect them. In this lesson, we’ll look at
contrast.
: The overall tonal range and contrast '
of an image is sometimes easier to eval-
uate objectively using the Levels his-

togram. In the example to the right, the © &

. low contrast of the photograph is obvi-
. ous in the histogram, which shows that
the tonal range of the image does not
extend as much as it could into either
the black or the white range. Unless this
. is intentional, you’d probably want to
consider strategies for improving the
contrast of such an image.
The quickest way to do this is to
. move the highlight and shadow sliders. !
Begin by moving the shadow slider to
- the right until it is just under the edge of |
the histogram data (you can ignore any
flat little tail of data that might stick out
here).
When you do this, you’re telling
Photoshop that the darkest tone in your
. image (represented by that far-left end
. of the histogram) should actually be
. Dblack. Similarly, moving the highlight :
slider to the left until it is just under the

Lewels
~ Channel: | RGB i3] ok )
Input Levels: [0 | oo [ss | | Ccanea )

¢ Auta )

i £

Ty e s
i Options_. )
Currgur Levels: |ﬂ { |2’55 | :
e — | 2122
i [

¥ Preview

¢ Notice how the histogram data stops short of the shadow and highlight slid-
ers. This reveals that the tones in this image do not extend through the full

tonal range from black to white. As a result, the image looks flat and muddy;

it suffers from a lack of contrast.
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Clicking and dragging the shadow and highlight sliders in under
the very edge of the histogram data above them fixes the con-
trast. The tones in this image (reflected by the histogram) now

extend all the way from black to white.

Don't move the highlight or shadow slider in past the edge
of the histogram—this will destroy the detail in your image. Al
the tones to the left of the shadow slider will be pure black; all
the tones to the right of the highlight slider will be pure white. .

edge of the histogram data tells Photo-

shop that you want the lightest tone in

your image to be white. This operation

i is shown in the image and screen shot

. on the left (above).

- sliders in a little is good, moving them in

If moving the highlight and shadow

a lot must be better, right? Nope. In the

. photograph and screen shot on the right

. (above), you can see what happens

- when you do this. When the shadow

: slider is moved in too far under the his-

togram, all of the image tones to the left

of it in the histogram become pure black

- with no subtle detail. Similarly, all of the

i tones in the histogram that fall to the
- right of the highlight slider become
. pure white with no detail. :

For the majority of photos, ones

where a realistic look is desired, this
: results in contrast that is too high. The

areas of undetailed white and black can

- look especially ugly when printed, since
. this tends to make the problem even
i more evident than it is on-screen. '

If you want a creative effect that :

doesn’t need to be realistic, however,
. you might actually want to use this
- method to create an image with ex-
tremely high contrast.



'ADJUSTING THE MIDTONES

If the highlights and shadows look good in your image but something

still doesn't look quite right with the exposure, the problem is likely the

midtones. Try brightening or darkening them to fix the problem.

or many photos, a simple adjust-

. ment to the midtones can make a
© big improvement. This is very easy to do
in the Levels dialog box.

To brighten the midtones in an im-
- age, click on the midtone slider and
- drag it toward the black point slider. :
. This may seem somewhat counterintu-

Chied: | G & )
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Here, the tones in the image are predominantly
dark.This is just fine, but the skin tones and bright-
ly colored t-shirts seem like they could be a bit
brighter. Also, the subjects’ dark hair doesn’t stand
out from the background very well.
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: Moving the midtone slider slightly to the left
makes the subjects stand out better from the
background and gives a better representation of
the colors. Don't go overboard with a change like

this—the results can be quite unpleasant.




Advanced Color and Exposure
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© itive—wouldn’t you want to
. toward the highlight to brighten the
. image? Nope. Remember, the slider you

drag it

© are moving defines the midtone point.
When you move it toward the shadow
- slider, that shifts the tones in the image :
so that more of them are /ighter than the

midtone (i.e., more of the histogram
falls between the midtone slider and the
- white point slider than between the
midtone slider and the black point slid- :

er). To darken the midtones in an

. image, simply move the midtone slider
i toward the white point slider.

A COMBINED APPROACH

The results you achieve using the auto color-correction functions can often be fine-tuned

to great effect using the Levels command—especially when the results with the automat-

ic tools are already close to what you want.




ADJUSTING THE CHANNELS

Here's where we get to the really powerful aspect of the Levels—the
ability to deal with each primary color individually instead of collectively.

This gives you greater control than any automatic tool.

As discussed on pages 4445, the
set of primary colors used to create
. the other colors in your image is collec-
- Viewing the Channels :
As noted on page 49, the Channels pull-
down menu at the top of the Levels dia-

tively referred to as the color model or
color mode. The individual colors with-
. in the set, on the other hand, are called

: channels. For example, if your image is

in the RGB mode, then it has three

channels: red, green, and blue.

. log box allows you to work on the
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Open an image
in the RGB
color mode

(far left, top). Then,
go to Image>Adjust-
ments>Levels to
open the Levels
dialog box (far left,
bottom).

Pull down on
the Channel
menu at the

top of the box and

! select the red chan-

: nel. Move the high-

| light slider to the left
until it is just under
the edge of the data
in the histogram.
Then, move the shad-
ow slider to the right
until it is just under
the edge of the image
data in the histogram
. (bottom left).
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Repeat this

process for

the green
channel (right image

and screen shot).

Repeat this

process for

the blue chan-
nel (far-right image

and screen shot).

As you make

each change,

don't worry if
the colors seem to
shift in unpleasant
ways; you can only

see the final effect

when you've complet-

ed the last change on

the last channel.

If you want to

fine-tune the

results, go back
into the individual
channels or the com-
posite RGB channel
and try adjusting the

midtone sliders.
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image as a whole (the RGB channel) or

on individual channels one at a time.

Adjusting the Channels

By adjusting the individual channels,
you can quickly remove a color cast
while improving the overall contrast of
your photograph. The basic procedure
is easy to accomplish and can be adjust-
ed visually to suit the individual image.
Just follow the steps that begin on the
facing page.

Keep in mind that you’ll be able to
see the changes most clearly if you work
with an image that doesn’t look perfect
already. Here, the left image on the fac-
ing page lacks contrast and has an over-

all pinkish color cast. This makes it a
good candidate for this technique.

Fine-Tuning the Results

When you have completed this process,
. your image (in most cases) should be :
. better color balanced and have better
contrast. Evaluate your image carefully,
however, to ensure that the highlights
are not blown out (lacking detail) and
the shadows are not blocked up (lacking
- detail)—unless you want the image to :
- look that way. If the color in your
images doesn’t look right, you may also
want to make adjustments to the mid-
tone sliders in one or more of the indi-
vidual color channels.



'THE LEVELS EYEDROPPERS

Want a quick one-touch correction? The eyedroppers may be just what

you're looking for. With a little experimentation, these handy little tools

can produce surprisingly good results.

he eyedroppers provide a quick
. way to remove color casts and set
. the overall tonal range of your photo-
graph. To use them, simply open an !

image and go to Image>Adjustments>

Levels. You can use one, two, or all
three of the eyedroppers, depending on
- instantly to reflect the change. Don’t

: your needs.

- Set Black Point
. To use the Set Black Point eyedropper,
- simply click on its icon at the lower right

cursor will then turn into an eyedropper.
Move the eyedropper over the image
and click on an area of the image that
you want to become pure black. As-
suming you have the Preview box !
- checked (at the lower-right corner of
the dialog box), the image will adjust

worry if it doesn’t look perfect—you
. can click again and again until you get it
just right. Be careful with this tool; you
- can easily create ugly, blocked-up areas

of the dialog box (sece page 49). Your : of black with no detail.

Photos often
lose contrast

and shift color

over the years. The
image on the far left
mostly lacks contrast,
but some color help
won't hurt it.

To begin, the
Set Black Point
eyedropper

was selected and
clicked on a very
dark shadow area of
the little boy’s shoe.
This set that area to
black. It also caused
some of the other
tones to shift (left)—
- but welll fix that in
the next step.
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The Set White
Point eyedrop-
per was then

clicked on a bright
highlight next to the
boy's left elbow
(right). Alternately,
you could click on
one of the highlights

in his eyes.

Since the pants
should be
neutral gray,

the Set Gray Point
eyedropper was
clicked on them.This
eliminated the pink
color cast (far right).

Set White Point

You follow the same procedure to use

the problem, just click somewhere else in your

=

-

i the Set White Point eyedropper, clicking

. be pure white. If there’s not a clear
choice (like a very bright highlight), try
clicking around on the image until you
find the best choice. Be careful to avoid
creating ugly areas of pure white high-
- light with no detail. You’ll probably also
- see the color shift to some degree with
each click as the colors in the image shift

Sometimes clicking with one of the eyedrop-
pers will result in a rather shocking transfor-
mation, like a totally bizarre and unappealing

color shift. Don't worry—it's no big deal. To fix

image or hit the Cancel button in the Levels dia-

log box.

to neutralize the clicked-on area to pure
. white. You can click as many times as
. you want. :
on an area of the image that you want to

. Set Gray Point |
Whether or not you will want to use the
Set Gray Point eyedropper will depend
on the image. If there is no pure gray !
. tone in the image, clicking on this image
- with this tool will cause some big color
shifts as the tone you click on is set to
neutral gray and the other tones in the

WHOA!

i tral, though, this can be a good way to
: eliminate a color cast.

image are all adjusted accordingly. If
you do have an area that should be neu-

The eyedroppers won’t provide a

solution to every problem, but they can
be a very useful tool when applied selec-
tively. Keep in mind, you can always hit
. Cancel (or go to Edit>Step Backward)
if you decide you’re not improving the
look of the image.



'SKIN TONES

Because of their vast variety and subtlety of tonality, skin tones are one

of the most challenging things to perfect in an image. Often, combining

multiple color-correction tools is required to get the results you want.

‘ N J ¢ sce skin tones every day, so we
notice it quickly when they just good starting point would be in the
. don’t look right. Adding to this is the - neighborhood of R200,/G170/B150.
fact that skin tones are widely varied
- good starting point would be in the
. neighborhood of R170,/G110/B80.

Keep in mind, these numbers are

i from person to person—and even across
i a single face. These subtle variations in

. tone can make it tricky to determine ‘:

when the skin tones look just right in a
: given image.

Also, our eyes “help” us by trying to

neutralize the subtle color casts that can
. make our subjects look bad. This makes
- it especially important to use the Eye-
dropper tool (see pages 46—47) when

looking at skin tones. Unfortunately,
. there is no standard by which to judge
“correct” skin-tone color because there
is no “correct” color. The following

guidelines may, however, be helpful.

First, you should use the Eyedrop-
per tool to evaluate a median tone on
the skin (not a highlight or a shadow).
. Avoid areas that tend to be pinker (like
lips or fingertips) or where there may be
shadows (eyelids, under eyes, knees,
- under chin, etc.). Good areas may in-
- clude the forehead or jaw area, shins,
forearms, etc. Avoid areas where the
. subject is noticeably tanned (unless the
. tan is all-over and even). The face is the
first thing that most people look at in a 3

portrait, so that’s a good place to start.

For fair complexions in daylight, a

For darker complexions in daylight, a

- only for reference. If you take eyedrop-
per readings off your subject’s face and
find that the green and blue values are
. pretty much in line with those listed :
. above but the red is much higher, think :
about your subject. Is the person’s skin
actually a little redder than average? Was
he or she blushing or flushed when you

The original
photo lacks
contrast and

the skin tones are
significantly too blue.
The following steps
show one possible
way of correcting
this—but you can
combine tools in
whatever way works
for you. Don't be
afraid to use a tool
more than once to
get the effect you

{ want.
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The first tool

selected was

Auto Contrast
(top left). This helped
the overall contrast,
although the image
now seems a little
too dark.

Next, the

Levels were

used to bright-
en midtones, and the
Set White Point
Eyedropper was used

to set the white point

on a bright white
highlight in the frost-

ing (top right).

The Variations

command

was then used
to decrease the blue
and increase the red
(bottom left).

The

Eyedropper

tool was used
to evaluate the skin
tones. This showed
that they were still
too blue.

The Levels

were used

again to
increase the red in
the midtones and
slightly reduce the
blue in the midtones
(bottom right).

took the picture? If so, the color might :

be right on. If not, consider making an '

adjustment to the skin tones part of i bit darker.

your strategy.

Also, these numbers should be con-
sidered proportionately, not as absolute
values; it your subject’s skin-tone read-

B140, that’s probably just fine, since all
of the colors are just proportionately a :

Finally, as you move into darker or :

more shadowed areas of the skin, expect
the color to become somewhat more
. blue. '
ings seem to be more like R190,/G160/



'CURVES—THE BASICS

Thought the control you achieved with the Levels was really

something? Well, you haven't seen anything until you start working

with Curves, the most refined of Photoshop’s color-correction tools.

hat is it that makes the Curves

: editors for adjusting color? The answer

¢ is simple: control. As you’ve seen in the

previous lessons, the Levels tool is quite
powerful but allows you only three
points of control per channel (the shad-
ow, midtone, and highlight sliders). The
Curves tool, on the other hand, allows
you to establish up to fourteen points of

control—although using more than five

is pretty rare. As you can imagine, this !

i allows you to make much finer adjust-
© ments and to manipulate your images in

ways that are impossible with any of

Photoshop’s other tools. If this sounds a

. bit daunting, don’t worry—the effects :
preview instantly on your image so you

i can see the changes you’re making.

The Dialog Box

Unlike the Levels tool, when you open

the Curves tool the dialog box will look

. the same for every single image. The
diagonal line running through the cen-
. tral area of the dialog box (1) is called
. the curve. It might seem odd to call a
straight line a curve, but as you’ll see, it
is the bends you apply to it that change
. and enhance your image.

: The gradient bars at the bottom and
left of the curve (2) represent the tones

the choice of professional image :

. controlled by the proximate area of the
curve. In the RGB mode, the dark tones
. are controlled by the lower part of the
- curve. The light tones are controlled by : Adustments>Levels.
the upper part of the curve. If, for some
reason, you’d like to reverse this, click
on the black and white arrows in the !

center of the bottom gradient bar (3).

As in the Levels dialog box, the
Channels pull-down menu (4) allows
. you to access the individual color chan-
nels for the image.
. To change the tones in your images,
you will generally click and drag on the
curve line to change its position. If you
. prefer to draw the curve manually using
your cursor, click on the pencil icon (5),
then manually draw a curve over part or
- all of the existing curve.
: If you choose to draw a curve man-
. ually, the Smooth button (6) will be- :
come active. Clicking on it will smooth

fode ] |
T Levels.. L
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Apply Image... Aute Color S

Calculations...

image Size.., Cug | Caolor Balance... it B

Canvas Size... e Brightness/Contrast...

To access the Levels,
open an image and

then go to Image>



Advanced Color and Exposure

The Curves dialog *.,

box has many
features designed to
assist you in adjusting
the tonality of your

images.

- Channel: [RGB @

FD

( Cancel :'J

@( Load... j

(_ Save... )

@__ Smooth

Preview

2>

: the curve you draw, providing a more :
. seamless transition between the tones in

the image. Options settings. Clicking the Auto but-

Because you may want to make very

fine adjustments to the points that cre-
. ate the bends in your curve, Photoshop
allows you to enlarge the dialog box by
clicking on the icon at the lower right
corner (7). :

Make sure that the Preview box (8)

- is checked as you work on your image so
that you’ll instantly be able to see the
. results of the changes you are making. : ly saved settings.
: The three eyedroppers (9) function
the same as with the Levels. See pages

58-59 for more on this topic. them.

