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Introduction

Adobe Photoshop is one of the most important computer programs of
our age. It’s made photo editing a commonplace thing, something for

the everyperson. Still, Photoshop can be a scary thing (especially that first
purchase price!), comprising a jungle of menus and panels and tools and
options and shortcuts as well as a bewildering array of add-ons and plug-ins.
And that’s why you’re holding this book in your hands. And why I wrote it.
And why Wiley published it.

You want to make sense of Photoshop — or, at the very least, be able to work
competently and efficiently in the program, accomplishing those tasks that
need to get done. You want a reference that discusses how things work and
what things do, not in a technogeek or encyclopedic manner, but rather as an
experienced friend might explain something to you. Although step-by-step
explanations are okay if they show how something works, you don’t need
rote recipes that don’t apply to the work you do. You don’t mind discovering
tricks, as long as they can be applied to your images and artwork in a produc-
tive, meaningful manner. You’re in the right place!

About This Book
This is a For Dummies book, and as such, it was produced with an eye toward
you and your needs. From Day One, the goal has been to put into your hands
the book that makes Photoshop understandable and useable. You won’t find
a technical explanation of every option for every tool in every situation, but
rather a concise explanation of those parts of Photoshop you’re most likely
to need. If you happen to be a medical researcher working toward a cure for
cancer, your Photoshop requirements might be substantially more specific
than what you’ll find covered here. But for the overwhelming majority of the
people who have access to Adobe Photoshop, this book provides the back-
ground needed to get your work done with Photoshop.

As I updated this book, I intentionally tried to strike a balance between the
types of images with which you’re most likely to work and those visually
stimulating (yet far less common) images of unusual subjects from far away
places. At no point in this book does flavor override foundation. When you
need to see a practical example, that’s what I show you. I included a number
of images from PhotoSpin.com, my favorite subscription stock art source.
But, again, I worked to ensure that each piece of artwork illustrates a tech-
nique and does so in a meaningful, nondistracting way for you.
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2 Photoshop CS4 For Dummies 

You’ll see that I used mostly Apple computers in producing this book. That’s
simply a matter of choice and convenience. You’ll also see (if you look
closely) that I shoot mostly with Canon cameras and use Epson printers.
That doesn’t mean that you shouldn’t shoot with Nikon, Sony, or Fuji, or that
you shouldn’t print with HP or Canon. If that’s what you have, if it’s what
you’re comfortable with, and if it fulfills your needs, stick with it! You’ll also
find that I mention Wacom drawing tablets here and there (and devoted one
of the final chapters to the subject). Does that mean you should have one? If
you do any work that relies on precise cursor movement (painting, dodging,
burning, path creation and editing, cloning, healing, patching, lassoing, just to
name a few), then yes, I do recommend a Wacom Cintiq display or Intuos
tablet, or at least a Graphire tablet. Next to more RAM and good color man-
agement, it’s the best investment just about any Photoshop user can make.

One additional note: If you’re brand new to digital imaging and computers,
this probably isn’t the best place to start. I do indeed make certain assump-
tions about your level of computer knowledge (and, to a lesser degree, your
knowledge of digital imaging). But if you know your File➪Open from your
File➪Close and can find your lens cap with both hands, read Chapter 1, and
you’ll have no problem with Photoshop CS4 For Dummies.

How This Book Is Organized
Photoshop CS4 For Dummies is primarily a reference book. As such, you can
check the Table of Contents or the index for a specific subject, flip to those
pages, and get the information you need. You can also start at the beginning
and read cover to cover (just to make sure you don’t miss a single tip, tech-
nique, or joke). To give you an indication of the type of information in each
chapter, I organized the book into parts. Here’s a quick look at what sort of
content you can find in each part.

Part I: Breezing through Basic Training
The first set of chapters presents the basic operation of Photoshop, what you
need to know to get around in the program, and the core process of getting
images into Photoshop and back out again. If you’re new to digital imaging,
and particularly unfamiliar with Photoshop, make sure to read Chapter 1
through Chapter 3. If you’ve worked with Photoshop or another image editing
program and aren’t quite sure about the concept of resolution or which file
formats are best for which purposes, don’t overlook Chapter 2. Chapter 4 is
the meat and potatoes of Photoshop: scanning and downloading images from
cameras, cropping to fit specific print and frame sizes, and printing or post-
ing your images on the Web. All in one nice, tidy package.
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Part II: Easy Enhancements for Digital Images
In Chapters 5 through 9, you discover ideas and techniques for improving the
appearance of your images. You read about tonality (the lightness and dark-
ness of the image), color correction (making the image’s color look natural),
and making selections to isolate individual parts of your image for correction.
Part II also includes a full chapter on the Raw file format for digital cameras —
what it is, why it’s important, and how to determine whether it’s right for
you. At the end of this part, I include a chapter on the most common prob-
lems in digital photos: red-eye, wrinkles, and unwanted objects and people.
And, yes, that chapter includes what to do about those problems, too!

Part III: Creating “Art” in Photoshop
The chapters in Part III take a walk on the creative side. Although not every-
one wants to use Photoshop as a digital painting program, everyone should
understand how to get around in the complex and daunting Brushes panel.
Compositing images (making one picture from two or more), adding text
(whether a simple copyright notice or an entire page), using paths, and
adding layer styles are all valuable skills for just about all folks who work
with Photoshop, even if they don’t consider their work to be art.

Part IV: Power Photoshop
The two chapters in Part IV are more specialized than the rest of the book. If
you don’t work in a production environment (even regularly cropping to the
same size for printing on your inkjet printer can count as production), you
might not need to use Actions in Photoshop. But there’s far more to Chapter
16 than just Actions and scripting! It also shows you how you can create an
on-screen presentation that anyone can view, generate a single page with
small thumbnail images of all your photos, and save paper by printing multi-
ple copies of a photo on a single sheet. Chapter 17 is a brief introduction to
those features found only in Photoshop CS4 Extended. If you have Photoshop
CS4 rather than Photoshop CS4 Extended, you might be interested in the
highly technical, very complex scientific, technical, video, and 3D features.
Or not.

Part V: The Part of Tens
The final part of this book, The Part of Tens, was both the easiest and most
difficult section to prepare. It was easy because, well, the chapters are short.
It was incredibly tough because it’s so hard to narrow any Photoshop-related
list to just ten items. Photoshop is such a beautifully complex and deep pro-
gram that I had a very hard time (as you’ll read) restricting myself to just ten
favorite tips and tricks, just ten reasons a Wacom tablet can be your best
friend, and just ten reasons to own a digital camera. But I did it. (More or less
— beware of hidden tips and tricks!)

3Introduction

03 327258-intro.qxp  8/20/08  2:40 PM  Page 3



4 Photoshop CS4 For Dummies 

Conventions Used in This Book
To save some space and maintain clarity, I use an arrow symbol as shorthand
for Photoshop menu commands. I could write this:

Move the cursor onto the word Image at the top of your screen and press
the mouse button. Continuing to press the mouse button, move the
cursor downward to the word Adjustments. Still pressing the mouse
button, move the cursor to the right and downward onto the words
Shadow/Highlight. Release the mouse button.

But it makes more sense to write this:

Choose Shadow/Highlight from the Image➪Adjustments menu.

Or even to use this:

Choose the Image➪Adjustments➪Shadow/Highlight command.

You’ll also note that I include keyboard shortcuts (when applicable) for both
Mac and Windows. Generally the shortcuts are together, with Mac always
first, and look like this:

Move the selection to a separate layer with the shortcut
Ô+Shift+J/Ctrl+Shift+J.