The Options button (10) gives you
access to the Auto Color Correction

© ton (11) provides an automated correc-

tion of the image. :

The Save and Load (12) buttons
allow you to make adjustments to the
Curves, then save them for later use. To

access the saved settings for a second !
i image, open that image and go to

Image>Adjustments>Curves, click the
Load button, and identify the previous- !

When you’re done, hit OK (13) or
Cancel to accept your changes or cancel



EDITING CURVES

Envisioning the results you'll get when adjusting the curve line

might seem a little tricky, but if you keep a few basic rules

in mind, you'll find that it's actually quite easy.

nlike the Levels tool, the dialog
: box for the Curves tool will look
the same every time you open it. Since it
will not, therefore, provide any informa-
tion about the tonal balance of the
image, it is especially important that
you’ve already determined your goals @ [
for the image before you begin manipu-
lating the curves. For a review of this

preflight process, see pages 42—43.

- Smoothness

The smoother you keep the curve, the
. better your results will look. You can o =
create sharp bends and tight turns, but
these will change the tonalities in ways
that are not realistic and are generally -

. not aesthetically pleasing.

. Steepness

When you make the curve more steep -
than the 45-degree angle at which it
starts, the result will be an increase in
. contrast. When you make the curve flat-
ter or more shallow, the result will be a
decrease in contrast. As you edit the
. curve, making one area more steep
(more contrasty) will often result in
other areas becoming more shallow (less
. contrasty), so you’ll need to evaluate the
image carefully to ensure you are happy

with whatever trade-ofts there may be.

Inpue: |

ol o

= |

Srmims

(s )
{ Dptitis..- )
[*T#*T#]

-

/{,.ﬁ

i
4
|
|
|
|

! 2
A1

Keeping the curve
smooth produces
realistic results. A
shallow S or C shape
is usually desirable.

v

. B
1
L

A jagged curve pro-
duces results that are
pretty bizarre—and
far from subtle.

Compare the original
curve line (orange)
with the edited curve
(black). In the mid-
tones, the line is now
steeper, indicating an
increase in contrast. In
the far shadow and
highlight areas, it is
shallower; indicating a

decrease in contrast.
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On the left (top and
bottom), we see the
original image and the
unedited curve. Pull-
ing down on the cen-
ter of the RGB com-
posite curve darkens
the midtones (center :
top and bottom). Pull-
ing up on the center
of the RGB compos-
ite curve lightens the
midtones (right top
and bottom). :

i the midtones in the image are made

- Adjusting the Midtones
: One of the most basic changes you’re
¢ likely to make is to the midtones of an :
. image (those areas of the photo that are
i neither shadows nor highlights). In the
i screen shot under the portrait above :
- (left) you can see the original straight
¢ line of the curve. By clicking on the

midpoint of the line and dragging it

down, the midtones in the image are
made darker (center image and screen
- shot). Conversely, by clicking on the
- midpoint of the line and dragging it up,

. lighter (right image and screen shot).

- above, you can see that the black point :

Looking at the center screen shot

(the lower-left point of the curve) has
. remained unchanged. The three-quarter
: tones (the tones that are darker than

point) are very slightly darker. They are

also, as the more shallow angle of the

- curve line reveals, very slightly lower in
: contrast than in the original image. In

such an instance, if you had very impor-

tant areas of detail in the shadows,
. youw’d want to double check them to
. make sure that no desirable detail was
compromised. :

The quarter tones (the tones that
are lighter than the midtones but darker

. than the white point) are also very

slightly darker, but they have experi- :
enced a slight increase in contrast (the '

line is a bit steeper than it was before the
: change). Again, if there was important

detail here—say, the texture on a white !

wedding gown—you’d want to check
these areas to ensure it was not compro-
: mised. Here, the white point, like the
the midtones but lighter than the black .

black point, was not changed.



CONTRAST AND CHANNELS

Now that you understand the basics, let's look at some

practical examples—adjusting the contrast of an image and

removing a color cast. These are everyday tasks that Curves make easy!

Adjusting the Contrast

. Increasing the contrast in the midtones
is a good way to add contrast to an
image without blowing out the high-
- lights or blocking up the shadows.
Creating an S-shaped curve is the way to

accomplish this.

. Begin this process by clicking on the
center of the curve to create an anchor
point. If you want to darken or lighten
the midtones overall, you can drag up
. or down on this point (as seen on pages

. 64-65).

: Then, click on the curve line about
. halfway between the midpoint anchor
you just created and the shadow point
(the bottom-left point in the line). Drag
this point slowly down toward the bot-
tom of the box. As you do this, the
upper halt of the curve will mirror the
bend in the bottom half. As a result, as
you darken the three-quarter tones, the
quarter tones will become progressively
lighter. The greatest point of change
will be at the midpoint anchor, so the
greatest increase of contrast will be in

i the midtones.

_ Again, looking at the resulting curve
- tells the tale. Comparing the two screen
shots to the right, you can see that the
new curve (bottom) is now steeper in
- the center than the original (top). From

In the original image, the
contrast was slightly too low.

|

¥ |
4 - 4

-~ |

AT

The contrast of the image
was increased by adjusting
the previously straight curve
so that it became a shallow

S curve.
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Begin with an

image in the

RGB mode.
Open the Curves

dialog box by going to

Image>Adjustments>
Curves.

Decide what

color needs to <

be removed. In
this image, the build-
ing looked too blue.
Therefore, the Blue
channel was selected
and the midpoint of

the line dragged down

until the color looked
better.

Correcting the

blue color cast .

revealed an
underlying pink tone.
To eliminate this, the
Red channel was
selected and the mid-
point was dragged
down very slightly.

After making
these adjust-

ments, the color :

looked much better.
If you liked, you could
continue to make
changes to the mid-
tones or contrast by
switching the Channel
menu to RGB.

.
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¢ the three-quarter-tone area to the shad- !

ow and from the quarter-tone area to '
the highlight, however, the curve is now
slightly more shallow, meaning that the
contrast in these areas has been slightly :
reduced.

Should you want to 7educe the con-
trast in an image, follow the same proce-
dure but pull #p on the second anchor

i point (the one between the midpoint

and the shadow). This will make the
middle of the curve more shallow (less
steep) but will to some degree increase
the contrast of the highlight and shadow
tones, so watch out for problems in

i those areas.

Removing a Color Cast
If an image has an overall color cast, you
can remove it easily using the Curves.

To do this, you must first identify
the nature of the color problem—is the
image too blue? Too red? Too green?
Maybe a bit too blue and red? Once

you’ve decided what needs to be

changed, go to the appropriate channel
and pull down on the center of the
curve until the color cast disappears, as
shown in the steps to the left. Keep in
mind that you may need to make adjust-
ments to more than one channel to

properly balance the color. Often, elim-

inating an obvious color problem reveals
a more subtle underlying one that also '
needs to be addressed. :

It’s easy to go overboard with this,
so try to work in small increments and
consider each change carefully. After ap- :

plying the Curves change, you can tog-

gle between the before and after ver-
sions of the image by going to Edit>
Step Backward and Edit>Step Forward.



CHAPTER SIX

Filters and
Styles

The filters and styles in
Photoshop offer instant
gratification—and
some pretty cool looks
for your images. Be
prepared to play with
these for a while and
marvel as they work a
little magic!

ARTISTIC FILTERS

Getting started using filters is very easy—and the Artistic
filters in Photoshop provide a variety of ways to give your

1)

image a very “painterly” look.

filter is a specialized piece of soft- :

ware that runs within Photoshop
and is used to apply a specific effect to
an image. Many filters are packaged :
with Photoshop itself, and other filters :
(from Adobe and other companies) are
also available to meet specialized needs.
In this book, we’ll stick to the ones that
. filters on the right. For other filters, a

are packaged with Photoshop.

You can apply filters using the Filter
pull-down menu at the top of the :
screen. Pulling this down will reveal sev-

eral submenu categories that contain
the individual filters. Selecting a filter
will cause one of three things to happen.
For some filters, a full-screen dialog box
called the Filter Gallery will appear (see
below). This has a preview of the image
on the left, icons for each filter in the
center, and controls for the individual

smaller dialog box that is unique to that
filter will appear. For a few filters, the :
effect will automatically be applied to :
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When you choose a filter from the Filter menu, a full-screen dialog box opens.



Filters and Styles

your image, without any dialog box at
. all appearing on screen. - don’t like it.
- Artistic Filters
The filters in this group are designed to
. imitate the effects of traditional artistic '
media. A few examples are shown be-
. Stick, Sponge, Underpainting, and
. their settings as much as you like—you '
can always use the Edit>Step Backward
. command or the History palette to

. low. Experiment with these filters and

reverse the effect if you decide that you :

The filters included in this category

are: Colored Pencil, Cutout, Dry Brush,

Film Grain, Fresco, Neon Glow, Paint
Daubs, Palette Knife, Plastic Wrap,
Poster Edges, Rough Pastels, Smudge

Watercolor. The best way to learn to use
them is to open an image and begin
experimenting with the settings. '

Original image.

Watercolor filter,

Film Grain filter:




BRUSH STROKES AND SKETCH

Don't be afraid to experiment. Filters can produce some strange looks

that aren't right for every image, but sometimes the right filter can

instantly bring a plain image to life right before your eyes.

With these filters, adjusting the set- :
tings in the dialog box will radi- : Strokes, Ink Outlines, Spatter, Sprayed

cally change the effect. Spend some time

adjusting the various sliders until you

find the best look for your image.

. Brush Strokes Filters

The filters in the Brush Strokes group
can be used to add the look of natural
brush strokes to an image. The filters in
this category include: Accented Edges,

Angled Strokes, Crosshatch, Dark

Strokes, and Sumi-e.

When you select the filter you want

' to apply, in this dialog box you will be
able to set parameters for the length of
. the brush strokes and their pressure (the :
selections vary slightly from filter to fil-
ter, so be prepared to experiment). Be
sure to use the preview window to ad-

. just and evaluate the settings.

Original image.

Spatter filter.

Accented Edges filter:

Sprayed Strokes filter:

Crosshatch filter:

Sumi-e filter.
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Photocopy filter:

Stamp fitter:

Sketch Filters

The Sketch filters imitate the look of the
various media used in sketching, as well

as some other paper-based artistic pro-

cesses. These filters include: Bas Relief, '
Chalk & Charcoal, Charcoal, Chrome,
Conté Crayon, Graphic Pen, Halftone
Paper, Note Paper, Photocopy, Plaster,
Reticulation, Stamp, Torn Edges, and
Water Paper. The effect of each filter is

Water Paper filter:

controlled through a dialog box that
opens when you select the filter. The
best way to learn about these filters, and
the best settings for them, is simply to
experiment!

For best results, try using a black &
white image. To convert a color photo-
graph to black & white, simply go to
Image>Mode>Grayscale or Image>Ad-
justments>Desaturate.



BLUR AND DISTORT

You may use the Blur filters with some frequency to soften an image
(good for hiding little wrinkles), but use the Distort filters selectively—
used too frequently, they can quickly lose their visual impact.

he Gaussian Blur is one of the most Diffuse Glow—Applies a misty

5 frequently  used filters in ! glow to your image.
Photoshop. Read on to learn why. Glass—Adds shiny highlights and
texture to your image. You can
Blur Filters select from the look of frosted
The Blur filters let you reduce sharpness glass, glass blocks, etc.

- in an image. This can be useful for cre-
ating a soft-focus effect or for adding
special effects (like a motion blur). The
filters included in this category are:
Average, Blur, Blur More, Box Blur, .
Gaussian Blur, Lens Blur, Motion Blur,
. Radial Blur, Shape Blur, Smart Blur, and
. Surface Blur. Of these, Gaussian Blur is
the most used, allowing you to create a
. smooth, all-over blur. This is perfect for
hiding little wrinkles and imperfec-

tions—but a little goes a long way. 5

The Blur and Blur More filters also
. create an all-over blur, but they don’t let
. you control the intensity. The Radial
and Motion Blur filters are useful for

Gaussian Blur filter.

. creating special effects. Surface Blur
. softens areas of similar tone while trying '
. to maintain sharp edges.

. Distort Filters |
. The filters in the Distort menu add
waves and other effects to images. The
filters in this group are quite varied in

¢ their effects. The most interesting (and
easy to use) of these are: ! Radial Blur filter. Surface Blur filter:
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Original photograph. Diffuse Glow filter. Glass filter (set to frosted).

Pinch fitter. Ripple filter: Twirl fitter.

Ocean Ripple, Ripple, Wave, . Pinch—Makes the center of the
Zigzag—Enhance your image image appear to be pinched in.
with wave effects (each adjusted . Spherize—Makes the center of the
using slightly different sets of image appear to bulge out.
controls). The Zigzag filter ofters Polar Coordinates, Twirl—Twists
a nice pond-ripple setting, for your image either from the center
example. Applied to extremes, all or around an edge point.

create interesting abstracts.
Lens Correction—This useful filter
is covered on pages 80-81.



PIXELATE AND RENDER

| Sometimes the name of a filter doesn't tell the whole story. When
you're experimenting with filters, be sure to try extreme settings
: (both high and low). What happens might pleasantly surprise you.

Like most of the sets of filters, there
are some gems here, and some
yow’ll never find the right picture for.
Spend some time with the Lighting '
Eftects filters, though—you’ll discover
. some useful and interesting effects with ment, Facet, and Crystallize filters break !
: the image up into cells (geometric areas
of a single color) of varying shapes. The
size of the cell is set in the dialog box. :

. the different settings.

. Pixelate Filters

The Pixelate filters create a number of
stylized effects. Essentially, these filters
. function by breaking the image into
- clumps—circles, squares, and other pat- technique. In the style of a subgroup of
terns. When using these filters, you
. should select a relatively low setting in

Original photograph.

Mezzotint filter:

the dialog box, or your image will :
become unrecognizable.

The Color Halftone and Mezzotint
filters replicate the look of traditional
printing techniques. The Mosaic, Frag-

The Pointillize filter is probably the
most useful one in this set, since it repli-
cates the look of a traditional painting

the French Impressionists (called Poin-
tillists), this filter renders the image as

Pointillize filter.

g AL
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Original photograph.

Lens Flare filter.

Lighting Effects filter.

i groups of tiny dots of color. As long as
you keep the cell size small, your eye will
blend these dots together into a unified
image. :

Render Filters

The render filters produce some special
3-D shapes, clouds, refraction patterns,
- and simulated light effects. These are
mathematically intensive filters and may
take a while to apply to your image, so
be patient. |

3D Transform—Allows you to “wrap”

your picture over a virtual cylinder,
cube, or sphere (in the dialog box,
select the appropriate shape, then
click and drag over the image pre- :
view). You can view your image from
different perspectives using the pan :
and tilt features.

Clouds—Creates clouds based on the

foreground and background colors.
The on-screen image doesn’t affect
how they look.

Difference Clouds—Similar to the

Clouds filter but incorporates data
from the image on the screen. (Try
applying this filter ten or more times
sequentially to create a pattern that
looks somewhat like marble.)

Lens Flare—Simulates the washed- out

effect and geometric shapes created
when bright light strikes a camera
lens. Specify the center of the flare
by clicking inside the image preview
or dragging the crosshairs.

Lighting Effects—Allows you to apply

a variety of light sources (from flash-
lights to spotlights) to your image.
This is a slightly complicated filter to
use. Begin by selecting a style (from
the top pull-down menu). Then
adjust the direction by clicking and
dragging to rotate the light in the
preview of your image. Other set-
tings in the dialog box fine-tune the
effect—the best way to learn to use
these filters is simply to experiment!
Texture Fill—Fills a selection with all
or part of a Grayscale file. To add
texture, open the Grayscale docu-
ment you want to use as the texture

fill.



TEXTURE AND STYLIZE

Next in our look at filters are the Texture and Stylize groups.

The effects they create are very specialized, but they can be
quite interesting when combined in sequence with other filters.

here are two more groups of filters
. for you to try before we move on
. to examine two specialized filters. As
you’ve seen, filters are powerful tools, :
but moderation is definitely called for if

: you want to use them effectively.

Texture Filters

The Texture filters, as their name im-
plies, add the look of a textured surface
to your images. The Craquelure filter
| - Stylize Filters
. The Grain filter, like the Film Grain and
. Noise filters, adds a speckled look. The
Mosaic Tiles and Patchwork filters add a
pattern of recessed-looking areas to the

. creates the look of crumbling plaster.

: image, creating the impression that it is

Original photograph.

Stained Glass filter:

made up of tiles/patches. The Stained
Glass filter divides the image into uni-
formly colored areas (cells)—it’s one of
the more realistic effects. Finally, the
Texturizer filter let you add the texture

© of bricks, sandstone, canvas, and burlap.
These filters can reduce fine detail. For
i best results, select images where the

shapes of the subjects are more impor-
tant than their existing texture.

The filters in this group can create some
very interesting looks. You won’t use
them every day, but they are a lot of fun.
The Diffuse filter puts soft edges on

- everything. The Emboss filter works like

Craquelure filter.
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Extrude filter.

the Bas Relief filter (in the sketch image with fine lines and can produce
group) but creates “edges” that reflect
color. The Extrude filter creates a geo- '
metric 3-D look, while the Tiles filter
image quite dark). The Wind filter
. makes it seem as if the colors are blow- '

creates a flatter patchwork look. The
Find Edges, Glowing Edges, and Trace
Contour filters trace the contours of the

appealing results. The Solarize filter cre-
ates a stylized look based on a darkroom
technique (usually this renders the

i ing off your photo.

Wind filter:

can try.

crayon-drawn look.

textural look.

one filter at a time. Using two (or more) filters on your images can often produce truly

unique results. There are almost limitless combinations of filters and settings. Here are few you

* Begin with a color image. Run Rough Pastels, then Find Edges to create a strangely colored,

* Begin with a color image. Run the Watercolor filter; then the Water Paper filter for a very

* Begin with a Grayscale image. Run the Find Edges filter; then follow it up with the Smudge

Stick fitter to create the look of a pencil sketch.

Emboss filter.

COMBINING MULTIPLE FILTERS

N ow that you know how to apply filters to your image, don't limit yourself to using only




LIQUIFY

The Liquify filter can be used to change the shapes

of your subjects. This can be done to subtly enhance their

appearance, or to wildly change it—the choice is yours.

he Liquify filter (Filter>Liquify),
. allows you to freely twist, stretch,
- and warp an image. While warping may
not sound like it would result in pleasant
changes to an image, it’s quite useful in
. retouching. As you can see below and
on the facing page, selectively distorting

. small areas of an image can help to elim-
: inate little figure flaws in portraits for a
: more flattering look. It can also be used

result from tighter clothing, like snug
waistbands. In advertising photography,

LIQUIFY CONTROLS

__ Accept or cancel the
changes

__ Select the brush size
and other tool options

this tool is even used to make a model’s
eyes or lips look a little bigger or more
- full. :
to smooth out the little bulges that The key to using the tool for re-
touching is subtlety. The more you dis-
. tort a given area, the more likely the

LIQUIFY TOOLS

Warp
'*% Reconstruct

[ = Twirl
iﬂ-— Pucker
::'_‘_— Bloat
ﬁ-g,— Push
':,E.;-}a-_ Mirror
£221 Turbulence
B Frecze
[C—Thaw
ﬁ_Hand
q-—Zoom

" The Warp tool in the
Liquify filter was used
- to slightly slim the
woman'’s hip area for
a more flattering look
- (far left, original; left,
retouched). Original
image courtesy of Jeff
© Smith.
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Here, the man's chin
and neck (left) were

reshaped using the
Liquify filter (center).

Using the Burn tool,

the shadows were
then enhanced to fur-
ther reduce the visi-
bility of this area
(right). Note that the
change is subtle—
people should still
look like themselves
after you make these
little refinements.
Original image cour-
tesy of Jeff Smith.

fitter can also be used
to create effects that
are far from natural. s

refinement will look fake. When using it

on people, be careful not to distort your
subjects so much that they don’t look
like themselves.

To use this filter, go to Filter>Dis-
tort>Liquify. Doing so will open a full-
screen dialog box with a large preview of
your image in the center and two con-
trol panels on either side. To the left of
your image are the tools, and to the

right are the options.

To begin, select the Warp, Turbu-
lence, Twist, Pucker, Bloat, Push, or
Mirror tool. Then, choose a brush from
the options panel. For the most impact,
select a rather large brush (perhaps in

the 50-100 range), and set the brush

© pressure to about 50 (higher settings :
. will provide even more distortion).

Then, by clicking and dragging over the
image preview, simply begin painting on
the distortion. The longer you leave
your brush in one area, the more the
pixels there will be distorted. Try exper-
imenting with several of the tools, using '
different brush sizes and pressures, and

. painting quickly versus slowly.

If you like the results of your work as :
shown in the preview window, hit OK to
accept the changes. If you don’t like
them but you want to try again, hit
Revert. :




LENS CORRECTION

As you may recall, we've already looked at one way to remove

the distortion that sometimes appears in images (see pages 30-31).

This filter, however, streamlines the process to a greater degree,

he Lens Correction filter (Filter>

Distort>Lens Correction) provides | |-

i access to controls that allow you
. to quickly correct common perspective '

problems.

When you activate the filter, a full-
screen dialog box appears with a large
. preview of your image. Superimposed
over the image is a grid, which is helpful
as a reference for squaring up your
image. To change the size of the grid, :
simply adjust the Size box at the bottom
of the window. In the pane to the right,
youw’ll find a series of sliders. The follow-
. ing are the options, from top to bottom.

 Remove Distortion

. This slider compensates for effects that
cause lines near the edge of the photo to
. bow out (often with wide-angle lenses)

or in (often with telephoto lenses).
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Selecting the Lens Correction filter (left) opens a full-screen dialog box (top).
Using the sliders (above), you can adjust your image until the vertical and
horizontal lines in the photo match up with the superimposed grid lines.
© When you're done, just hit OK to apply the changes.
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. Chromatic Aberration

. Here, you adjust for the slight prismatic :
- effect of some lenses that produces halos
. Transform

. This tool lets you scale the vertical and

around edges that should be sharp.

Vignette

¢ This slider lets you compensate for the
darkened edges that sometimes appear
i when using a wide-angle lens at a wide

When you accept the
changes in the Lens
Correction dialog box, your

image probably won't have

To correct this, flatten the
image (Layer>Flatten
Image), then crop it to the

desired shape (below).

square edges anymore (left). .
. edges. To correct this, just flatten the

i aperture (or you can use this slider to

add a vignette for creative effect).

horizontal perspective of your image !

to compensate for the distortion that !
occurs when the camera’s lens is not !
square with the subject. '

Finishing Up

. When you hit OK to accept the changes
. youve made, you’ll probably be left :

with an image that isn’t square at the !

: image (Layer>Flatten Image) and use !
. the Crop tool to restore a rectilinear :
i shape to the image.




STYLES

Snakeskin! Ancient Stone! Double Green Slime! Okay, these may not be

things you'll use every day, but you have to admit it's tempting. The

Styles palette has more practical tools as well, though, so read on.

he Styles in Photoshop work a lot

like the filters, but they are signifi-

- cantly more complicated and often
. involve several steps. Fortunately, every-

thing is totally automated.

: To apply a style, you’ll first need to
duplicate your background layer. We’ll
. discuss layers in detail in the next chap-
ter. For now, though, all you need to do
is open an image and go to Layer>
Duplicate Layer. Then, hit OK in the

dialog box that appears.

: Once this is done, open the Styles
palette (Window>Styles). To apply a
style, all you have to do is click on its
icon. If'you click on another style, it will
. automatically replace the first style, so
it’s easy to try out a number of styles

- very quickly.

. Only a few of the available styles are
loaded when you install Photoshop. To
load the rest, click on the black triangle
button at the top right of the palette
and select Load Styles. In the Load dia-
log box that appears, select all of the
. «.asl” files and click on load. The com-
plete selection of styles will then appear

. in your Styles palette.

. From the same menu at the top
i right of the palette you can also select to
© view the styles as a list, as thumbnails, or

as text only (by style name).

Purple and Magenta

Yellow and Orange

Angled Spectrum

Basic Black

Beveled Mormal

Beveled Mouseover:

Boveled Mousedown

SILRCSE A ATy

Bumpy

Clear Embossaed

Color Target

Copper Tube

B e R .

Crusty

SHIFSEET

B Ay

" The Styles palette

=R .
- Ushaiches soles “Goloe, G
: ﬂ PU[[J"E and Bla{;k S view selected from

i the fly-out menu

with the Large List

- h | (opened from the
. Paint Brush Strokes m black triangle button
{ at the top right of the

palette).
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Batik style.

Night Vision style.

Negative style.




CHAPTER SEVEN

Working
with Layers

Master the use of
layers and you'll have
a brand-new world of
imaging options. The
more you practice with
these, the more intu-
itive they become, so
don't get frustrated—
this is a challenging

THE BASICS OF LAYERS

Layers are one of the most versatile tools in Photoshop,

making digital imaging even more foolproof. Hate the

effect you used? Throw away the layer and start over!

ayers are like sheets of clear plastic,
laid one on top of the other. Each

layer can be accessed, worked on, :
moved, or deleted independently of : Making Layers
any other layer. This is great for trying

out effects, since you can simply discard :

the layer if you don’t like the results.

Layers Palette

Layers can be created, accessed, and
manipulated via the Layers palette. If :
this is not visible on your screen, go to
Windows>Layers. As you can see in the

diagram on the facing page, many fea-

tures connected with the use of layers :
can be accessed directly from this :
palette. Other features for using layers
are accessed via the Layer pull-down :

menu at the top of the screen.
The main feature in the Layers
palette is the list of layers. These are

stacked from bottom to top. The back-
ground layer (usually the photograph :
you opened or a new image you’re

going to add to) is the bottom layer.
The layers that overlay it rise one after

another to the top of the palette (the

top layer in the image).

While the background layer must
remain in the background, you can re-
organize the other layers as you like by
clicking on the layer (usually to the

© right of its name) and dragging it into
a new position on the list.

When you open an image or create a
new image, you’ll see only one layer:

. the background layer. You can create as
. many layers as you like, but additional
. layers take up more memory. There-

fore, you’ll need more storage space,
and more time to open the image or to
perform operations on it.

To create a new, empty layer, go to

Layer>New>Layer. Alternately, from

the upper-right corner of the Layers
palette, use the fly-out menu (from the
black arrow button) and select New
Layer. Doing so will cause a dialog box

. (as seen below) to appear. At the top of
. this is a blank field in which you can
. type a name for your new layer. If you

don’t want to name it yourself, Photo-
shop will label the new layers sequen-
tially (Layer 1, Layer 2, etc.). The uses

for the other settings will be discussed
: later in this chapter.

: i | pper :
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New Layer dialog box.
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contents
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layer

Fill/Adjustment Layer icon New Layer icon

¢ Down.

Alternately, you can click on the
New Layer icon at the bottom of the
. palette. A new layer will be created and
numbered for you. Its mode will be set
. to Normal and its opacity will be 100
- Saving Files with Layers

percent (see pages 86-87).

: Often, you may want to duplicate an
existing layer. To do this, go to the
. Layers palette and drag the existing layer
onto the New Layer icon. Open an
. image and try this with your back-
ground layer. Duplicating the back-
. ground layer is often a good first step
when working on an image. By doing
. this, you preserve a handy copy of the

i original image to refer back to.

You can also create a new layer by
dragging in a layer from another image. :
. To do this, open two images and posi-
tion them so both are at least partially and hit OK.
visible on the screen. Choose the Move
- tool (see page 13), then click on one
. image and drag it over the other image.
: Another way to create a new layer is
to select some or all of an image (see
chapter 8), then copy (Edit>Copy) and
paste (Edit>Paste) it. The pasted area
format.

will automatically appear in a new layer.

Removing Layers

To delete a layer, drag it into the trash
. can at the bottom of the palette. This
will remove the layer and any data on it.

To get rid of all of your layers while

preserving the data on them, go to
. Layer>Flatten Image. This will compos-
- ite all of the layers down into one unit—
preserving everything you’ve added. :

To composite one layer with the !

layer directly below it, select the layer to
. be composited, then go to Layer>Merge

To composite some (not all) of your
layers, make invisible (click the eyeball
icon off) the ones you want to preserve.
Then, click on a visible layer to activate
it and go to Layer>Merge Visible. :

Because digital images are so malleable,
you may find that you want to return to
an image several times to make creative :
improvements or other adjustments.
This makes it a good idea to save a
working copy of your image before you
do any flattening or merging of layers.
By preserving the layers, yow’ll ensure '
the widest range of editing options. :

To save your file with the layers
intact go to File>Save As. Then, select :
the Photoshop (PSD) file format from
the pull-down menu, name your image,

For many applications (like saving
the file as a JPEG to use on a web site or
as an e-mail attachment), you cannot
have layers in your file. In these cases, '
you can simply save a copy of the image '
with layers (as a PSD), then flatten it
and save a second copy in the desired



MORE ABOUT LAYERS

This is where layers start to get really versatile—when you begin
to control how they interact with each other. Set up an image as

described below and give these layer settings a try.

To begin playing with some layer
settings, you’ll need to create an
image with layers. To get started, open
two images and drag one into the other '
as described on the previous page.
. Don’t worry if they aren’t the same size
or look weird together—this is just for
- for reference. What’s important is to get
a feel for the looks you can create. :

i practice!

Layer Modes

with the layer modes, activate any layer
(other than the background layer) with
image data on it. Then, use the pull- :
down menu at the top of the Layers :
palette to switch the mode of this layer. :
On the next page is an overview of the
differences between modes; this is just

The layer modes are a predetermined set Layer Opacity
. of instructions for how the layers should

© interact with each other. To experiment :

A layer’s opacity determines how trans-
parent it is (how much of the underlying
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layer will be visible through it). To
adjust the opacity, click on an overlying
layer (not the background) to activate it.
Then, at the top of the palette, set the
opacity as you like. At 0 percent the
- layer will be invisible; at 100 percent it :
© will be opaque.

LAYER MODES: AN OVERVIEW

Normal—No change takes place.
Dissolve—Pixels scatter based on their transparency.