Icons Used in This Book
You’ll see icons in the margins as you read this book, icons that indicate
something special. Here, without further ado, is the gallery:

This icon tells you I’m introducing a new feature, something just added to the
program with Photoshop CS4. If you’re brand new to Photoshop yourself, you
can ignore this icon — it’s all new to you. If you’re an experienced Photoshop
user, take note.

When I have a little secret or shortcut to share with you — something that
can make your life easier, smoother, more convenient — you see the Tip icon.

This icon doesn’t appear very often, but when it does, read carefully! I
reserve the Warning icon for those things that can really mess up your day —
things that can cause you to lose work by ruining your file or messing up
Photoshop. If there were to be a quiz afterward, every Warning would be in
the essay section!
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The Remember icon shows you good-to-know stuff, things that are applicable
in a number of different places in Photoshop, or things that can make your
Photoshop life easier.

You might notice this icon in a place or two in the book. It’s not common
because I exclude most of the highly technical background info: you know,
the boring techno-geek concepts behind Photoshop.

How to Use This Book
This is a reference book, not a lesson-based workbook or a tips-and-tricks
cookbook. When you have a question about how something in Photoshop
works, flip to the Table of Contents or the index to find your spot. You cer-
tainly can read the chapters in order, cover to cover, to make sure that you
get the most out of it. Nonetheless, keep this book handy while you work in
Photoshop. (Reading cover to cover not only ensures that you find out the
most about Photoshop, but it guarantees that you don’t miss a single cartoon
or joke.)

Unless you’re borrowing a friend’s copy or you checked this book out of 
the library, I suggest you get comfortable with the thought of sticky notes
and bent page corners. Photoshop is a very complex program — no one
knows everything about Photoshop. And many concepts and techniques in
Photoshop are hard to remember, especially if you don’t use them often.
Bookmark those pages so they’re easy to find next time because you’re sure
to be coming back time and again to Photoshop CS4 For Dummies.

5Introduction
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6 Photoshop CS4 For Dummies 
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Part I
Breezing through

Basic Training
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In this part . . .

A solid understanding of certain basic 
concepts and techniques makes learning

Photoshop much easier. Heck, it’s difficult to
understand a discussion of feathered selections
when you don’t know your pixels from a hole in
the ground, right?

In Chapter 1, I introduce you to Adobe Photoshop.
Chapter 2 focuses on the basic concepts of digital
imaging and offers a look at the primary file for-
mats in which you save Photoshop images. Even if
you’re upgrading to CS4, you should also take a
look at Chapter 3, which presents the revised
Photoshop interface. Finally, Chapter 4 covers
bringing images into Photoshop from digital
cameras or scanners, organizing those files,
and basic output through printing.
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1
Welcome to Photoshop!

In This Chapter
� What Photoshop does very well, kind of well, and just sort of, well . . .

� What you need to know to work with Photoshop

� What you need to know about installing Photoshop

Adobe Photoshop is, without question, the leading image-editing program
in the world. Photoshop has even become somewhat of a cultural icon.

It’s not uncommon to hear Photoshop used as a verb (“That picture is obvi-
ously Photoshopped!”), and you’ll even see references to Photoshop in the
daily comics and cartoon strips. And now you’re part of this whole gigantic
phenomenon called Photoshop.

Whether you’re new to Photoshop, upgrading from Photoshop CS3 or earlier,
or transitioning from Elements to the full version of Photoshop CS4
or Photoshop CS4 Extended, you’re in for some treats.
Photoshop CS4 has an intriguing new look that enables 
you to do more, and do it more easily, than ever. Before 
I take you on this journey through the intricacies of
Photoshop, I want to introduce you to Photoshop in a
more general way. In this chapter, I tell you what
Photoshop is designed to do, what it can do
(although not as capably as job-specific software),
and what you can get it to do if you try really, really
hard. I also review some basic computer operation
concepts and point out a couple of places where
Photoshop is a little different than most other pro-
grams. At the end of the chapter, I have a few tips for
you on installing Photoshop to ensure that it runs 
properly.
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Exploring Adobe Photoshop
Photoshop is used for an incredible range of projects, from editing and cor-
recting digital photos to preparing images for magazines and newspapers to
creating graphics for the Web. You can also find Photoshop in the forensics
departments of law-enforcement agencies, scientific labs and research facili-
ties, and dental and medical offices, as well as in classrooms, offices, studios,
and homes around the world. As the Help Desk Director for the National
Association of Photoshop Professionals (NAPP), my team and I solve prob-
lems and provide solutions for Photoshop users from every corner of the
computer graphics field and from every corner of the world. People are doing
some pretty amazing things with Photoshop, many of which are so far from
the program’s original roots that it boggles the mind!

What Photoshop is designed to do
Adobe Photoshop is an image-editing program. It’s designed to help you edit
images — digital or digitized images, photographs, and otherwise. This is the
core purpose of Photoshop. Over the years, Photoshop has grown and devel-
oped, adding features that supplement its basic operations. But at its heart,
Photoshop is an image editor. At its most basic, Photoshop’s workflow goes
something like this: You take a picture, you edit the picture, and you print the
picture (as illustrated in Figure 1-1).

Figure 1-1: Basic Photoshop: Take photo, edit photo, print photo. Drink coffee (optional).

Whether captured with a digital camera, scanned into the computer, or cre-
ated from scratch in Photoshop, your artwork consists of tiny squares of
color, which are picture elements called pixels. (Pixels and the nature of digi-
tal imaging are explored in depth in Chapter 2.) Photoshop is all about chang-
ing and adjusting the colors of those pixels — collectively, in groups, or one
at a time — to make your artwork look precisely how you want it to look.
(Photoshop, by the way, has no Good Taste or Quality Art filter. It’s up to you

05 327258-ch01.qxp  8/20/08  2:52 PM  Page 10



to decide what suits your artistic or personal vision and what meets your
professional requirements.) Some very common Photoshop image-editing
tasks are shown in Figure 1-2: namely, correcting red-eye and minimizing
wrinkles (both discussed in Chapter 9); and compositing images (see 
Chapter 10).

Astronaut image courtesy of NASA

Figure 1-2: Some common Photoshop tasks.

New in Photoshop CS4 is the powerful ability to rotate the image on screen
while you’re working. Not rotate the image itself — Photoshop has had that
capability for ages — but to rotate the appearance of the image in the work-
space. This is especially handy when doing delicate masking and painting,
enabling you to orient the image on screen to best suit your stroke. As you
can see in Figure 1-3, while you’re rotating, a red arrow indicates the image’s
true “up.” Double-clicking the Rotate tool icon in the Toolbox restores the
image’s orientation. (This feature is not available on older computers with
less powerful video cards.)

Figure 1-3: Rotate while you work, without damaging the image’s quality!

11Chapter 1: Welcome to Photoshop!
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Over the past few updates, Photoshop has developed some rather powerful
illustration capabilities to go with its digital-imaging power. Although
Photoshop is still no substitute for Adobe Illustrator, Photoshop certainly
can serve you well for smaller illustration projects. (Keep in mind that
Photoshop is a raster art program — it works with pixels — and vector art-
work is only simulated in Photoshop.) Photoshop also has a very capable
brush engine, which makes it feasible to paint efficiently on your digital
canvas. Figure 1-4 shows a comparison of raster artwork (the digital photo,
left), vector artwork (the illustration, center), and digital painting (right). The
three types of artwork can appear in a single image, too. (Simulating vector
artwork with Photoshop’s shape layers is presented in Chapter 11, and you
can read about painting with Photoshop in Chapter 14.)

Figure 1-4: You can use Photoshop with raster images, vector artwork, and even to paint.