Multiply—The mathematical value of the top layer is multiplied
with that of the bottom layer(s).

Screen—The mathematical value of the top layer is added to that

of the bottom layer(s).

Overlay—Light areas in the top layer are “screened” (see above);

dark layers are “multiplied” (see above).

Soft Light—Based on the overlying layer, treats black as burning
and white as dodging (see pages | 10-11).

Hard Light—Very similar to the Overlay mode.
Color Dodge—Similar to both Screen and Lighten, tends to light-

en images.
Color Burn—Like Color Dodge, but darkens images.
Darken—Chooses the darkest values of the affected pixels.
Lighten—Chooses the lightest values of the affected pixels.

Difference—Displays the difference between the top and bottom
pixels based on their hue and brightness.

Exclusion—Inverts colors in the underlying area based on the
lighter areas in the layer above.

Hue—Alters the color of the layer without affecting the brightness

or saturation.

Saturation—Saturation of upper layer replaces that of lower

level,

Color—Colors of upper layer replace colors of lower layer; while
brightness remains constant.
Luminosity—Retains underlying layer's color and saturation while

basing brightness on the upper layer.

Grouping Layers |
Often, it’s helpful to group layers to-
gether. Imagine that (for some reason)
you have your subject’s body on one
layer and her head on another. They are
perfectly lined up, but now you want to

move them both three inches to the left.

You could move them individually and
realign them, or—better yet—you could
group them. Then, when you move the

head, the body will always come along
with it (as well it should!). '

To group two (or more) layers,
choose one of the layers and click on it

to activate it. Then, press and hold Shift
- while clicking on ecach layer to be

grouped with the one you selected.

When all the layers are active, click on
the chain icon at the bottom of the
palette. A chain will appear next to each
layer name, indicating the layer is

grouped. To ungroup the layers, click
on the chain again. :

Make Visible/Invisible

© When you want to work on a layer with-

out being distracted by image elements :
on other layers, simply make those layers

temporarily invisible. To do so, click on
the Layer Visibility icon (see page 85).

Doing so will make the eyeball icon dis-
appear, indicating the layer is invisible. !

To make it visible again, click the Layer
. Visibility box again. This is really helpful :
. when the area you want to work on is :
partially obscured by image elements on

a layer above it. :
Or, if you’re trying to decide be-

i tween two options for an image, you '

can execute each option on a separate :

layer, then switch them on alternately to

decide which one looks best.



LAYER STYLES

Layer styles help your layers stand out from each other, creating
a sense of depth. This can help you add a nifty three-dimensional

feel to your images.

Sometimes you don’t want your lay- !
: ers to blend seamlessly with each !

i other—you may even want them to look |

very much separate. The layer styles will
help you create visual definition and add

a sense of depth.

: To do this, begin with an image that
. has two or more layers (layer styles can-
not be created on a background layer). b
In the example shown here, a city scene
was used as the background and pictures '

. of buildings were added. (Hint: The f
. image on the layer where you create the :

l*_“’“_

effect should have some free edges [not

fill the entire layer edge to edge].)

. To apply a layer style, activate the
layer to which you want to apply the
. style, then go to Layer>Style and select

an effect from the pull-down menu.

If you want to modify a layer style,
you can access its settings from the layer
by double clicking on the “f” near the
right end of the layer in the Layers
palette. If you want to remove a layer
style, click on the arrow just to the right
. of the “f” to reveal the applied styles |
. (see step 6, facing page), then drag the
one you no longer want into the trash

. can (bottom of the palette).

. The eftects of layer styles vary wide-
i ly, so experiment with them and keep

. them in mind for future projects!
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Begin by open-
ing the image

you want to

use in the background
(or if you want a plain
background, open a

new document with a

white background).

Open one or
more addition-
al photos. Click

on each image with
the Move tool and
drag it into the docu-
ment with the back-
ground image. This
will create an image

i with several layers.

Edit>Transform>Scale
or Edit>Transform>
Rotate to change its
angle and size. Use
the Move tool to

{ reposition it. Repeat
on additional layers as

needed.
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Open the

Layer Style

menu from the
Layer pull-down
menu and select an
effect from the list
that appears.

In the dialog
box that

appears, adjust

the sliders until you

like the effect.You can *

add multiple effects to

a layer from among
the different sets of

effects on the left side

of the window.

Once you have

applied a layer

style to a layer,
you will see an "f"in
a black circle to the
right of the layer’s
name in the Layers
palette. Clicking on
this will reopen the

dialog box shown in

step 5. Clicking on the

arrow next to it tog-
gles open a list of the
styles applied to the
layer. Click the eyeball
icon to make these

visible or invisible.
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SPECIAL TYPES OF LAYERS

Because they allow you to execute some common tools on discrete

layers (instead of on the image itself), fill and adjustment layers give

you an added degree of control when correcting and enhancing color.

When you’ve applied color correc-
tions so far, it’s been to the

image itself. With fill and adjustment
layers, you have more options—and

that’s always a good thing.

Adjustment Layers

Adjustment layers are essentially hy-
brids, combining the features of layers
with the functions of the Levels, Curves,
Brightness/Contrast, and other color
correction tools. There are several im-
. portant advantages to using these tools
on an adjustment layer. First, because
the effects are seen on the image but
. contained on a discrete layer, you can
toss the offending layer in the trash if it
doesn’t look right. Second, because the
effect is on a layer, you can reduce the
. opacity of the layer to reduce the im-
pact of the change—a great way to real-
ly finesse your image. Third, you can
also change the layer mode of the
adjustment layer to make it blend with
the underlying layer in useful ways.
Finally, you can access the tool’s set-
tings on this layer again and again—
they don’t zero out or return to the

. default settings when you hit OK.

. To create a new adjustment layer,
: identify the layer you want to modify
by activating it in the Layers palette.
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Click on the
Adjustment
Layer icon at

the bottom of the
Layers palette and

Open any
photograph
that needs to

i have some color or
¢ tonal correction work

i done.

select the tool you

i want to use.

In this case, the
Levels were
selected. This

opened the Levels
dialog box and creat-
ed a new adjustment
:. layer with an image
thumbnail that looks
 like that dialog box.



Working with Layers

After adjusting
the Levels as
described on

trast was better
the color still seemed

wasn't quite right.

To correct this,
a few different
layer mode

settings were tried
(see page 86).The
Overlay mode looked
best. To soften the
effect slightly, the
opacity of the adjust-
ment layer was
reduced to 80 per-
cent (above right).

Then, go to Layer>NeW Ad]ustment :
. Layer and select the tool you want to :
. use from the menu. Next, you will see '
pages 56-57,the con- | the New Layer dialog box (see page
84). Enter the settings you want (you
(above left). However can change them later in the Layers
2 litle off —something palette) and hit OK. Then, the dialog
. box (if any) for the selected tool will :
open. These work as described in the

i previous sections on individual tools.

To skip the New Layer dialog box,

bottom of the Layers palette. Clicking
. on this reveals a pull-down menu. :
Select the tool you want from this
. menu, and the dialog box (if any) for :
. the tool will open up.
. In the Layers palette, adjustment !
layers look rather unique. On the left is the Color Picker, see pages 100-101).
- a layer thumbnail with a graphic repre-
. sentation of the tool used on that layer.
If you decide you want to change the
. values you entered in the dialog box for :
. the tool, simply double click on its icon
in the layer. This will reopen the box so
you can adjust the settings. Fill dialog box will appear. From the
_ To the right of the layer thumbnail
is the layer mask. This allows you to
define areas where you do not want to
. apply the change on the layer. To do

this, click on the layer mask icon, then
select a brush and paint on the image in
black, “masking” these areas. As you
do so, the change included on the ad-
justment layer will be eliminated from
the masked areas. To unmask an arca
(restoring the effect), paint over it with
white. (See pages 100-101 for instruc-
tions on painting.) :

Fill Layers

go to the Adjustment Layer icon at the

To create a new fill layer, you do exact-
ly the same thing, but you can select
from three options: Solid Color, Pat-
tern, or Gradient. If you pick Solid
Color, the Color Picker will appear, and

i you can select the one color you want

the layer filled with (for more on using

If you pick Pattern, the Pattern Fill
dialog box will appear. You can select a
pattern from the ones that come with
Photoshop or create and save your own
custom patterns (see page 103).

If you pick Gradient, the Gradient

Gradient menu in this box you can |
select one of Photoshop’s preloaded
gradients. (For information on creating '
your own gradient, see page 103.)



CHAPTER EIGHT

Making
Selections

Thought you had
powerful control over
your images with the
tools presented so far?
Surprisel When you
master selections, you
can start to make the
precise changes need-
ed to really perfect
your images.

BASICS AND TOOLS

Selections are all about localized control—changing just

the part of the image that needs work, or making totally

different changes to different parts of the image.

been applied to your entire image.
The selection tools allow you to isolate

individual areas that need work and
apply your changes to only those areas.
When using selection tools, the

areas you have selected are indicated by !
a flashing dotted black & white line :
(often called “marching ants”) around

the area. Making this line fall exactly
where you want it to is the key to mak-
ing accurate selections.

The selection tools also have unique
Options bars (see page 13) that allow
them to be customized for each task. As '
we begin to use these tools individually,

you will learn how to adjust the options
and how the versatility of each tool im-

proves your ability to work with images. !
Note: Once you have made a selec-
tion, do not click anywhere else on your

image with a selection tool unless you
want to deactivate (eliminate) your sel-

ection. If you accidentally do this, go to

Edit>Step Backward or use the History
palette to undo it.

Select Alll

The simplest way to make a selection (of

your whole image) is to go to Select>

All. Try this just to see what the selec-
tion indicator looks like.

. Marquee Tool

o far, the techniques discussed have :

The Marquee tool (see page 13) is used
to make rectangular or elliptical selec-

tions. In the Toolbox, click and hold on
. the Marquee tool icon to make these !
options visible. Choose the tool that

best matches the area you want to select,
then click and drag over the desired :
image area to select it. You’ll probably

need to practice this in order to end up
¢ with the selection exactly where you
want it in your image. This is especially

true with the Elliptical Marquee tool, !
which can be tricky to master. (Instead :
of drawing the shape from its edge, it
may help to draw it from the center by

holding down the Alt/Opt key before
. you click and drag.) '

To select a perfectly square or per-
fectly round area, select the Marquee
tool (either rectangular or elliptical), :

. press the Shift key, then click and drag
. over your image. :

To make a selection of a fixed size,

go to the Options bar and make the
appropriate selection from the Style
menu. Then, enter the measurements
you desire in the boxes next to this
. menu. Also in the Options bar, note the

Feather setting. This controls how sharp !

the edges of your selection will be. The
. higher the number, the more soft or



Making Selections

Using the Lasso tool,
the pigs were select-
ed. Then their color
was adjusted to make
them blue—without
changing anything else
in the image.

blurry the edges will be (although this
isn’t visible until you start editing the

selected area).

Lasso Tool

The Lasso has three variations: Lasso, !

Polygonal Lasso, and Magnetic Lasso.

The Lasso tool is used to draw
around an irregularly shaped area using
a continuous line. This line can be made
up of any combination of straight and

curved areas. To use it, select the Lasso
tool, click on one edge of the area to be
selected, then drag your cursor around :
the perimeter of that area.

The Polygonal Lasso tool lets you
create geometric selections. To do this,
select the tool, then click on one corner
of the area to be selected. Release the
mouse button, move the cursor to the
next corner, and click the mouse. Re-
peat until the entire shape is selected.

The Magnetic Lasso tool is similar :
to the regular Lasso, but it tries to help
you make more accurate selections by
automatically “sticking” to lines in the
image. To use it, select the Magnetic '
Lasso tool, click on one edge of the area '
to be selected, then drag your cursor
around the perimeter of the area to be
selected.

Specialized settings in the Options
bar are used to control what the Lasso
“sticks” to. Lasso Width controls how
important the detected edge is versus
the actual path of your mouse. Fre- :
quency controls how smooth you are
able to make curves. Edge Contrast tells :
Photoshop how to decide what’s a line
and what’s not. Be prepared—this takes :
a good deal of practice to master.

TIPS

MARQUEE TOOL

* To reposition a selection after you have released the mouse button, select the Marquee tool, then click and hold within

LASSO TOOL

your selection.

the selected area and drag the selection into place.

* To deactivate a selection, click outside the selection with the Marquee tool.

* You must end the selection where you began it (make a closed shape).

* To draw a perfectly straight horizontal or vertical line, press and hold the Shift key while you are tracing the edge of




MORE SELECTION TOOLS

Don’t think about the selection tools in isolation. To make

the most accurate selections (which yield the best-looking results),

you'll almost always need to use more than one tool.

he selection tools discussed in the
. previous chapter allowed you to
. make your selections geometrically or by
drawing them onto the image. The fol-
lowing tools offer a different approach
that often works well in concert with the

i previously discussed tools.

Magic Wand

The Magic Wand is a selection tool that
is used to select areas based on their
color. It is very useful when you need to
- select an irregularly shaped area with lit-

- tle or no tonal variations (like the blue
areas in a sky with scattered clouds).

5 To use it, choose the Magic Wand
. from the Toolbox (see page 13). Iden-
tify the area to be selected. Click on one

point in that area. The Magic Wand will
automatically select that point and all

i other contiguous points of the same
color. (To select all points of the same
color in the entire image, deactivate the
Contiguous setting in the Options bar.)

For the Magic Wand, the most im-
. portant options setting is Tolerance. By

- Masks

. Many people find masks confusing, but

. setting the Tolerance, you can define
© how picky Photoshop will be in defining
what colors are “the same” as the one
you indicated (and, therefore, what will

be included in the selection). The larger
the number you enter, the more liberal

- value that produces the best results for :

the selection you want to make.

they are just a different way of making a
- selection. Masks in Photoshop are used
to cover areas that you don’t want to
change. Therefore, to apply a mask, you

its definition will be. A good place to | The Magic Wand tool

start is at about 30. Often, you’ll need

. to experiment to determine the best : the orangeareaon

value. To do this, enter a value and click : the butterfly's wings.

. on the area you want to select. If you | Because it wasnot

: ¢ set to Contiguous, all
want to expand the area, enter a larger .
. . i of the image areas
value, then click on the area again. If |
: ¢ with the chosen
i you want to reduce the area, enter a :
: . . i orange color were
i smaller value and click on the area again. : selected

Repeat this process as needed to find the

was used to select




Making Selections

To make a

mask, select an

image where
you want to change
all but a small part.
Here, let's say we
want to change all of
the leaves but not

the flower.

Switch to

Quick Mask

mode and
choose the Brush
tool. Then, paint over

the flower to mask it.

.
.

If you make a mistake,

use the Eraser tool to
restore any area you

didn’t want masked.

When you're

done, swtich

back to stan-
dard mode to turn
the mask into a
Selection. If you need
to edit the selection
further, return to the
Quick Mask mode.

.
.

0
o
.

paint over the area of the image that you !
don’t want to select. For that reason, it’s i
a good option when you want to select

all but a small area of an image.

After switching over to the Quick
Mask mode (see page 13), select the '
Brush tool. In the Options bar, you can
then choose a larger or smaller brush
size and select the hardness of the
brush. (The harder the brush, the more :
crisp the edges of the selection will ap-

pear. For more on this, see page 101.)
Additionally, you can set the Overlay

Color. This is the color that you will

paint the mask with and is set to red by
default. The Overlay Opacity lets you
control how much of your image shows '
through the mask.
Painting bright red brush strokes
onto your image may seem scary, but :
don’t worry—they disappear and leave a
standard selection indicator around the
unpainted area when you return to the
standard editing mode (see page 13).

Select a Color Range

When you go to Select>Color Range,

you’ll find another way to select parts of
an image based on the their colors. In
the dialog box that appears, you’ll find a
series of eyedroppers. Use these to click
on the color in your image you want to :
select. This area will then become white
in the image preview in the dialog box.
To enlarge the selection, choose the plus
eyedropper and click on another color. :
To reduce the selection, choose the
minus eyedropper and click on another
color. When you’re done, hit OK to
close the dialog box. The selection you
made will appear on your image. :

In the Color Range dialog box, you use eyedrop-
pers to click on the colors you want to select.

Here, the blue sky was selected.



MODIFYING SELECTIONS

Once you have a selection made, are you stuck with it” No way!

You can add to it, subtract from it, expand it, smooth it—and do
a lot of other things to make it precisely the way you want it.

In addition to helping us when we
can’t trace the perfect shape with our
. mouse, modifying selections helps us be

. strategic about making selections.

Adding/Subtracting

. To add to a selection (include more
image within it), choose a selection tool.
. In the Options bar, click on the Add to

« ,”»
+

: Selection icon. A will appear next to

: your cursor, indicating that you are now

adding to the selection. (Pressing and
holding the Shift key will also set the
tool to add to a selection.) Use the tool
to select the area you want to add. It’s

. okay if the new area overlaps the previ-
i ously selected areas; the overlaps will be
combined in the new selection.

To subtract from a selection (cut
i from the existing selection), choose a
: selection tool and click on the Subtract

SAVING AND LOADING

{ next to your cursor, indicating that you :

from Selection icon. A “=” will appear

are subtracting from the selection.
Select the area you want to remove from
. your selection. (Pressing and holding
. the Opt/Alt key will also set the tool to

- subtract from a selection.)

Inversing

i Inversing a selection (Select>Inverse)
selects all of the areas that are notin the

(default setting)
Add to Selection

New Selection 7 @/ Intersect Selection

Subtract from Selection

¢ current selection. This is a useful tool in !

{ two common situations.

First, imagine a portrait that needs
only small color corrections—except
for the subject’s shirt, which should

be a totally different color. You can
select the shirt, change the color, then

inverse the selection and make the
other changes.

Second, in some instances it is easi-
er to select the material you don’s want

: to select, then inverse the selection to
: include the areas you do want. For
. example, when you want to select a

subject who was photographed against !
a solid background, you can use the !

box that appears.

aking complicated selections takes some time—especially
M when you are new to the process. When you have finished
making one, you can save it by going to Selection>Save Selection. In
the dialog box that appears, name your selection and make sure New
Selection is chosen.Then hit the OK button. If you need to reuse the
selection, just go to Selection>Load Selection and choose the selec-

tion you named from the pull-down menu at the top of the dialog




Making Selections

To vignette an

image (darken

the corners
and edges), the
Marquee tool was
used to select an oval
in the center of the
image. The selection
was then inversed to
select the areas out-
side this oval. Going
to Edit>Fill, the
selected area was
filled with black (left).
For more on the Fill

command, see page

102. Original image by

Barbara Lynch-Johnt.

The edges of

the vignette

looked hard, so
the History palette
was used to undo the
fill, and the selection
was feathered 50 pix-
els (center) before
reapplying the fill.

Step two was

repeated, but

the selection
was feathered 100
pixels to make the

vignette even softer
(right).

Magic Wand to select the solid back-
ground, then inverse the selection to

select the subject instead.

Feathering

When using the selection tools, you may
notice that the edges of the selected area :
are very hard and abrupt. In photos, this
can make the edges of your selection
look unnatural—as though they were
cut with a pair of scissors. Feathering a :
selection allows you to slightly (or dra-
matically) blur the edges of the selected

area, creating a smoother look.

To feather an active selection, just
go to Select>Feather and enter the de-
sired value in the dialog box that :
appears. The higher the value, the blur-
rier the edges of the selection. Deciding
exactly what number to enter will take
some experimentation. In general, 2
pixels will create an edge that is barely
blurred—just enough to create a
smooth transition, but not enough to

be noticeable to the viewer.

Select>Modify

With a selection made (and still active
with the dotted black & white line sur- :
rounding it), go to Select>Modify and
choose the option you want (Border,
Expand, Contract, or Smooth). In the
dialog box that appears, select the
degree of change by entering a number

of pixels (the higher the number, the
greater the change). Experimenting
with the settings will give you a good !
idea of what to anticipate. Smoothing a :
selection by one or two pixels can be
particularly useful—especially if you
don’t have a perfectly steady hand when
using the Lasso tool. :

Grow

The Grow command allows you to
increase an already selected area. It does
this by causing the selection to include :
similar tones in contiguous areas. To
apply the Grow command to an active
selection, go to Select>Grow. The selec-
tion will grow automatically. You can do
this repeatedly to make your selection
grow incrementally larger. :

Similar |
The Similar command also allows you to
add to your selection. Rather than ad- :
ding similar contiguous tones, the
Similar command seeks out similar tones
throughout the image and adds them to :
your selection. To use the Similar com-
mand on an active selection, go to !
Select>Similar. The selection will grow
automatically. :



"WORKING WITH SELECTIONS

Okay, you've made some selections. Now what? Well, this is where

things start to get really interesting—where you start being able to

exercise complete control over even the minute details of your image.

t you’re like most photographers,
. you don’t shoot a lot of absolutely
. perfect images. Most of us take a lot of
good pictures—pictures we’d like a lot
. more if we could fix just one or two lit-

tle things.

: When you start working with selec-
tions, you can isolate the changes you
make—meaning you can adjust only the
parts of the image that bother you and

i leave the rest alone.

. The following are some common :
. operations using selections. These em-
ploy some of the techniques you know :
. how to use already and some you’ll be

. learning in the next two chapters.

Distracting Backgrounds

. Who doesn’t have a bunch of family
photos like this sitting around? We keep
them because the subject looks good,
but don’t frame them because, well,

¢ nothing else really does.

To eliminate background problems,
select the background (using whatever
. selection tools you want), then make
whatever adjustments you decide are
needed to improve the situation. This
could include applying filters, using the
. Brightness/Contrast command to dark-
. en the area, applying the Clone Stamp
tool to stamp out problem areas (see

Here's a cute
shot ... but it

sure would be

nice if the background
{ wasn't so distracting!

o The back-
ground was
selected using

the Lasso tool. The
Gaussian Blur filter
was used on the
selected area and its
contrast and bright-
ness were reduced.

Blurring
helped, but not
quite enough.

Therefore, the Clone
Stamp tool was used
to eliminate the
remaining distractions.
This really lets you
focus on the cute
expression.



Making Selections

Using a selection
made with the Magic : you want to use, you won’t have to

Wand tool, the boy's  worry about messing up the subjects;
t-shirt (left) was iso- :
lated from the rest of
the image. This
allowed it to be
changed to any other
color (center and
right) without affect-
ing any of the other
areas of the image.
want to change appears nowhere other

pages 106-7), etc. But whatever tool

the selection will constrain your changes

to the background.

Changing Colors

than where you want to change it. What
happens, though, when you want to
change a green dress to a red dress, but

SELECTION TIPS

i her hand in her pocket and it doesn’t

* To automatically create a new layer, make a selection, then go

to Edit>Cut or Edit>Copy (cutting removes the area, copying

duplicates it). Then, go to Edit>Paste. The material you paste will

reappear on a new layer.

* When you are done with a particular selection, you can deselect

it by clicking outside it with the Marquee tool or go to Select>

Deselect. To reactivate your latest selection, simply go to

Select>Reselect.

you don’t want the green grass to
change color at the same time? The
answer (as you have probably already :
guessed) is that you make a selection.

Once you’ve selected the area where

you want to change the color, you can
use whatever tool or command you
On page 40 we looked at the Hue/Sat-
uration command, which can be used to
change one color to another. By itself, '
this is very effective if the color you :

want to execute the change—and it will
only affect the selected area.

Compositing Images '
Imagine you have two almost identical :
pictures of your friend Susan. In one,
Susan is posed in a very flattering way— :
but she blinked during the exposure! In
the other, her eyes are open and she’s
showing her great smile—but she put

look as good.

To fix the problem and create one
great image, you could select the head

from the image where her face looks i

great, copy the selected area, then paste !

© itinto the image where the pose is great.

This technique is called composit-

- ing, and it is covered in detail on pages :

116-17.




CHAPTER NINE

Adding
Artwork

Ready to get a little
creative? Try adding
some original artwork
to your photograph or
designing a whole new
image on a blank can-
vas. Your imagination is
the only limit.

COLORS AND BRUSHES

As any good artist knows, the first step to creating

artwork is knowing your tools—and Photoshop puts

a great artistic tool kit right at your fingertips.

several ways to do this.

In Photoshop, you can keep your
“brushes” loaded with two colors—the
foreground and background colors. : The Swatches palette.
Swatches of the current setting for each

color appear at the bottom of the Tool-

box (below).

The foreground color is the color
actively available for painting or draw-
ing. When you open Photoshop, the

foreground color will be set to black,

. Color Picker

and the background color will be set to

white. However, these can be changed

and set as you like.

Many of the tools in Photoshop are | [B &
used for painting, airbrushing,

drawing, etc. When using these tools,
you need to be able to specify the color
of paint that you want to use. There are

Foreground color Reverse fore-

d and

Reset fore- #| groundan

background
ground color |
to black, back- L J| colors
ground color to N
white Background color

Swatches

The easiest way to change the fore- !

ground color is to use the preset colors

provided in the Swatches palette (Win-

dow>Swatches).

DaaTches

ERERVE

To set one of these colors as your :
tforeground color, simpy click on the

square with the color you like. To use a
color from the swatches as your back-
ground color, hold down the ¥ /Cmd
. key and click on a swatch. :

To create a custom color, use the Color

i Picker. To open it, click once on either
the foreground or background color
- swatch in the Toolbox. :

In the Color Picker dialog box, you

- will see a large window with shades of a
single color. To the right is a narrow bar
with the full spectrum of colors. At the
top right are two swatches; at the top is
the current color, and at the bottom is
- the original color. At the bottom right

are the numerical “recipes” for the !

selected color (see pages 44—45).

To use the Color Picker, begin with

i the narrow bar that runs through the
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Color Picker
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The Color Picker
dialog box. i

colors of the rainbow. Click and drag
either of the sliders on the bar up and
down until you see something close to

the color you want in the large window. :
Then, in that large window, move your

: cursor over the color you want and click
. to select it. Hit OK to apply the change.
To select a second color, use the
bent arrow above the color swatches in '
the Toolbox to reverse the foreground

. and background colors. This will swap :
. your first color into the background so
you can pick a new foreground color.

Reverse these as often as you want.

MORE ON BRUSHES

* We looked at one use for the Eyedropper tool on pages 4647,
but you can also use it to select a color from your image for use
as the foreground color. Just choose the Eyedropper and click on

the desired color.

* Some additional brush options can be set in the Preferences
dialog box (Photoshop>Preferences>Display & Cursors [Mac]
or Edit>Preferences>Display & Cursors [Win]). Under Painting

Cursors, you can select different ways for your brush to appear

on screen. As you click on the various -
settings, watch the cursor style change

i i

in the preview box at the top of the | #ees sere
weman e

[E e R e

window.

Brushes

When you select a painting tool (see
next page), the Options bar changes to
include brush size and shape. You can

also set the opacity (how transparent the !

paint you apply will be) and the mode of
the paint (identical in name and func-
tion to the layer modes—see page 86).

To select one of the many preset
brushes, click on the rectangular box

with the brush stroke in it in the Op-
tions bar. At the top of the window that
. pops open, you can select from different
types of brushes and see samples of
them in the window below. :

To adjust the size of the brush, sim-
ply move the Master Diameter slider to
the left (smaller) or right (bigger).

To adjust the hardness of the brush
(how sharp the edges are), move the :
Hardness slider.

#'I tpea: (18 '_n_:'i

_.r"l!'l.ul ;q Ursn | Lo
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Part of the Options bar for the Brush tool.

To adjust the mode or opacity of the

i paint, continue to move to the right on
: the Options bar and set each one as you
Flike.

When you’re done, just click and

drag over your image to begin painting
with the foreground color and brush
you chose. :



PAINTING AND FILLING

Painting and filling let you customize your images in ways that were

impossible before digital imaging. Play with these tools for a while and

~you're sure to find uses for them in a number of your images.

he painting tools have similar op-
: tions but specialized functions, as :
. described below. The fill tools are used
to cover large areas or to fill selected :

i areas with a color or pattern.

Brush and Pencil

. Select the tool, pick a brush, and set the
tool options as you like. Then, click and
: drag over your image to paint or draw

with the foreground color.

Art History Brush

. your foreground color won’t matter; it
draws its colors from your image. The
. more times you pass the brush over an
. area (or the longer you leave it over an
arca) the more distorted it will become.
Change the Style setting to adjust the Fil
: F

To fill an area with a color, go to Edit>

look of the brush strokes.

. Eraser

Erasing the background layer removes
data to let the background color show :
through. Erasing an overlying layer lets

. the underlying layer show through.

é Sponge

The Sponge tool has two modes in the
. Options bar: Saturate (increase the color |

The Art History Brush adds a stylized The background was selected (ensuring the painting would not affect the
: . . . E ject) and the Art History Brush d to distort it.
. effect to your image. With this tool, subject) and the Art History Brush was used to distort i

intensity) and Desaturate (decrease the
color intensity). To use this tool, select
the option you want, then move your
brush over the image and “paint” the
change over the desired area. :

Fill. If you have an active selection, it

will be filled; if not, the whole image
area will be filled. From the bottom of
the Fill dialog box, you can select the fill

. mode and opacity. From the Contents
. menu, you can choose to fill with the
foreground color, the background

color, black, white, 50-percent gray, or
even a pattern.
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The Fill dialog box.

Fill

Bl =
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Patterns

To fill with a pattern, go to Edit>Fill,
select Pattern from the Contents menu, :
and click the Custom Pattern thumbnail
to view the existing patterns. To create a
custom pattern, close the Fill box and
select an area of your image with the
Marquee tool (make sure Feather is set
to 0 in the Options bar). Then, go to
Edit>Define Pattern. In the dialog box '
that appears, name your pattern and hit
OK. When you return to the Custom

}/— Preset gradients (plus gradi-
Peasan &, ents saved by the user)
ddd | |47 '
P A

_+~ Name of the
currently selected gradient

- Choose Solid (ordered) or

i Lualka

= Faideu Tge | aalad S

Noise (random)

o e (ITH

al ./— Controls how smoothly the

colors blend into each other

g
m- Gradient bar (shows current

selection), color stops (slid-

ers below the bar), and
transparency stops (sliders
above the bar)

Opacity stops—To add a stop, click above the gradient bar, then
drag the stop into position. To edit the opacity in the area under a
stop, click on the stop to activate it (turning the point black). Then
enter the percentage of opacity in the Opacity box (under Stops).
Color stops—To add a stop, click below the gradient bar, then drag
the stop into position. To edit the color of the gradient in the area
above a stop, click on the stop to activate it (turning the point black).
Then, under Stops, use the pull-down menu to the right of the color
box to select the foreground or background color. Or; click on the
color box itself to activate the Color Picker, and select a color:

Pattern thumbnail in the Fill dialog box, '
the new pattern will be listed.