Photoshop CS4 includes some basic features for creating Web graphics,
including slicing and animations (but Web work is best done in a true Web
development program, such as Dreamweaver). Photoshop’s companion pro-
gram Adobe Bridge even includes the Output panel to help you create entire
Web sites to display your artwork online and PDF presentations for on-screen
display, complete with transition effects between slides. (Read about Bridge’s
Output panel’s capabilities in Chapter 16.)

Other things you can do with Photoshop
Although Photoshop isn’t a page layout or illustration program, you certainly
can produce simple brochures, posters, greeting cards, and the like using
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print. Will it fit properly on the page and in the frame? Are the pixels small
enough that they blend evenly into the overall picture? Will the colors you
envision be the colors that appear on paper?

Cropping to a specific aspect ratio
Aspect ratio is the relationship between the width and height of your image.
An image in landscape aspect ratio is wider than it is tall, and an image in 
portrait aspect ratio is taller than it is wide. Although digital cameras capture
in a variety of aspect ratios, including 3:4 and 4:5, SLR (single lens reflex)
cameras typically use a 3:2 aspect ratio: One side is 1.5 times the size of the
adjoining sides. Typical print (and picture frame) sizes are 8 x 10 inches (a
4:5 aspect ratio), 5 x 7 inches (5:7), 4 x 6 inches (3:2), and 3 x 5 inches (3:5). 
In Figure 4-9, the 3:2 aspect ratio is outlined in green, 5:7 is shown in yellow,
and 4:5 is red.

Although an 8 x 10 print is physically larger than a 4 x 6 print, it may print
less of your original image because of cropping. The 4 x 6 print, with a 3:2
aspect ratio, includes all the original image; the 8 x 10 print (with its 4:5
aspect ratio) is missing 2 full inches of the image’s longer dimension. To 
print 8 inches wide and retain the entire image, you’d be printing at 8 x 12. 
Of course, if your camera captures in a 4:5 aspect ratio, the problem is
reversed — the original image fits perfectly into an 8 x 10 print, but won’t 
fill a 4 x 6 print without cropping.

Figure 4-9: Different print sizes encompass different amounts of your image.
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In Photoshop, you can change the aspect ratio of your image with the Canvas
Size command (if one dimension is already correctly sized), the Crop tool, or
the Rectangular Marquee tool with the Image➪Crop command. The Crop tool
can resample your image to the exact print dimensions and resolution in one
step, but you generally need to use the Image Size command when changing
aspect ratio with Canvas Size or the Rectangular Marquee.

With the Crop tool selected, you can enter specific dimensions and a target
resolution on the Options bar. Drag the tool, position and adjust the bound-
ing box, and then press Return/Enter to execute the crop. Whatever is within
the bounding box is resampled to the exact size that you specify on the
Options bar. (Remember to click the Clear button on the Options bar after-
ward to restore the Crop tool to its normal behavior.)

When cropping, Photoshop uses the resampling algorithm that you specify in
Preferences➪General as the Image Interpolation method. For best results,
choose Bicubic Smoother when increasing an image’s size and Bicubic
Sharper when decreasing the size.

When creating a cropping selection with the Rectangular Marquee tool, you
can change the tool’s Style pop-up menu (on the Options bar) from Normal to
Fixed Ratio or Fixed Size. Generally speaking, use Fixed Ratio (as shown in
Figure 4-10) and drag the marquee to encompass that part of the image you
want to retain. When the selection marquee is how and where you want it,
choose Image➪Crop.

Figure 4-10: Use the Fixed Ratio option for a specific width-height relationship.

77Chapter 4: Getting Images into and out of Photoshop
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Keep in mind that the Image➪Crop command doesn’t resample the image —
you’ve just changed the aspect ratio so far — so you need to also choose
Image➪Image Size (which is discussed in Chapter 2).

Remembering resolution
Chapter 2 presents you with an in-depth look at resolution as it pertains to
digital imaging. As a quick refresher, keep these points in mind when thinking
about printing your images:

� Images themselves have no resolution. Whether in your camera, on
your hard drive, or open in Photoshop, your images consist only of tiny
colored squares called pixels. The image looks and acts the same within
Photoshop (except for adding type), regardless of resolution. An image
3,000 x 2,000 pixels at 300 ppi is handled in Photoshop exactly as an
image 3,000 x 2,000 pixels at 72 ppi.

� Resolution is an instruction to a printing device. The resolution value
that you assign to an image in your digital camera or in Photoshop’s
Image Size dialog box is recorded with the image strictly as an instruc-
tion to the output device.

� Resolution measures the size of individual pixels. A resolution of 300
ppi really means that each pixel will print at a size exactly 1/300 of an
inch square. Likewise, 72 ppi equates to each pixel printing at 1/72 of 
an inch square. Some folks might find this reasoning uncomfortable
(although they can deny neither the mathematics nor the logic). Should
you run across such an individual, feel free to ask this question: “What 
if an image’s resolution is 300 pixels per inch, but the image is only 299
pixels wide?” Then smile and buy the next round of beverages.

� Web images use only pixel dimensions. Web browsers aren’t capable 
of reading the resolution information embedded in your simple graphics
by Photoshop. Each image is displayed in the Web browser strictly
according to the number of pixels in the image.

Controlling color using File➪Print 
In the past few years, reproducing accurate color from monitor to printer 
has become much easier. Although the process of color management still
strikes fear into the hearts of many, the actual need for complex hardware
and software to control color is greatly reduced. Why? Simply because com-
puter manufacturers recognized that we, the consumers, wanted better color.
(Okay, maybe it was all the video gamers who got the attention.) Monitors
ship from the factory calibrated and accurate. Printers use smaller droplets
and better inks. Software does a better job of communicating color.
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For most Photoshop users, accurate color is important. After spending hours
tweaking an image’s appearance on-screen, surely you want the print to look
exactly like the monitor. Here’s how to get that great color:

1. When you’re ready to output your image, choose File➪Print in
Photoshop.

A large, one-stop-shopping Print dialog box opens (see Figure 4-11).

Figure 4-11: Photoshop’s Print dialog box offers resizing and color management options.

2. Select your printer and the number of copies you want to print.

You can also elect to scale the image to fit the paper rather than printing
at the image’s actual size.

3. Click the Page Setup button to specify your page size.

4. Set up color management.

• In the Color Management section of the dialog box, make sure that
the Print option is set to Document rather than Proof. Choose your
options.

• In the Color Handling pop-up menu, select Photoshop Manages
Colors.

• In the Printer Profile pop-up menu, choose the printer’s profile for
the paper on which you’re printing.

• For Rendering Intent, choose Relative Colorimetric and select the
Black Point Compensation check box.

Optional: In the upper-right, click the Color Management button and
switch the pop-up menu to Output. In this area, you can — if desired —
add such printable options as crop marks, labels and descriptions, 
backgrounds, and borders.

79Chapter 4: Getting Images into and out of Photoshop
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5. When you’re ready, click the Print button.

Clicking the Print button closes the dialog box and moves you to the
printer’s own Print dialog box.

6. Disable the printer’s color management.

Because you’re doing all your color management in Photoshop, you
want to disable all printer-level color management in the printer’s own
Print dialog box. (Check your printer’s User Guide for specific instruc-
tions.) You’ll also want to make sure that the same paper specified in
Photoshop is selected in the printer’s Print dialog box.

7. Print.

Clicking the Print button in the printer’s dialog box sends the image to
the printer and starts the actual process of putting ink on paper.

Don’t forget that Bridge offers you a couple of different ways to save paper
(and time and money) by printing multiple images on a single sheet of paper.
See Chapter 16 for full information.

Considering color management solutions
If your prints don’t match your monitor, first evaluate your monitor’s set-
tings. Open an image with known color values (you know what the image
should look like) in a non-color-managed program. You might, for example,
open Microsoft Word and choose Insert➪Picture➪From File to add the image
Ducky.tif from the Samples folder (inside the Photoshop folder) to a blank
document. Use the monitor’s controls to make that image look the best possi-
ble, and then print. If the image prints accurately, great — you’re all set.