Paint Bucket .
The Paint Bucket is like a combination
of the Magic Wand and Fill command.
Just set the Tolerance in the Options bar
(see page 94) and click on the area you
want to fill. All areas of the same color
will be filled with the foreground color. :

Gradient Tool
The Gradient tool lets you fill an area
with a blend of two or more colors (see
the middle leaf on page 100 for an
example). To use it, select the Gradient
tool, then click and drag over your
image and release the mouse button. :

In the Options bar, you can deter-
mine the style of the gradient and the
colors used in it. Pull down on the
arrow to the right of the colored win-
dow showing the currently selected gra-
dient to reveal Photoshop’s preset gra-
dients. If you like, you can select one of
these by clicking on it. :

If you’d prefer to create your own
gradient, click once on the window
showing the current gradient. This will
open the Gradient Editor dialog box
(left). Experiment with these settings
and you’ll quickly see how they work.

To the right on the Options bar are
boxes that allow you to select the gradi-
ent pattern (Linear, Radial, Angle, :
Reflected, or Diamond). At the far right
are settings for Reverse (flips the colors
from left to right), Dither (reduces the :
appearance of stripes in the gradient),
and Transparency (enables any trans-
parency edited into the gradient in the
Gradient Editor dialog box).



Using the Type tool, you can add lettering in almost any imaginable

shape or form to your images. So, the next time you want to make an

invitation or flyer, consider using Photoshop for a creative look.

To add text to an image, select the
Type tool from the Toolbox, then
set the options as you like. Click any-
where on your image and a blinking
cursor will appear. From here, begin
typing your text. When you have fin-
ished, click the “®” (at the far right of
the Options bar) to cancel your work or
the “v” button to accept it. Selecting a
new tool will automatically accept the
current text. All text is automatically

i created on a new layer.

Options

Just as you would in a word-processing
program, you have a number of options
for fine-tuning your text. Accessed via
the Options bar, these are (left to right):

Font Family—Select the style of type
: (font) you wish to use from those

installed on your computer.

Font Style—Choose regular, bold,
5 italic, or another style (the styles

available vary from font to font).

. Font Size—Select a size from the pull-
down list or type in your own value.
Anti-Alias—Smoothes the curves in
the letters, preventing a jagged look.
. Paragraph Justification—Controls
: how the lines in a paragraph are

aligned (left, centered, or right).

Rambog)

R ambog
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The Text tool
was selected

and text was

added to the image.

Using the
" Move tool, the
text was

dragged into position.

. Two styles
., were added to
the image, but

these didn't seem
right and were
© undone using the
History palette.

K The text was
selected by
clicking and

dragging over it with
{ the Text tool. The Text
{ Warp was applied.

K For the final
image, the
arched shape

was retained and an
Style was applied to

¢ add rainbow colors.
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i Text Color—Sets the color of the text.
Click on this box to activate the
Color Picker (see pages 100-101).

Text Warp—Allows you to create
curved and otherwise distorted text.

Simply select the style of warp you
want, then set it to vertical or hori-
zontal. By adjusting the bend and
horizontal /vertical distortion, you

can set the warp as you like. :
Paragraph and Character Palettes—
These palettes duplicate some of the
settings found in the Options bar |

but add to them some advanced set-

tings for controlling type, like ad-
justing the space between letters.

- Editing Text |
In the top image, the word SPRING was selected using the Type Mask tool. To edit your text, select the Text tool
The selected area was then copied (Edit>Copy) and pasted (Edit>Paste) and click on the text in your image to

into a new file (second image). It could also have been pasted into a new reactivate the cursor. You can select

layer in the original leaf image or into another photo. From there, it can be strings of text by clicking and dragging
customized as you would any other image layer. In the third image, a bevel over the letters. You can also cut/copy

was added from the Effects palette. In the final image, the Pointillize filter : and paste text by selecting it and going

to Edit>Cut/Copy and Edit>Paste.

CUSTOM SHAPES Text Styles

: To add some interesting effects to your
= CIRCECS TN - SRS PhOtOShOP offers a vast array of text, check out the effects in the Styles

(Filter>Pixelate>Pointillize) was applied and a drop shadow was added.

-.n-. d 'I,.q"im ® interesting custom shapes that palette (see pages 82-83).
F ﬂn"ﬂ:ﬂrl--} you can add to your images—there
T | I are frames, animals, arrows, symbols, T)’Pe MaSkTOOI

-

Sometimes the effect you want to create

foods, and much more. To add a cus- : :
i with type is better accomplished with

tom shape to your image, select the

the text as a selection rather than as

Custom Shape tool. In the Options bar, click on the Shape menu editable text. To do this, go to the Tool-

(seen above) and pick a shape. (To see all of the available shapes, click box and click and hold the Text tool
on the arrow at the top right of this menu and select All.) Choose | i jcon. Then choose one of the Text as
the shape you want to use, then click and drag over your image. The Mask tools and type your text on the
shape will appear with a style applied. layer where you want the selection to be

active. An example of this is shown at !

the top left of this page.



CHAPTER TEN

Basic
Image
Retouching

Image retouching used
to be something only
professionals could do,
but with digital imaging,
everyone has the same
tools at their fingertips.
With some practice,
you can achieve the
same flawless results!

BLEMISHES, RED-EYE

Red-eye is just one of those things we used to live with
in a lot of images—>but no more. Now you can quickly
remove this annoyance and other little blemishes, too.

rofessional image retouching can stamp is data from one good area of
make a portrait subject look like a your image that you “stamp” over a
million bucks. Now the same tools pros : problem area. Using this tool definitely
use are at your fingertips, so you never | takes some practice, but once you mas-
have to live with blemishes and other lit- ter it, you’ll probably find you use it on

tle problems—even in your snapshots! | just about every image. :
To begin, choose the Clone Stamp :
Clone Stamp Tool . tool from the Toolbox. Then, set the

The Clone Stamp tool works just like a i brush size in the Options bar (the size
rubber stamp, but the “ink” for the | you choose will depend on the area

The Clone Stamp tool is perfect for removing small blemishes (left) and creating a more flawless look

(right).You can even remove stray hairs and shape the eyebrows! Original image by Jeff Smith.

[_% l'. Erwili. .I 5| !b.l.npt Fovrrrd ?‘ Ul.l.ll.i.'f.El:l_:-C-ll_F- Fl-:w.iljg:'_.. l_r' Lgf—-.l i aned

The Clone Stamp tool Options bar
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The Patch tool can be used to remove small distractions (left). In this por-

more pleasing appearance (right).

o

trait, it makes the background look a lot better (right).

¢ available to sample from and the area
you want to cover). Move your mouse Red Eye Tool
over the area that you want to clone,
. then hold down the Opt/Alt key and
¢ click. Next, move your mouse over the
© area where you want the cloned data to
- appear and click (or click and drag). As
with the other painting tools, you can
¢ also adjust the mode and opacity of the
Clone Stamp tool in the Options bar.
Don’t forget to use the Zoom tool to
the Darken Amount setting.

¢ enlarge your view for precise work.

. Healing Brush, Spot Healing
The Healing Brush works just like the
© Clone Stamp tool, but it tries to more :
accurately blend the cloned material
with the problem area it is stamped over.

The Spot Healing Brush works the

© same way, except it saves you one step: :
you just click on the bad area, and
Photoshop will automatically determine
© the area that should be sampled and :
cloned to correct the problem. :

Both of these tools work very well

and can save you lots of retouching
¢ time. Watch out for problems, though,
The Red Eye Tool can be used to remove red-eye (left) and create a much . .

: when applying these tools in areas where :
© the original image has sharp contrasts in
i color or tone—where a dark silhouette :
i meets a bright white sky, for instance. :
© This can often cause problems with the :

blending.

Patch Tool

With the Patch tool active, use your cur-
sor to draw a line around the problem
© area in your image. Then, release your :
mouse and click in the center of the
selected area. By dragging, you can ap-
ply better data from another similar area
of your image to the problem area. It
will be blended automatically. '

Red-eye is just a fact of the anatomy of
our eyes, but that doesn’t mean we have :
to live with it in our images. Just posi-
tion the Red Eye tool’s crosshairs over
the center of the pupil and click. If the
applied color extends too far (encroach-
ing on the iris), reduce the Pupil Size in :
the Options palette. If the effect is too
dark or removes too much detail, reduce



'SHARPEN OR SOFTEN

As you work toward perfecting your photos, don’t neglect the impact

that focus (or a little lack thereof) can have on them. Sharpening and

softening are invaluable tools for fine-tuning your images.

harpening and blurring are everyday
: operations with digital images. You
can use them to improve flaws in an
image or to enhance the appearance of :

. your subject.

Sharpening

t If your image looks pretty much okay
to the naked eye, but a little fuzziness is
apparent when you really get critical,
sharpening may do the trick. To sharp-
en an image, go to Filter>Sharpen and

select the tool you want.

. The Sharpen filter automatically ap-
plies itself to every pixel in the image
or selection. It works by enhancing the
contrast between adjoining pixels, cre-
- ating the appearance of sharper focus.
The Sharpen More filter does the same

thing, but with more intensity.

_ The Sharpen Edges filter seeks out
- the edges of objects and enhances those
areas to create the illusion of increased :
. sharpness. Photoshop identifies edges '
by looking for differences in color and 1

© contrast between adjacent pixels.

: Unsharp Mask is the most com-
monly used sharpening filter in Photo-
. shop. To begin, go to Filter>Sharpen>
Unsharp Mask. This will bring up a dia-
- log box in which you can adjust the
Amount (how much sharpening will :

occur), the Radius (how far from each
pixel the effect is applied), and the
Threshold (how similar in value the !
pixels must be to be sharpened). To !
start, try setting the Amount to 180
percent, the Radius to about 1 pixel,
- and the Threshold to 5 to 10 levels.

" The original image
" was an action shot.
Since the focus wasn't
quite perfect, it need-

ed some sharpening.

" Using the Unsharp
_ Mask, the image was
slightly sharpened.

" Sharpening must be
" done in moderation.
Oversharpened pho-
tos look grainy and
have unattractive light
halos around dark
areas, and dark halos

1 i around light ones.
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The Unsharp Mask "..
dialog box.

Watch the preview and fine-tune these
- Blur) at a low setting (3-5 pixels). After

i Cancel
i Preview
i
Amount [ 182 jm
Raifis 19 L piseds
o
Threshalde 7 lewels
!

- settings until you like the results.

adjust your sharpening independently
in the highlights and shadows. It also

. A recent addition to Photoshop,
. the Smart Sharpen filter can be set to
the advanced mode to allow you to

: offers a tool for reducing motion blur.

¢ This is used to “paint on” sharpness in

To give a softer *,

look to the original
image (right), the
background layer was
duplicated, blurred,
and set to lighten
(far right). Parts of
the blurred layer
were then erased to

keep the eyes sharp.

Photoshop also has a Sharpen tool. !

selected areas and works pretty much
- like the other painting tools. The Select :
. field in the Options bar is used to set '
the intensity of the sharpening effect. :

Watch out for oversharpening. If

you’re not sure you’ve sharpened an
image correctly, go to Edit>Step Back-
ward and compare the new version to
the original. If the new one was better,
use Edit>Step Forward to return to it. '

Blur

Images from digital cameras are often
. 5o sharp that they don’t make people :
look their best. To add a forgiving
. amount of softness, duplicate the back-
. ground layer and apply the Gaussian

Blur filter to it (Filter>Blur>Gaussian

applying the filter, set the mode of the
duplicated layer to Lighten (at the top
of the Layers palette).

If some critical areas, like the eyes,
seem too soft, use the Eraser tool on

these areas of the overlaying layer to

reveal the sharp data on the layer

below.




'DODGE AND BURN

The Dodge and Burn tools simulate classic darkroom techniques

that go by the same names. Essentially, dodging lightens and burning

darkens—giving you excellent control over the tones in your images.

Ansel Adams was a master in the
photographic darkroom, and two
of the most important techniques he
- used are simulated by these tools. While
mastering the same tools may not in-
- stantly make you a legendary photogra-
. pher, it will definitely help you make the

. most of all of your images.

Dodging

. The Dodge tool is used to lighten areas
of a print. To use it, select the Dodge !
tool from the Toolbox, then choose a
- brush (a soft brush works best). Click
(or click and drag) over your image to

- dodge (lighten) as needed.

. In the Options bar, increasing the
. Exposure setting will increase the
amount of lightening you achieve. In
. the Range setting, you can specify
whether you want to lighten the shad-
ows, midtones, or highlights in a given '

i area.

This is an important decision, so : )
: . i Dodge tool options.
: study the area you are working on care-

fully to determine the best approach.
. Often, the best selection is counterintu-
i itive. For example, imagine you have a

i gray.

i photograph with a dark shadow area.

The area is not solid black but has very
dark gray details. To bring out the de-
: tails, it might seem logical to dodge the

Orriginal photograph. Photograph with 20-percent expo-

sure dodge on midtones.

[ o Mo ] 3 3] T vanor: Gt 78) ersmnen (o 8 85

shadows. However, in this case, dodg-
ing the shadow areas would mean light-
ening the black areas—making them !

If the shadow area and its details are
both rendered as gray, then the con-
trast between them will actually be
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: reduced—making the details even less a print. To use it, select the Burn tool

. visible. Instead, you would want to : from the Toolbox, then choose a brush

: dodge the midtones, lightening the (a soft brush works best). Click (or click
areas that were originally dark gray. - and drag) over your image to burn
Making those gray areas a little lighter (darken) as needed.

- will make them more apparent to the In the Options bar, increasing the

. viewer. Exposure setting will increase the

: . amount of darkening you achieve. In
Burning the Range setting, you can choose to
The Burn tool is used to darken areas of i darken the shadows, midtones, or high-

¢ lights in a given area.
: Again, this is an important decision,
i so carefully study the area you are work-
. ing on to determine the best choice.
: Keep in mind, the best selection may be
i counterintuitive. For example, imagine
. you have a photograph with a bright
highlight area. The area is not solid
white but has very light gray details. To
. bring out the details, it seems it would
be logical to burn the highlights. How-
ever, in this case, burning the highlight

areas would mean darkening the white

areas—making them light gray.
If the highlight area and its details
are both light gray, the contrast between
them has actually been reduced and the
- details will be even less visible. Instead,

i you would want to burn the midtones

or shadows to make the areas that were

iginal ph h. Ph h with 20- - - .
Original photograp otograp Wl‘t‘ 0-percent expo orlglnally hght gray become somewhat
sure burn on midtones. .

darker. This will make them more appar-

12-‘] brush: | ® -_l farge: [ matones 18] Enpzeurs; [3m e % ent to the viewer of the image.

Burn tool options.

TIPS FOR DODGING AND BURNING

N either dodging nor burning can add detail that isn't in the original image. These tools are most useful for making

small changes, such as lightening up a shaded area that's just a little too dark, or making an area that is too light just
a little less bright and distracting. You'll rarely get good results dodging a solid black (or extremely dark) area or a solid

white (or extremely light) area.




CHAPTER ELEVEN

Simple
Photo
Projects

Now that you've
learned the basic
tools and commands
in Photoshop, you can
move on to begin
combining these tech-
niques to create your
own unique digital
works of art.

HANDCOLORING

Handcoloring is an incredibly versatile way

to really personalize your images—and the effects

can be as subtle or dramatic as you want.

I l andcoloring photos is tradition-
ally accomplished with a variety

of artistic media—oil paints, pencils,
etc. With Photoshop, you can create

this classic look much more easily.

Method |

This technique gives you total control
over the colors you add and where you

add them.

First, open an image. If it’s a color
image, go to Image>Adjustments>De-
saturate to create a black & white image.
If it’s a black & white image already, : . : -
cy i Several colors were applied to this black & white :
make sure it’s in the RGB mode (see | :

i image to create a handcolored look.
page 8). Then, create a new layer and set :
it to the Color mode (see page 86-87).

Double click on the foreground :
color swatch to activate the Color
Picker. Select the color you want and hit
OK to select it as the new foreground
color. This is the color your painting

tools will apply. You may switch it as

often as you like.

With your color selected, return to
the new layer you created in your image.
Click on this layer in the Layers palette
to activate it, and make sure that it is set

to the Color mode.

Select the Brush tool and whatever
size /hardness brush you like, and begin
painting. Because you have set the layer

mode to Color, the color you apply with
the brush will allow the detail of the
underlying photo to show through.

If you’re a little sloppy, use the
Eraser tool (set to 100 percent in the
Options bar) to remove the color from
anywhere you didn’t mean to put it.

© Using the Zoom tool to move in tight

on these areas will help you work as pre-
cisely as possible. :

It you want to add more than one
color, you may wish to use more than

one layer, all set to the Color mode.

When you’ve completed the “hand-
coloring,” your image may be either
completely or partially colored. With
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FOR BETTER PAINTING

ing the opacity of the new layer you can

with your painting.

It can be pretty tricky to paint on an image using your mouse. For
better, more precise control, consider investing in a graphics tablet.

Alternately, you can use selections to help you stay inside the lines

The background layer *
was duplicated and «*
the color removed.

Then its opacity was
set to 90 percent,
allowing a little color
to show through.
The area over the
body of the guitar
was erased complete-
ly, allowing the under-
lying color image to

show through.

everything done, you can flatten the
tional black & white handcolored pho-
. tograph, set the opacity of the desaturat-

image and save it as you like.

Method 2

Here’s a quick way to add a hand-
colored look in seconds—or, with a lit-
tle refinement, to avoid having to select
colors to handcolor with. This tech-

nique works only with a color image.

Begin by duplicating the back-
ground layer (by dragging it onto the
duplication icon at the bottom of the

Layers palette).

Next, remove the color from the
background copy by going to Image>

Adjustments>Desaturate. The image !
will turn black & white—but by reduc-

allow the colors from the underlying

photo to show through as much or as
little as you like. Try setting the layer

opacity to 80 percent for a subtly col-
ored image.
To create the look of a more tradi-

ed layer to 100 percent and use the !
Eraser tool to reveal the underlying '
photo. Adjust the Eraser’s opacity to
allow as much color to show through as
you like. .

For a very soft look, set the opacity
of the desaturated layer to about 90 per-
cent (just enough to let colors show !
through faintly) and use the Eraser tool '
(set to about 50 percent) to erase areas
where you want an accent of stronger
color to appear.




'RESTORING AN IMAGE

Very few images can be fixed with only one tool.

In most cases, you'll need to employ several tools, combining
their functions to make the needed corrections and enhancements.

he first step when restoring an
: image is to make a quick visual
analysis and create a to-do list of things
. to fix. For this image, the list included :
: . tool was used to sample nearby data and
copy it over the damaged areas. :

- the following points:

1. There were several spots and specks
. on the photo—as well as a few arcas
:  where the surface had torn away.

. 2. The photo was faded and yellowed.
: It had also lost some contrast.

3. The blue ink had also faded, making

the inscription difficult to read.

Original image.

The first step was to correct the :
damaged areas and the spots and specks.
Since these were small and scattered
across the photograph, the Clone Stamp

The next step in the restoration of

. this photograph was to remove the yel-
low color cast. This could have been
accomplished using a number of differ-
. ent tools (Auto Color, Variations, etc.).

i Damaged area before correction.

&3

ol

o

Area after correction with the Clone tool.
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The original image ™.

(left). The image *

after removing the
yellow color cast
with the Color Cast
Correction command
(center). The image
after contrast correc-

tion with the Levels i
(right).

way to remove the color cast was to use '
the Set Gray Point eyedropper in the
- Levels (see pages 58-59). The Levels
. were then used to adjust the contrast :

was used to increase saturation of the i
blue tones. This worked well since it was
the only blue in the image. To fill the
gaps in the ink, the Brush tool was
sclected. Using the Eyedropper tool,
the ink color was set as the foreground
color. The brush size (after a couple of

feiti el

R o —
.

For this black & white image, the easiest

(see pages 52-53).

The inscription had become a little
faded. This was enhanced in two ways. '
First, the Hue/Saturation command

tries) was matched as closely as possible
to the width of the ink line, and the !
hardness was set to about 70 percent to :

create relatively sharp edges.

Next, a new layer was created and :
activated in the Layers palette. After

After enhancement.

Before enhancement.

zooming in tight on the inscription
(using the Zoom tool), the letters were
traced with the Brush tool set to 50-
percent opacity. Special attention was
paid to areas where gaps occurred in the
original writing.

When complete, the layer was set to
the Multiply layer mode, making the
painted areas on the layer blend in well
with the original ink underneath. This
also darkened the combination slightly,
for easier reading. :

Final image.



COMPOSITING IMAGES

Combining two images into one in a realistic way (called compositing)

is extremely difficult with traditional photographic techniques—but
Photoshop offers the controls you need to accomplish it seamlessly.

Originally, one of the most interest-
5 ing uses for digital imaging was to
. combine elements of two images in a :

i realistic way. While it’s no longer a pri-

© mary reason to use digital, compositing

. can still be a fun exercise.

The criteria for selecting images to
i composite should be rigorous. For real-

- istic results, the direction and quality of

lighting should be very similar in both

photos—an image taken with bright sun-
light coming from the left won’t look
realistic when combined with a shot

taken under soft light from the right, for

example. It also helps if all of the ele-

ments are well exposed and have no big

color problems. You should also check to
make sure the focus is correct; a softly
focused subject on a sharply focused

. background won’t look realistic.

; 4 .
e Lo B s - Y . J*

This project began with two images—one of train tracks (left) and one of a biker doing an aerial trick

Trmisgr=g

(top right). The first step in combining the shots was to remove the background from the biker shot

(bottom right).
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The final image.

Look at the images carefully and

decide which contains more of the mate-
rial you want in the final image. In this
: case, the train tracks will be the back-
ground for the final image. The only part
i of the other photograph that will be used
is the biker. :

Therefore, the biker was selected

using the Lasso and Magic Wand tools,
. isolating him from the background. The !

i selection was then feathered two pixels :

(Select>Feather) to soften the edges and

. make them less obvious when moving :
the subject into the train-tracks image.
The selected area was copied (Edit>
Copy) and pasted (Edit>Paste) into a
new layer in the background image. :

Since this composite was intended to

look realistic, correct positioning and
scaling of the new element on the back-
ground was the next task. To do this
accurately, look at the size of the import-
ed material. Does it need to be changed
in order to make sense with the subjects
around it? If so, go to Edit>Transform>
Scale and make any needed adjustments.

(Note: If you’re creating a fantastical or

abstract composite, you can use this same
technique to make the imported subject
look wildly out of scale with the back-
ground.) Once the subject was scaled,
the Move tool was used to position him

i over the tracks.

Next, look at the color and bright-

ness of the new element in relation to the
background image. Correct any prob-
lems by using the color correction tools
covered in chapters 4 and 5. :

For this image, the final step was to

add some motion blur, creating the
. impression that the camera panned with :
the biker as he made this very impressive
leap. To do this, the image was flattened

(Layer>Flatten Image) and the back-
ground layer was duplicated (Layer>
Duplicate Layer). The Motion Blur filter
(Filter>Blur>Motion Blur) was applied
on the duplicated layer. Finally, the

i Eraser tool was used to restore sharpness

as needed (on the bike and biker).

When done, flatten your image and

wow your friends with the results!



WEB AND PRINT GRAPHICS

Want to design digital scrapbook pages for your family album or

create a must-see web site? Here are some ideas for visually appealing

effects that will add a professional polish to your project.

sing Photoshop isn’t just about

also great for creating graphics. Whether
- or not these graphics include photos at

- all is up to you.

Plan for Output

. Before you put a lot of work into creat- :
ing a graphic, do take the time to make
sure you are creating it at the right size
- and resolution. A little planning will

: save you a lot of frustration.

Design Basics

. With Photoshop, you have complete
control over the colors, size, and place-
ment of the elements in your graphics.
. Take advantage of this and don’t settle
for just “okay.” If you don’t have much
. experience with graphic design, consid-
- er picking up a book for beginners ( The
. Non-Designer’s Design Book by Robin
Williams [Peachpit Press, 1994] is a
. great one). You’ll be surprised how a
. few simple changes to a design can make

it suddenly spring to life.

Buttons and Banners

t If you’re creating a web site, why settle
for simple text links when you can create
a stylish button instead? Once you’ve
created your button, consult your web-

design software for how to put it in your
making photos look better—it’s page and define it as a link. Don’t limit
yourself to using effects like these on
your web site, though—snazzy buttons
. and banners can work great in lots of
other design projects too.
: The buttons shown below were all
created in Photoshop by opening a new
document with a white background,
then creating a new layer. On the layer,
the desired shape of the button was
. selected (using one or more of the selec-
tion tools or the Custom Shape tool).
. Each selection was then filled with a
solid color or gradient, and effects from

<
» NG
-~

. There are limitless

. options for creating
buttons in Photoshop.
A few ideas are
shown to the left—
but you can also try
making buttons out of
photos, adding text to
buttons, and much

i morel
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design, but they can also be used vertically to set off important information

from other text or images.

Very light, low- *e
contrast images make "
great backgrounds for
web pages and other
designs. Here, a photo

of a field of flowers
was used as the back-
ground for a commu-
nity garden's web site.
The overlying photos
have drop shadows
applied to their layers,
and blue buttons
were used to highlight
the links.

i the Styles palette were applied to create
a wide variety of results. .
: Banners containing text and rules :
- normally stretch across a page and help
to divide sections of the page so viewers
can navigate more easily. They can be
created in the same way as buttons—

i you just choose a different shape. . unrecognizable patterns. You can also !

Background Photos

Very light, low-contrast images (often in
black & white or toned in another
color) make great backgrounds for text
or other images. The rule of thumb:

make the image as light as you can stand
- it, then make it a little lighter. The !
image must be truly subtle—especially
when you want to use text over it. :

An easy way to achieve this effect is

to open the Hue/Saturation dialog box
(see page 40). Click the Colorize box
and adjust the Hue slider to render the
image in a single color. Then, set the
. lightness very high (for the image

Banners and rules normally run horizontally to help divide sections in a

below, it was set to 80).

Background Patterns :
Abstract images are another popular :

i background choice. There are countless

ways to make them in Photoshop. Run-
ning multiple filters (or the same one :
many times) can produce some very
interesting looks. The Wave filter works
particularly well for turning photos into '

i use the painting tools to create shapes
. and colors, then blur them or distort

them in other ways that make them look
more interesting. In fact, that’s how the
blue pattern at the top of this page was
created. :

Richarddon Aventte Commimily Gardens

@ Hislory of the garden since 1985

& Purpoae of the gerden in the community

#® About our members—young and old

@ Schedule s cless np o J}_'ltg
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PANORAMIC IMAGES

Creative types have been combining photos since the beginning
of photography—>but doing it digitally certainly works a lot better
than the old scissors-and-glue method!

Panoramic images are created digi-
tally by shooting a sequence of
. images and then combining them into
. image, and that won’t happen if some !
sections are lighter/darker than others,
or if the focus suddenly shifts.
It’s also important to maintain a

consistent camera height (for best re-
i To create a seamless

one photograph.

Shooting the Images

. When you decide to make a panoramic
- image you’ll need to plan to do so before
you start shooting. First, select a mid-
- range lens (or if you are using a point- '
and-shoot with a zoom lens, set it about
halfway out). It might seem like a good
idea to use a wide-angle lens, but this
- will cause distortion at the edges of the :
images, making them nearly impossible
: : the right and place the subject matter

. to join together seamlessly.

Next, select one exposure setting
and focus setting and stick to it. The !
idea is to create the look of a single

sults, use a tripod).

first shot, noting what is on the right-
hand edge of the frame. Pivot slightly to

i panoramic image, try

Let’s imagine you are standing fac- . .
g you d g i shooting from a tri-

ing the part of the scene that you want sod. For this image,

to have on the left edge of your final the subject was re-

panoramic. Lift the camera and take the positioned for each
i shot so he shows up

i numerous times in

the final photograph.
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In the first Photo-

merge dialog box, *
click Browse to select
the images you want
to merge.

In the second *
Photomerge box, «°
make sure all the

images are positioned
correctly, then hit OK.
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that was in the right-hand part of the
first frame just inside the left edge of the

second photo. Continue until you've '

covered the desired area.

. If you’re shooting digitally, see if
your camera has a panoramic setting. If
. so, switching to it will usually change :

the display on the LCD screen so that

¢ you can see the image you are about to !

shoot and the previous one side by side.

Photomerge

Combining images is relatively simple.

When you go to File>Automates>Photo- '
. merge the first dialog box will open.

Click Browse and select the images to

merge. When all of the files appear in
. the Source Files window, hit OK. :

In the next dialog box, Photoshop

- will try to place the photos in the cor-
rect position. If it can’t, the photos it

can’t place will appear as thumbnails at

the top of the window. You can then !

drag them down into the main window
and position them yourself. You can also
click and drag the other images in the !

main window to reposition them if Pho-
- toshop doesn’t do it correctly. When

everything is in position, hit OK. :

When the final image appears, it will
usually have some uneven edges where
the original photos overlap. Cropping
the image will eliminate this and create

: the impression of a single image.




CHAPTER TWELVE

Outputting
Images

Making prints is still
how most people tend
to share their impor-
tant photos, so make
sure yours look great.
For easy image sharing
don't forget to consider
online methods—you
might even want to set
up your own photogra-
phy web site.

IMAGLES IN ACTTION

You've spent hours (or maybe just seconds) making

the perfect image, so now what? It's time to share

your creative genius with the world!

at’s the point in creating a great
image if you don’t display it well?

whether in prints on online.

Image Prep

Before outputting, flatten any layers you :
have created. Then, save the image in
the required file format (usually JPEG
or TIFF). Finally, double-check the size

and resolution of your image.

Inkjet Printing

If you’ll be printing your image on your :
inkjet printer, check the manual for the
resolution it recommends. For the best
results, take the time to read about the
printer’s software and the options it
gives you for setting printing specifica-
tions. If it allows you to select the type
of paper you will be printing on, be sure
to select the one that best matches your
paper—and do be sure to try printing
on digital photo paper. It can be a little
on the pricey side, but the results you’ll
get will far exceed what you can achieve

on plain paper.