If the monitor looks great but the print is strange, first try cleaning and cali-
brating the print head, then print from Photoshop. And take another look at
the Print dialog box to make sure that you’re selecting the proper paper and
color settings. (Again, refer to the User Guide for your printer for specific
instructions.)

If your work (or play) requires extreme color fidelity, a number of companies
offer hardware and software that regulate color. You can create custom 
profiles for monitors, printers, and even scanners and digital cameras.
Although not inexpensive, skillful handling of these tools (in accordance with
the User Guides!) not only results in better prints, but also reduces the
amount of aw-shucks wasted paper and ink from bad output. If you fall into
this category, explore the current offerings from X-Rite (www.xrite.com),
PANTONE (www.pantone.com), and Datacolor (www.datacolor.com).
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Keep in mind that all the color management hardware and software in the
world doesn’t do you a bit of good if you’re not controlling your environment.
If your work requires perfect color — not good, but perfect — you need to
take some additional steps. In the office or studio, you need to regulate ambi-
ent light so that you have a consistent color-viewing situation, day in and day
out, rain or shine, summer and winter. If you have windows, you need shades
or drapes that you can close before doing color-critical work. The walls visi-
ble behind the monitor and the immediate work area should be neutral in
color. (And that means no brightly colored sticky notes on the bezel of your
monitor!) You probably need a hood for your monitor and perhaps a D50 
(or D65) viewing station in which to evaluate your prints under optimal 
lighting conditions.

Printing alternatives
Odds are that you use an inkjet printer to put your photos on paper.
Although inkjet printers are the most popular and perhaps the most practi-
cal, you do have alternatives. If, for example, your work consists of brochures
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Check your color (Mac only)
The Mac OS includes a great little program
called DigitalColor Meter. You’ll find it in the
Utilities folder (choose Applications➪Utilities).
Open DigitalColor Meter and position the
window in the lower part of your screen. Open
Photoshop. Open the Swatches panel. Create a
new document, any size, any resolution, RGB
color mode. Click on the first swatch in the
Swatches panel and use the shortcut
Option+Delete to fill the selection with red.
Move the cursor onto the red-filled selection. If
your selected monitor profile is accurate and
your monitor is working properly, DigitalColor
Meter will show RGB values of 255/0/0 (see the
figure here). Choose and fill the selection with
each of the next five swatches, measuring each
with DigitalColor Meter. You should see Yellow:
255/255/0; Green: 0/255/0; Cyan: 0/255/255; Blue:
0/0/255; and Magenta: 255/0/255.

If you have an Apple Cinema Display or an
Apple Studio Display and DigitalColor Meter
tells you something’s not quite right, try 

the simple solution. Open Apple’s System
Preferences and click Displays. On the Color
tab, select Adobe RGB as the system-level color
profile and then close System Preferences. In
Photoshop’s Color Settings dialog box, select
Adobe RGB as the RGB Working Space. Open
DigitalColor Meter again and test the swatches
once more.
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and flyers rather than photos, a color laser printer might better fit your
needs. The initial cost is generally
higher than all except wide-format
inkjets, but the cost per page is
much lower. Color laser printers gen-
erally don’t print photographs as
well as a mid- to high-end inkjet, and
the prints aren’t archival (they won’t
last for a whole lot of years without
fading), but such prints might be just
fine for sharing snapshots among
friends and family. The print options
for a color laser printer (such as the
Print dialog box you see in Figure
4-12) differ from an inkjet’s options.
Check the User Guide for the specific
printer to set up your job correctly.

Dye sublimation printers use rolls of film impregnated with dyes to repro-
duce prints. Prices for these printers range from less than $200 to several
thousand dollars. The quality and longevity of the prints is generally tied to
the price.

Here’s another output alternative available to virtually all Photoshop users.
Burn your images in JPEG format (highest quality, 300 ppi) onto a CD and
take the CD to the local photo lab. Alternatively, use an online service with
which you upload your JPEGs to the service’s Web service to order prints.
(Check with the lab or service to see if you need to use the sRGB color profile
for your images.) You’ll get back glossy or matte prints at the size(s)
requested. And the cost per print can be substantially less than using your
inkjet printer. The local photo lab is often a great alternative for stacks of
vacation photos and family reunion shots that need to be sent to a whole
passel of kin.

Unless your inkjet printer is specifically designed to generate grayscale
images, you might want to use the photo lab for such prints. Inkjet printers
designed with grayscale in mind output using black ink plus one or more sup-
plemental light-black or gray inks to increase the tonal range and ensure ade-
quate detail in your shadows. Inkjets that aren’t designed to print grayscale
can either print using only black ink (which severely limits the detail and
tonal range), or they use rich black (black ink supplemented with the addi-
tional color inks), which invariably leads to some color tint or color cast in
the supposedly neutral grayscale images. It’s the nature of the beast — ink
droplets are placed near each other, not on top of each other, which leads 
to the visible tinting of a grayscale image when printed on an inkjet using 
colored inks. Check the User Guide for your printer: If it doesn’t provide 
specific guidance for printing grayscale, send your black-and-white images 
to the local photo lab for output.

Figure 4-12: Color laser printer options differ
from those for inkjet printers.
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Sharing Your Images
Photoshop and Bridge offer a number of nifty ways to make it easy to share
your images with others. You can simply send a folder of JPEG files to a friend
or client with instructions to double-click each one to view the images.
However, there are certainly more elegant ways to showcase your talents.

Creating PDFs and Web sites
Portable Document Format (PDF), the native file format of Adobe Acrobat, 
has become an incredibly useful and near-universal format. It’s hard to find a
computer that doesn’t have Adobe Reader (free software to open and view
PDF files) or another PDF-capable program (such as the Mac’s Preview), and
that helps make PDF a wonderful format for sharing or distributing your
images.

You can use Bridge’s Output panel to create PDF presentations and multi-
page PDFs to send to others for review or to simply show off your magnifi-
cent imagery. You can also create stand-alone Web sites to post to a Web
server using the Output panel. You’ll find more information on these sharing
features in Chapter 16.

E-mailing your images
Remember, too, that you can send images via e-mail. Keep in mind, however,
if you like these folks enough to send them your images, you probably want
to keep their friendship. And to that end, you want to be a responsible
e-mailer — you don’t want to send out an e-mail attachment so large that it
disrupts service for the recipient. (“Hi Marge. You know those images from
your vacation that you e-mailed me on Tuesday? They’re still trying to down-
load. Yeah, today is Saturday. Anyway, why don’t I drive up to Maine and look
at the snapshots — it’s probably faster than waiting for the e-mail.”)

As a general rule, your attached images should rarely if ever total more than
1MB in size (unless you verify through direct communication that everyone
on your To: list can handle large attachments). Each image should be no
more than 550 pixels tall so that it can be viewed in a Web browser on any
screen. You can certainly use your computer’s compression utility — StuffIt
(Mac) or WinZip (Windows) — to compress one or more images before 
sending. But if you do compress your attached images, make sure to include
instructions to save the compressed file to the hard drive and double-click 
to expand.
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Part II
Easy Enhancements
for Digital Images
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In this part . . .

Some photos can be printed straight from
the camera without ever seeing the light

of Photoshop. However, most images need at
least some adjustment, and many need a lot of
adjustment. Here’s where you discover how to
work magic on your images.

The range of brightness from black to white is
critical for most images. In Chapter 5, you read
how to maximize and adjust that tonal range in
your photos, and how to maximize your use of the
Histogram palette. And there’s more to a great
photo than shadows and highlights. Chapter 6
looks at adjusting the color in your images,
making them look as natural as possible. More
and more digital photographers are switching
to the Raw file format because of the control it
provides over the final image. Read Chapter 7
for the Raw lowdown.