Lab Printing

Lab printing is really a win—win situa-
tion. The prints are real photographs

] CONTACT SHEETS §

It is important to make sure your images
look their best as you show them off, !

hen you get a digital camera and
Wstart working on your photo-
graphs digitally, you'll probably take and
work with more images than you ever did
with film—and why not, since they're basi-
cally freel This sheer volume of images can,
however, make it something of a challenge
to find a particular image when you want it.
To make this easier; it can be very useful to
create contact sheets (File>Automate>
Contact Sheet II). This lets you print lots of
small images on one page and automatical-
ly puts the name of the file under each one.
As you archive your work to CD-R or
DVD-R, you may want to make a contact
sheet for each disc and store it with the
disc. When you do, you'll be able to find

photos in a snap.

(made on the same machine that is used
to print your images from negatives) so
they look great and will last for years !

and years, unlike inkjet prints. Also, with
even corner drugstores offering digital
prints for about $.20, they actually cost

less than printing at home. For online
photo labs (like www.Snapfish.com and



Outputting Images

www.Shutterfly.com), you will normally
save your files as JPEGs and upload the
images directly to the web site. To use a :
lab in your area, save your files as JPEGs
on CD (or on a digital memory card)

and just take them to the lab.

Picture Packages

The Picture Package (File>Automate>
Picture Package) function in Photoshop
lets you print multiple copies of one
image in an aassortment of sizes on one
page. For home printing, this is especial-
ly efficient, since it allows you to make
the most of each sheet you print. For lab
printing, it may actually be more cost- Web Photo Gallery
effective to print a few smaller images
individually. The exception can be with
wallet-size prints, which sometimes
command a premium price. Instead of
paying this, you can create an 8x10-inch
page with sixteen wallet-size images and
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with a file you already have open, or set the Use menu to File and click
Choose to select another image. Under Document, select the desired page

size, layout, and resolution. You can label your photos using the controls at

the bottom of the box.

print it just like any other 8x10-inch
image. :

Slide Shows

To create a slide show, go to File>Auto-
mate>PDF Presentation. Under Output
Options, click Presentation. From the
dialog box, select the images for your
slide show, how long each remains on-
screen, and how to transition between :
them, then hit OK. To view the slide
show, use Adobe Acrobat. This may !
already be on your computer, or you can
download it for free at www.adobe.com.

Creating a Web Photo Gallery lets you :
automate the creation of a web page to
display your photographs. To start,
move the photos you want on your page '
to one folder. Then, go to File>Auto- :
mate>Web Photo Gallery and choose a
style from the pull-down menu (there
are lots of looks to choose from). Enter

. your e-mail address if you want it to :

appear on the page, then (under Fol-
ders) select the folder of images for your

page and a place to save the page

(Destination). :

The settings in the Options section :
at the bottom of the box vary with the
style you choose. They let you add a
banner (text that appears at the top of !
the gallery), control the fonts and colors
used, adjust the size of the thumbnails
and images in the gallery, and more.

When you’ve completed your web

, , i photo gallery, you can view it on your
In the Picture Package dialog box, choose Frontmost Document to work: : :

computer or upload it to your web site. :
Since all Internet service providers work
a little differently, consult yours for spe-
cific information on how to do this.
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A

Art History Brush, 102

Artwork, adding, 100-105
Art History Brush, 102
brushes, selecting, 101
Brush tool, 101, 102
Color Picker, 100-1
Eraser tool, 102
Fill command, 102
Gradient tool, 103
Paint Bucket tool, 103
patterns, 103
Pencil tool, 102
Sponge tool, 102
Swatches palette, 100

B

Backgrounds, distracting, 98-99
Backing up images, 24-25
Bitmap mode, 9

Black point, setting, 58-59
Bridge, 14-15, 29

Brightness, adjusting, 38—-39
Brush tool, 101, 102

Burn tool, 111

C
Canvas size, changing, 23
Channels, adjusting, 56-57
Clone Stamp tool, 106-7
CMYK mode, 9
Color
adjusting, 34-35, 4041,
48-61, 62-67
automatic corrections,
36-37, 61
changing, 99
evaluating, 4243
modes, 5, 8-9
primary colors, 44—45

Color Picker, 100-101
Compositing images, 99, 116-17
Compression, 5, 10-11
Contrast, adjusting, 37, 38-39,
52-53, 64, 66-67

Cropping, 32-33
Curves command, 62-67

color cast, eliminating, 67

contrast, 64, 66—-67

dialog box, 62-63

editing curves, 64-65
Custom Shape tool, 105

D

Desaturate command, 41

Distortion, eliminating, 30-31,
80-81

Dodge tool, 110-11

Duplicating images, 28-29

E

Equalize command, 41
Eraser tool, 102
Eyedropper tool, 4647, 61

F

File formats, 5, 10-11

File size, 5

Fill command, 102

Filters, 68-83
artistic, 69
blur, 73, 109
brush strokes, 70
combining, 77
distort, 72-73
Lens Correction, 80-81
Liquify, 78-79
pixelate, 74-75
render, 75
sharpening, 108-9

Filters (cont’d)
sketch, 71
stylize, 76-77
texture, 76

G

Gradient Map command, 40
Gradient tool, 103

Graphic design, 118-19
Gray point, setting, 58—-59
Grayscale mode, 9

H

Handcoloring, 112-13
Healing Brush tool, 107

Help files, 26-27

Highlights, 42

Histograms, 50-51

History palette, 20-21

Hue /Saturation command, 41

I

Image size, changing, 22-23
Indexed Color mode, 9
Invert command, 41

J
JPEG format, 10-11

L

Lasso tool, 93

Layers, 84-91
adjustment, 90-91
creating new, 84-85
fill, 91
grouping, 87
masks, 94-95
modes, 87
opacity, 84
palette, 84



Layers (cont’d)
removing, 85

saving files with, 85
styles, 88-89
visibility, 87

Levels command, 48-61
channels, adjusting, 56-57
contrast, adjusting, 52-53
dialog box, 4849
eyedroppers, 58-59
histograms, 50-51
midtones, adjusting, 54-55

M

Magic Wand tool, 95

Marquee tool, 92-93

Menu bar, 12-13

Metadata, 15

Midtones, adjusting, 54-55, 65
Mistakes, correcting, 20-21

N

Navigator, 19

Neutral tones, 4243
New images, creating, 15

o

Opening images, 15
Options bar, 13
Outputting, 122-23

P

Paint Bucket tool, 103

Palettes, working with, 13,
16-17

Palette Well, 13, 17

Panoramic images, 120-21

Patch tool, 107

Patterns, 103

Pencil tool, 102

Percentage view, 18

Photo Filter command, 41
Photomerge command, 121
Picture Package command, 123
Pixel, 5

Posterize command, 41
Printing, 122-23

PSD format, 85

R
Red Eye tool, 107
Resolution, 5, 6-7
Restoring images, 114-15
Retouching images, 98-99,
106-11
blemishes, 106-7
Burn tool, 111
Clone Stamp tool, 1067
distractions, 98-99, 106-7
Dodge tool, 110-11
Healing Brush tool, 107
Patch tool, 107
Red Eye tool, 107
sharpening, 108-9
softening, 109
Spot Healing Brush tool, 107
RGB mode, 8-9
Rotating images, 28-29

S

Saving images, 25, 85

Scrolling, 19

Selections, 92-99
adding to, 96
Color Range command, 95
feathering, 97
Grow command, 97
inversing, 96-97
Lasso tool, 93
loading, 96
Magic Wand tool, 95
Marquee tool, 92-93

Selections (cont’d)
masks, 94-95
modifying, 96-97
saving, 96
Select All command, 92
Similar command, 97
subtracting from, 96
Selective Color command, 40
Shadows, 42
Sharpening, 108-9
Skin tones, 43
Slide shows, 123
Sponge tool, 102
Spot Healing Brush tool, 107
Straightening images, 32-33
Styles, 82-83
Swatches palette, 100

-
Text tool, 104-5

Threshold command, 41
TIFF format, 10-11
Toolbar, 13

Transform command, 30-31

\

Variations command, 41, 61
Viewing images, 18-19
View menu, 19

Vignetting, 81

\%%
Web, 25, 118-19, 123
creating graphics for, 118-19
saving for, 25
Web Photo command, 123
White point, setting, 58-59, 61

A
Zoom tool, 18
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COLOR CORRECTION AND
ENHANCEMENT WITH
ADOBE® PHOTOSHOP®

’ ‘_' 1? Master precision color correction and artistic
color enhancement techniques for scanned and
4 i , | digital photos. $29.95 list, 8'x11, 128p, 300

color images, index, order no. 1776.

BEGINNER’S GUIDETO
ADOBE® PHOTOSHOP®

parod ELEMENTS®
i *l Aimialm Packed with easy lessons for improving virtually

every aspect of your images—from color
balance, to creative effects, and more. $29.95
list, 8%x11, 128p, 300 color images, index,
order no. 1790.

THE PRACTICAL GUIDE
TO DIGITAL IMAGING

This book takes the mystery (and intimidation!)
out of digital imaging. Short, simple lessons
make it easy to master all the terms and
techniques. $29.95 list, 8%x11, 128p, 150
8| color images, index, order no. 1799.

Skip all the jargon and get started quickly with this
no-nonsense guide to digital photography! Covers
everything you must know to succeed—from
selecting equipment, to shooting, enhancing,
printing, and archiving your images. Perfect for
new digital camera owners! $14.95 list, 6x9, 96p,
110 color photos, index, order no. 1903.

DIGITAL CAMERA TRICKS

AND SPECIAL EFFECTS 101
With a digital camera and basic image-editing soft-
ware, creating eye-popping special effects is
amazingly easy! These step-by-step lessons get you
started quickly. $14.95 list, 6x9, 96p, 120 color
images, index, order no. 1906.

OUTDOORAND

LOCATION PORTRAIT
PHOTOGRAPHY, 2nd Ed.

Jeff Smith

Learn to work with natural light, select locations,
and make clients look their best. Packed with step-
by-step discussions and illustrations to help you

shoot like a pro! $29.95 list, 8%x11, 128p, 80 color
photos, index, order no. 1632.

WEDDING PHOTOGRAPHY
CREATIVE TECHNIQUES FOR LIGHTING,
POSING, AND MARKETING, 3rd Ed.

Rick Ferro

Creative techniques for lighting and posing
wedding portraits that will set your work apart from
the competition. Covers every phase of wedding
photography. $29.95 list, 8/x11, 128p, 125 color
photos, index, order no. 1649.

STUDIO PORTRAIT
PHOTOGRAPHY OF
CHILDREN AND BABIES, 2nd Ed.
Marilyn Sholin

{| Work with the youngest portrait clients to create

cherished images. Includes techniques for working
with kids at every developmental stage. $29.95 list,
8'4x11, 128p, 90 color photos, order no. 1657.

CORRECTIVE LIGHTING,
POSING & RETOUCHING FoRrR
DIGITAL PORTRAIT PHOTOGRAPHERS, 2nd Ed.
Jeff Smith

Learn to make every client look his or her best by
using lighting and posing to conceal real or
imagined flaws—from baldness, to acne, to figure

flaws. $34.95 list, 8%x11, 120p, 150 color photos,
order no. 1711.

PORTRAIT PHOTOGRAPHER’S
HANDBOOK 2nd Ed.

Bill Hurter

Bill Hurter has compiled a step-by-step guide to
portraiture that easily leads the reader through all
phases of portrait photography. This book will be
an asset to experienced photographers and be-
ginners alike. $29.95 list, 8/2x11, 128p, 175 color
photos, order no. 1708.
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ARTISTICTECHNIQUESWITH
ADOBE® PHOTOSHOP® AND
COREL® PAINTER®

Deborah Lynn Ferro

Flex your creative skills and learn how to transform
photographs into fine-art masterpieces. Step-by-
step techniques make it casy! $34.95 list, 8/x11,
128p, 200 color images, index, order no. 1806.

MASTER GUIDE FOR
UNDERWATER DIGITAL
PHOTOGRAPHY

oy Jack and Sue Drafahl

Make the most of digital! Jack and Sue Drafahl take
you from equipment selection to underwater
shooting techniques. $34.95 list, 8/x11, 128p, 250
color images, index, order no. 1807.

DIGITAL PHOTOGRAPHY
BOOT CAMP

Kevin Kubota

Kevin Kubota’s popular workshop is now a book! A
down-and-dirty, step-by-step course in building a
professional photography workflow and creating
digital images that sell! $34.95 list, 8%x11, 128p,
250 color images, index, order no. 1809.

BLACK &WHITE PHOTOGRAPHY
TECHNIQUES WITH ADOBE® PHOTOSHOP®

4 Maurice Hamilton

Become a master of the black & white digital

ﬁ darkroom! Covers all the skills required to perfect
# your black & white images and produce dazzling

fine-art prints. $34.95 list, 8%x11, 128p, 150

B4 color/b&w images, index, order no. 1813.

PROFESSIONAL MARKETING
& SELLING TECHNIQUES

FOR DIGITAL WEDDING PHOTOGRAPHERS,
SECOND EDITION

Kathleen Hawkins

Taking great photos isn’t enough to ensure success!
Become a master marketer and salesperson with
these easy techniques. $34.95 list, 8'%x11, 128p,
150 color photos, index, order no. 1815.

WEDDING PHOTOGRAPHY
WITH ADOBE® PHOTOSHOP®

Rick Ferro and Deborah Lynn Ferro

Get the skills you need to make your images look
their best, add artistic effects, and boost your
wedding photography sales with savvy marketing
ideas. $29.95 list, 8%x11, 128p, 100 color images,
index, order no. 1753.
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WEB SITE DESIGN
FOR PROFESSIONAL
PHOTOGRAPHERS

Paul Rose and Jean Holland-Rose

Learn how to design, maintain, and update your
own photography web site—attracting new clients
and boosting your sales. $29.95 list, 8%x11, 128p,
100 color images, index, order no. 1756.

THE DIGITAL DARKROOM
GUIDEWITH ADOBE®
PHOTOSHOP®

Maurice Hamilton

Bring the skills and control of the photographic
darkroom to your desktop with this complete
manual. $29.95 list, 8%x11, 128p, 140 color
images, index, order no. 1775.

DIGITAL PHOTOGRAPHY
FOR CHILDREN’S AND FAMILY
PORTRAITURE

Kathleen Hawkins

Discover how digital photography can boost your
sales, enhance your creativity, and improve your
studio’s workflow. $29.95 list, 8/x11, 128p, 130
color images, index, order no. 1770.

PROFESSIONAL STRATEGIES
AND TECHNIQUES FOR
DIGITAL PHOTOGRAPHERS

Bob Coates

Learn how professionals—from portrait artists to
commercial specialists—enhance their images with
digital techniques. $29.95 list, 8%x11, 128p, 130
color photos, index, order no. 1772.

PLUG-INS FOR ADOBE®
PHOTOSHOP®

{| A GUIDE FOR PHOTOGRAPHERS

Jack and Sue Drafahl

Supercharge your creativity and mastery over your
photography with Photoshop and the tools
outlined in this book. $29.95 list, 8!x11, 128p,
175 color photos, index, order no. 1781.

POWER MARKETING FOR
WEDDING AND PORTRAIT
PHOTOGRAPHERS

Mitche Graf

Set your business apart and create clients for life
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