Sometimes only part of an image needs to
be adjusted. The key to making precise adjust-
ments, as you can read in Chapter 8, is to tell
Photoshop where to work with selections and
masks. Chapter 9 examines many of the most
common problems in Photoshop (and what to
do about them). You can read about eliminating
red-eye, reducing wrinkles, whitening teeth, and
minimizing digital noise.
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5
Adding Dark Shadows and

Sparkling Highlights
In This Chapter
� Discovering tonality

� Making the easy Auto repairs

� Making adjustments with Levels and Curves

� Using advanced tonality correction

It’s the difference between an Ansel Adams print and the snapshot of your
grandfather as a boy. It’s the difference between high-definition TV and the

local public access channel’s broadcast. It’s the difference between a Ferrari
and a minivan. It’s that thing — that special something — that tells you
that you’re seeing the real deal, the genuine article, all that it can
be. And it’s something that you can do for your images.

When an image really pops — when it jumps off the
page at you — it’s generally because the shadows are
dark, the highlights are light, and the colors are rich.
I’m sure it’s no surprise to you that Photoshop can
handle the job. (That’s one of the reasons why you
bought the program, right?)

In this chapter, I introduce you to the concept of
tonality, which is the range of brightness in your
image. I also introduce to you the various commands
that Photoshop offers for you to adjust your image’s
tonality. A couple of tools even give you pin-point control
of shadows and highlights. And along the way, I offer you a
look at the Histogram panel — what it tells you, what it doesn’t tell
you, and how to use it best.
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Adjusting Tonality to Make Your Images Pop
Most photos look better with a little tweaking. For pictures that look good to
begin with, you might still want to perk them up a little with a tonal adjust-
ment. Making the shadows a little darker and the highlights a bit lighter
increases your image’s perceived tonal range, which is sort of the distance
between black and white. Take a look at Figure 5-1. It’s a pleasant enough snap-
shot, with decent composition and an interesting subject. But it lacks pizzazz.

With Photoshop, you can darken the
shadows and lighten the rest of the
image to make it more interesting. By
intensifying the difference between
what the eye sees as dark and what
the eye sees as light in the image,
you add some semblance of depth to
this simple picture. Comparing
Figure 5-1 with Figure 5-2, you can
see that one basic tonal adjustment
can also make the colors seem richer
and even produce a perceived
increase in detail or sharpness.

You might hear a number of words
used for the same concept: the
lightness and darkness of your image.
Tonality, luminosity, and even bright-
ness can be used virtually interchange-
ably when you’re talking about the
general subject. However, you gener-
ally use brightness when talking about
specific pixels and tonality when refer-
ring to the image as a whole.

Histograms Simplified
In most photographs of general 
subject matter, your eye sees the darkest neutral (gray) tone as black and the
lightest neutral as white. (If the darkest color is obviously purple and the
lightest a bright yellow, you probably wouldn’t classify the photo’s subject as
“general.”) In a given image, the shadow under the shoe might be just a dark
gray, and the shirt looks like it might need some bleach, but your mind (in
cooperation with your eye) compensates to some degree and lets you see
black and white.

Figure 5-1: A nice snapshot, but not art.

Figure 5-2: One simple tonal adjustment
darkens, lightens, enriches color, and brings
out detail.
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For a more accurate look at the tonal range of your image, Photoshop offers
the Histogram panel, which displays the distribution of the pixels in your
image at various luminosity values. The darker pixels (shadows) are stacked
at the left end, the lighter pixels (highlights) are stacked at the right end, and
the rest of the brightness values (midtones) are stacked between. The taller a
column in the histogram, the more pixels at that luminosity value. Figure 5-3
shows an image with what some folks would call a near-perfect histogram dis-
tribution because of the beautiful bell curve centered in the graph.

But don’t be seduced by a histogram distribution! Not every properly exposed
image has such a bell curve. Many perfect images have wildly different his-
tograms. The correct distribution in the histogram depends on two things: the
image content and the artistic aims of the artist.

Consider, if you will, an image that consists primarily of white pixels, perhaps
a beautiful Alpine snow scene or an ugly creepy-crawly thing on porcelain (as
you can see in Figure 5-4). Either image has a histogram skewed dramatically
to the right — what you call a high-key image. Nothing is wrong with the
image (despite the histogram); it just happens to have a huge number of
light-colored pixels.

Figure 5-3: This image has a very even distribution of pixels through the midtones.
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Likewise, a low-key image has a pre-
ponderance of dark pixels, which
skews the histogram to the left. Just
about any night scene has a very
large number of very dark pixels,
pulling the distribution to the left in
the histogram. But many night scenes
also include lights, which produce a
spike at the far right end.

Keep in mind, too, that the heights of
the individual columns in the his-
togram area are relative: The tallest
goes all the way to the top of the
box, and the others are scaled
accordingly. For example, an image
on a black background — say, a large
black background — might have so
many pixels in the left-most column
that the other columns in the image
appear tiny and almost unreadable, like the histogram shown in Figure 5-5.

If the histogram is skewed to one end or the other, making it hard to read, you
can make a selection within the image and the histogram updates to show
information for only the selected area. (Read about making selections in
Chapter 8.) If the image has multiple layers or adjustment layers, the little
pop-up menu below the histogram (when in Expanded View mode) enables
you to specify what layer to calculate.

If you see a little warning triangle to
the upper-right of the histogram data
in the panel, you’re not necessarily
seeing accurate information. The 
histogram is using information from
the image cache rather than the
image. Click the triangle to update
the histogram. And, if you choose
Preferences➪Performance, you can
set the Image Cache to 1 to ensure
accurate onscreen display and 
histograms.

Sometimes a histogram seems to tell
you absolutely nothing worthwhile.
For example, take the histogram in
Figure 5-6. The image doesn’t have a

Figure 5-4: The histogram is skewed to the
right because of the many white pixels. Or
maybe it’s trying to escape the spider.

Figure 5-5: Too many pixels in the left-most
column make the distribution for the
midtones hard to see.
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bell curve distribution, with a gentle sloping to either side of the center peak.
It’s not a high-key image because the pixels aren’t mashed together at the
right. The image is somewhat low-key, but the histogram doesn’t have a huge
stack at the left end. It does tell you, however, that there are three distinct
ranges of tonality in which you find most of the image’s pixels.

Using the menu, opened with the button in the
upper-right corner of the Histogram panel, you can
change the panel’s configuration. (So far in this
chapter, I show the Compact View.) In this case,
switching to the All Channels View, which shows
you a histogram for each color channel, helps solve
The Mystery of the Wacky Histogram, especially when
seen with the image itself, as shown in Figure 5-7.
The image contains a large number of pixels of a
rather consistent color. If you mixed that color in 
the kitchen, the recipe would call for one part red,
two parts green, and four parts blue.

Figure 5-7: The All Channels View shows individual histograms for each color channel.
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Figure 5-6: The histogram
sometimes speaks to you
in riddles.
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As you read later in this chapter (in the section “Level-headed you!”), you can
use the histogram to help avoid degrading your image while making adjust-
ments, and (as you can read in Chapter 7) it’s very important for working
with the Camera Raw plug-in. But don’t forget about your eyeballs — you
don’t need the Histogram panel to spot a low-key or high-key image.

Using Photoshop’s Auto Corrections
Adjusting the tonality of your image can be as simple as selecting one of the
Auto commands from Photoshop’s Image menu. With many photos, the tonal-
ity (and even the color) jump to just the right look for your image. No muss,
no fuss — just a great-looking picture with a single command.

If you need to do something special with the image
(for example, create an unusual effect) or if the
image is in bad shape to begin with, the Auto com-
mands might not be your best bet. But remember
this: It never hurts to try an Auto command first.
At worst, you use the Undo command, and you’ve
wasted only a couple of seconds and a pair of key-
strokes.

From least sophisticated to most, here are your
three Auto correction choices:

� Auto Contrast: Auto Contrast makes the dark
pixels darker and the light pixels lighter, and it
tries to avoid introducing any color shift (an
overall change in the color appearance). The
same adjustment is applied to all three of
your image’s color channels. You can use Auto
Contrast with an image in which the colors
already look good and you perhaps just need
a bit of a boost to the contrast.

� Auto Tone: Each of your image’s color chan-
nels gets its own adjustment, maximizing the
tonal range in the channel. If one of the color
channels has very little to contribute to the
original image, a color cast (an unwanted tint, as
shown in Figure 5-8) might be introduced. Auto
Tone is fine for most images that look good
already and don’t need to have exact colors.

� Auto Color: Rather than using a single brightest
pixel and a single darkest pixel to determine
what should be white and what should be black,
Auto Color averages a few pixels at each end.

Figure 5-8: The same photo,
with and without an orange
color cast.
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That averaging prevents one single stray pixel from throwing off the calcu-
lation used to adjust your image. Auto Color is great for most typical
images. You might need that Undo command, however, on some photos
with very brightly colored objects or images that have extreme color casts.

Levels and Curves and You
Sometimes you need (or simply want) more control than what’s offered by
the Auto commands. You might have a more demanding problem or a more
expansive artistic vision. You might need to make major corrections or create
stupendous effects. Photoshop, not surprisingly, offers that sort of control
over your image. In fact (and also not surprisingly), you have several ways at
your disposal to manipulate the tonality of your images. Two of the most
commonly used are Levels and Curves, both found in the Adjustments panel
(see Chapter 3) and the Image➪Adjustments menu.

Before I introduce you to those two commands, let me quickly explain and dis-
miss a couple of other available options. Since the early days of Photoshop,
the Brightness/Contrast command has lurked among the Image➪Adjustments
commands. In fact, it was the image adjustment command way back when.
Now, however, the feature is somewhat lacking in control and sophistication
and is perhaps of most use when fine-tuning an alpha channel or layer mask.
Although its behavior is vastly improved from the early days, it is still a two-
slider adjustment. But if you’re an old-timer and absolutely love that old-time
behavior of the Brightness/Contrast adjustment, click on the Use Legacy box
to restore the older adjustment performance. (Alpha channels are discussed
in Chapter 8, and layer masks appear in Chapter 10.) In both alpha channels
and layer masks, you use a grayscale representation to identify specific areas
of your image. Brightness/Contrast is perfectly adequate for many adjust-
ments that you might make to those channels.

Also of limited use is the Equalize adjustment. It finds the lightest pixel in the
image and calls that white and also finds the darkest pixel and calls that
black. The rest of the pixels in the image are distributed between those
values, creating an extended tonal range. In practice, you’ll find that the
adjustment results in extreme highlights and extreme shadows, with a rather
garish image overall as well as a lack of details in the midtones.

Always keep in mind that you don’t have to make changes to the entire image.
If only part of an image needs repair, make a selection of that area before open-
ing the particular adjustment dialog box you want to use. (Read about making
selections to isolate areas of your image in Chapter 8.) Say, for example, that
you take a beautiful photo of a room in your house — “beautiful” except that
the view out the window is far too bright. Isolate the window with a selection,
and then use one of your image adjustment commands to tone it down.
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Level-headed you!
The Image➪Adjustments➪Levels command (Ô+L/Ctrl+L), or adding a Levels
adjustment layer (discussed in Chapter 8), gives you control over shadows,
highlights, and your image’s overall tonality individually. Using a slider with
three controls, you adjust the picture both to suit your eye, and with an eye
on a histogram for reference. You even have numeric fields in which you can
type exact values, should you find the need.

To perform the basic Levels correction, spreading the image’s tonality over the
full range of values available, you simply drag the slider controls under the his-
togram in the Levels dialog box inward until they’re under the point where the
histogram begins to rise in a mountain shape. Ignore those little flat tails that
extend outward — they represent individual stray pixels — and drag the little
pointers under columns that are at least a few pixels tall. The histogram in the
Levels dialog box (as shown in Figure 5-9) is for reference as you make
changes. Note, however, that while you work in Levels, the Histogram panel
updates, showing you the “after” in black, with the “before” histogram in color.

Dragging the middle slider to the right moves the bulk of the histogram
toward the left, indicating that the overall appearance of the image is slightly
darker. Dragging the middle slider to the left lightens the overall image.

Figure 5-9: Compare the Levels histogram and the Histogram panel.
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Also note the lower Output Levels slider in Figure 5-9. You generally use that
only when preparing an image for a commercial printing press that requires
you to compress the image’s tonal range or when preparing to create a gallery
print with a high-end inkjet printer. Otherwise, ignore that slider and its two
fields except for special effects. And make a mental note of that pop-up menu
at the top of the Levels dialog box — you can apply Levels to each color chan-
nel of your image individually, changing this tonal adjustment tool to a color
correction feature. (Fixing the color in your image is covered in Chapter 6.)

When you’re working in Levels (or just about any dialog box), remember that
holding down the Option/Alt key changes the Cancel button to Reset. When
you click Reset, all values in the dialog box are restored to the defaults, let-
ting you start over without having to cancel and reselect the command.

Earlier in this chapter, I mention that you can use the Histogram panel to
avoid introducing problems into the image. Note in Figure 5-9 that the
Histogram panel shows slight gaps appearing among the darker columns in
front. Technically called posterization, these gaps represent tonal values that
are being squished together into a single value. The pixels at one brightness
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Defining white and black
The Options button in the Levels (and Curves)
dialog box opens a door through which you
might never need to walk. However, should your
path lead you to that door, I want you to know
what lies behind. Neither pit nor tiger awaits
you, only the possibility of controlling your high-
lights and shadows — or making a total mess of
your image, of course. (Adobe does a good job
of hiding those it-could-cost-me-a-fortune-if-I-
screw-it-up features.) The Options button gives
you control over the behavior of the Auto button
(in both Levels and Curves), but I suggest that
you leave the defaults alone. Even more impor-
tant, the Options button lets you define what
colors Photoshop should use for the lightest
pixels and for the darkest pixels. That’s right:
White and black are not always the same.

Generally speaking, if you print to an inkjet, you
want the full tonal range of the printer, so you
should leave white and black set to the

extremes, as far apart as possible. However, if
you’re creating gallery prints, you might want to
change the definition of “white” from RGB
255/255/255 to RGB 245/245/245 to ensure that
you produce 100 percent ink coverage, with no
paper showing through in the highlights. You
can use a Levels adjustment or adjustment
layer, dragging the lower-right slider control to
the left to 245.

If you want to make semi-permanent changes
to your highlight and shadow values (you can
always restore the defaults later), perhaps in
response to a request from a print shop, open
Levels (or Curves), click the Options button,
click the highlight (white) color swatch to open
the Color Picker, and then input the suggested
values. Click OK and then repeat for the shadow
swatch. Make sure to click the buttons that
retain the values as your defaults as you OK
your way back out of all those dialog boxes.
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level are being shifted to the next higher or the next lower value, leaving that
empty column in the Histogram. Is this a problem? No, as long as you don’t
see wide gaps, representing a number of consecutive tonal values not in use.
(Extensive posterization ruins the subtle transitions between colors in your
image.) And that’s why you want to keep an eye on the Histogram panel — to
make sure you’re not creating wide gaps in the histogram and noticeable 
posterization in
your image.

Here is an easy
way to minimize
that posteriza-
tion, one that lets
you make your
Levels adjust-
ment but keep a
pretty histogram.
Immediately after
using Levels,
choose Edit➪
Fade Levels and
change the 
blending mode
from Normal to
Luminosity. As you see in Figure 5-10, the posterization goes away with a min-
imal change in the effect of the Levels adjustment. Remember that the Fade
command is available only immediately after applying an adjustment (or filter
or tool) — you can’t even use the Save command between. (Read more about
the Fade command in Chapter 15.)

Tonal corrections with the eyedroppers
The Levels dialog box (and the Curves dialog box, too) offers another way to
make tonal corrections to your image — sort of a half-automated technique,
using the three eyedroppers in the right side of the dialog box. Open your
image, open the Levels dialog box, and correct both tonality and color in
your image with three little clicks:

1. Click the left eyedropper on something that should be black.

This might be a shadow, a piece of clothing, or the tire of a car.
Generally, you click something in the image that’s already quite dark.

2. Click the right eyedropper on something that should be white.

A cloud, the bride’s dress, perhaps an eye . . . all are likely targets for the
highlight eyedropper. You usually click something that’s already quite light.

Figure 5-10: Change the Levels adjustment blending mode to Luminosity
with the Fade dialog box.
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3. Click the middle eyedropper on something that should be gray.

Click something that should be neutral in color (should be, not already is).
It doesn’t have to be mid gray, just something that should be neutral. This
reduces or eliminates any unwanted color cast in the image. If you don’t
like the result, click somewhere else in the image. Keep clicking until the
colors in the image look right.

In Figure 5-11, the shadow under the bridge, the splash of water, and the
weathered wood of the bridge itself provide excellent targets for the three
eyedroppers.

Here’s another
way to adjust
color using
Levels. Duplicate
the image layer
and apply the
Blur➪Average
filter. The layer
becomes a solid
color. Open the
Levels dialog box.
Click in the layer
with the middle
eyedropper and
click OK. Delete
that blurred layer.
This technique
doesn’t work with
every image (such as extremely bright, super-saturated images), but it does a
great job on most.

Adjusting your curves without dieting
One step up from Levels in complexity, and about five steps ahead in terms of
image control, is Image➪Adjustments➪Curves (Ô+M/Ctrl+M). The Curves
dialog box has a pair of slider controls (similar to the left and right sliders in
Levels) to easily control the endpoints of your shadows and highlights. The
curve line itself gives you control over various parts of the tonal range inde-
pendently. Curves also offers eyedroppers for tonal and color correction.
They’re used the same way you use the eyedroppers in Levels.

At the very beginning of this chapter, I show you how a simple tonal adjustment
can add some drama and some interest to a rather bland image. Figure 5-12
shows you the simple Curves adjustment that I applied to that image.
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Figure 5-11: Use the eyedroppers in Levels to set the black and white
points; then neutralize your image’s colors.
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Dragging the curve downward in the shadows makes them darker; dragging
upward for the highlights makes them brighter. The midtones (that section of
the tonal range between shadows and highlights) also gets lightened a bit in
this adjustment.

When you first
open the Curves
dialog box, you
see a graph with
a diagonal line
running from an
anchor point in
the lower left to
another in the
upper right. You
can click and
drag that line up
or down (not
sideways) to add
anchor points
and make changes
in the curve (and
in your image). 
By default, the
shadows are in the lower left, so dragging down darkens, and dragging up
lightens. (In the Curves Display Options area, switching from Light to
Pigment/Ink will reverse the shadows/highlights. Use this option when prepar-
ing CMYK images for page layout programs.) You can add more than a dozen
anchor points to the curve — although you generally need only between one
and three new points.

Most snapshots can benefit from a slight tweak in Curves. Click at the inter-
section of the first vertical and horizontal gridlines in the lower left (the
quarter tones) and drag down slightly. The Input field should read 64, and the
Output field should be somewhere between 55 and 60 for a shot that looks
pretty good to start. Next, click at the intersection of the grid lines in the
upper right (the three-quarter tones) and drag up slightly. The Input field should
show 192, and the Output field can be anywhere from 195 to 205. This is called
a basic S-curve.

Both the Curves and Levels dialog boxes offer you the Load and Save options
using the menu button to the right of the Preset menu. If there’s a correction
that you’ll use more than once or a correction that needs to be precise time
after time, use Save. Then, later, you can click Load to apply that adjustment
to another image. If, for example, you used the wrong setting in your camera
while taking a series of shots all under the same lighting conditions, they

Figure 5-12: A simple S-curve adjustment makes the image more
dramatic.
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probably all need the same correction. Make the adjustment once, save it,
and then apply it to the other images with the Load button.

If you want to correct a specific area in the image, move the cursor into the
image window (where it appears as the Eyedropper tool). Hold down the
mouse button and you’ll see a circle on the curve, telling you where those
pixels fall in the tonal range. To add an anchor point there, Ô+click/Ctrl+click
in the image. 

Curves now offers the option to adjust the curve by clicking and dragging
right in the image window. Activate the on-screen adjustment option by click-
ing the button to the lower-left of the grid in the Curves dialog box or to the
upper-left of the grid when adding a Curves adjustment through the Adjustments
panel (both shown in Figure 5-13). With the on-screen adjustment option
active, click in the image window on an area that needs improvement and
drag upward to lighten or downward to darken. The adjustment is applied to
the entire image or selection, not just the area where you click. (Working 
with the Adjustments panel is discussed in Chapter 8.)

Figure 5-13: The on-screen adjustment option is available both in the Curves dialog box and 
when adding a Curves adjustment layer. 
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When your curve has multiple
anchor points, the active anchor
point shows as a filled-in square.
Deselected anchor points are hollow
squares. For precision, you can use
the arrow keys to move the active
anchor point, or you can type spe-
cific values in the Input field (start-
ing position for the anchor point)
and Output field (where you want
the anchor point to go).

Option+click/Alt+click in the grid
area to toggle between a 4 x 4 grid
and a 10 x 10 grid. And, rather than
clicking and dragging on the curve,
you can activate the Pencil tool
(shown in Figure 5-14) and draw
your curve by hand. When hand-
drawing your curve, the Smooth
button is available, too, to ensure
that the transitions in your tonal
adjustments aren’t too severe.

Grabbing Even More
Control

The Image➪Adjustments menu in Photoshop includes a couple more
extremely powerful ways to work with tonality in your images. You can use
the Shadow/Highlight adjustment to isolate and change whatever range of
dark and light pixels you want. By specifying what range of tonal values that
you want to be considered dark or light, you control how broadly or narrowly
your change is applied. The Exposure feature lets you change the overall
tonality of the image, much as if you’d taken the photo with a different
camera setting. And don’t forget about making spot corrections with the
Dodge and Burn tools!

The Shadow/Highlight and Exposure adjustments are not the same as work-
ing with Raw images in the Camera Raw plug-in (see Chapter 7). Camera Raw
works with unprocessed image data, the so-called digital negative. Using
Photoshop’s Adjustment commands, you’re working with image data that has
already been manipulated in the camera, in Photoshop, or both. When work-
ing with unprocessed data in Camera Raw, you truly have control over the
exposure, the shadows, the highlights, and much more.

Figure 5-14: You can increase the number of
grid lines: handy when drawing a curve.
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The Shadow/Highlight adjustment is not available as an adjustment layer.
Changes that you make with the Shadow/Highlight feature are a permanent
part of your image.

Using Shadow/Highlight
The Shadow/Highlight adjustment is designed to rescue two specific sorts of
images — you’ve seen them (and maybe taken them): The background is per-
fectly exposed, and the subject in the foreground is in horrible shadow. Or,
equally bad, the background looks great, but the subject is washed out by a
strong flash. (See both examples in Figure 5-15.) By controlling the shadows
and highlights separately from the rest of the image, this feature helps you
restore more balance to the image.

Figure 5-15: Shadow/Highlight does a rather good job with these very common problems.

The default settings in Shadow/Highlight are intended to repair backlighting
problems, as you see on the left in Figure 5-15. When the foreground lacks
detail because of flash (as you can see in the top dog image on the right),
minimize changes to the shadows and drag the Highlights slider to the right.
And, as shown in Figure 5-16, with Show More Options selected,
Shadows/Highlights gives you incredible control over images that have prob-
lems at both ends of the tonal range.

In the Shadows/Highlights dialog box, the Shadows slider lightens the darker
areas of your image, and the Highlights slider darkens the lighter areas.
Generally, you’ll use one slider or the other to fix a specific problem in an
image, but you can use both if you need to lighten shadows and tone down
highlights in the same image.
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Figure 5-16: Some images need help for both shadows and highlights.

When you enable the Show More Options check box, Shadow/Highlight has a
rather intimidating set of controls. Not to worry! It’s actually pretty simple:

� Amount: For both Shadows and Highlights, the Amount slider is how much
of a correction you’re making. This is the nuts and bolts of the Shadow/
Highlight adjustment. For a backlit subject, you’ll use the Shadows slider
a lot and not the Highlights slider. When working with a washed-out sub-
ject, you’ll probably move the Shadows slider to 0% and work with the
Highlights slider.

� Tonal Width: Use the Tonal Width sliders to specify how much of the
image’s tonal range you want to include as shadows or highlights. If you
drag either Tonal Width slider to 100%, you’re working on the entire
tonal range of the image — not a particularly appropriate job for Shadow/
Highlight (use Curves instead). The default of 50% is rather too high
most of the time. Instead, start your adjustment with a range of perhaps
20% and fine-tune from there.
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� Radius: You adjust the Radius sliders to tell Shadow/Highlight which
pixels should be identified as being in the shadow or highlight. With too
low of a Radius setting, an individual black pixel stuck in the middle of a
light area in your image might get classified as a shadow area. Too high
of a setting has a tendency to apply the adjustment to the entire image.
Generally speaking, start with a Radius of perhaps 10 pixels for very
small images and 30 pixels for large digital photos. After adjusting your
Amount and Tonal Width sliders, move the Radius slider back and forth
while watching some of the smaller patches of shadow or highlight
(whichever you’re correcting) to make sure that those areas are being
included in the adjustment.

� Color Correction/Brightness: This slider changes its name to match your
image’s color mode. When working with a color image, you see Color
Correction. When you apply Shadow/Highlight to a grayscale image, the
slider’s name changes to Brightness. Don’t bother with this slider until
you make your Amount adjustment. In a color image, lightening the shad-
ows or darkening the highlights shows the actual color of the pixels in
those areas. Use this slider to increase (drag to the right) or decrease
(drag to the left) the saturation of those pixels. Remember that Color
Correction works only on the pixels that you identify with the Tonal
Width and Radius sliders. (If you set both sets of Tonal Width and Radius
sliders to 0%, Color Correction has no effect on the image at all.) When
you correct a grayscale image, on the other hand, the Brightness slider
affects all pixels except those that are already pure white or pure black.

� Midtone Contrast: You can increase or decrease the contrast through-
out the image with the Midtone Contrast slider. Much like clicking in the
middle of the curve in the Curves dialog box and dragging up or down,
you adjust the whole range of your image, including the shadows and
highlights. When the overall appearance of your image needs improve-
ment, start with Midtone Contrast and then work with your shadows
and highlights individually.

� Clip: Most of the time, you don’t want to change the clipping values.
Clipping takes pixels that are almost black and forces them to pure black,
or it takes pixels that are almost white and forces them to pure white.
Clipping your shadows or highlights reduces those subtle differences in
color that provide the detail in the shadows and highlights. When would
you want to clip shadows or highlights? When you don’t care about
detail in those areas of your image and need more contrast through the
midtones.
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Changing exposure after the fact
Photoshop also offers the Exposure feature in the Image➪Adjustments menu.
It simulates how the image would have looked if you changed the exposure
setting on your camera before clicking the shutter. Think of it as an across-
the-board adjustment of tonality in the image or within a selection in the
image. As you can see in Figure 5-17, even a minor adjustment can have a
major impact on the image!

Figure 5-17: With the Exposure adjustment, a little change goes a long way!

Earlier in this chapter, I mention that sometimes you want to apply an adjust-
ment to only part of an image. The windows in Figure 5-17 certainly qualify!
To best repair this image, I made a selection of the windows, improved their
exposure, inverted the selection (select the areas of the image other than the
windows), and corrected the room separately. (Chapter 8 has all the info on
making selections.)

The Exposure dialog box offers a couple of additional controls, too. The
Offset and Gamma Correction sliders are designed primarily to work with
very high-bit images (the special 32-bit/channel high dynamic range images),
and you likely will find them too sensitive to be of much use for most images.
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Exposure is a rather specialized tool, and you probably won’t find it nearly as
user friendly or effective as Curves and Shadow/Highlight. If you do actually
work with 32-bit/channel images, take it for a test drive; you might decide
that it fills a need.

Using Photoshop’s toning tools
You have a couple more ways to work with tonality in Photoshop — the toning
tools. These two brush-using tools let you paint corrections on your image,
giving you incredible control over the appearance. Select the Burn tool to
darken or the Dodge tool to lighten. Select a brush tip in the Options bar and
drag the tool in your image to apply the correction. (You can read about con-
trolling the brush-using tools and that incredibly complex Brushes panel in
Chapter 14.) In Figure 5-18, you see the Burn tool darkening a specific area of
the fence on the right.

Figure 5-18: “Painting” the fence with the Burn tool. Where is Tom Sawyer when I need him?
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The Dodge tool is great for minimiz-
ing (without removing) shadows in
an image. You’ll find it particularly
useful for reducing wrinkles in faces
and other such jobs that require
lightening specific areas of an image.
Figure 5-19 compares the original
(left) with a working copy in which
I’m using the Dodge tool to reduce
the appearance of the wrinkles. By
reducing rather than eliminating 
those wrinkles completely, I retain
the character of the man’s face as 

well as prevent that phony, just-out-of-plastic-surgery look.

For most of the work that you do with the Dodge and Burn tools, the 
default Exposure setting of 50% is way too strong. In the Options bar, 
reduce the Exposure to about 15–20% for most work. And unless you’re
specifically working on lightening shadows or toning down highlights, set the
tools’ Range to Midtones in the Options bar.

Figure 5-19: Use the Dodge tool to minimize
wrinkles without removing them.
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6
Making Color Look Natural

In This Chapter
� Seeing reds, greens, and in-betweens

� Sailing with the Photoshop color correction armada

� Fixing flesh tones

In the end (and the middle and the beginning), your image in Photoshop is
nothing but little squares of color. Each square — each pixel — can be

exactly one color. Which color for which square is up to you. I’ll say it again:
There is no car or circle or tree or Uncle Bob in your Photoshop image — just
a bunch of little squares of color.

In this chapter, I explain how those squares of color are formulated, how
Photoshop works with those formulations, and — most important — how
you can manipulate the colors of those squares. Toward the end of
the chapter, you read about one of the biggest color-related
challenges in Photoshop: achieving accurate skin color.

What Is Color in Photoshop?
Photoshop works with digital images (including 
digital photos, images that have been digitized with
a scanner, and artwork that you create from scratch
in Photoshop). The digits are the computer code
used to record the image’s information. The number
of pixels, the color of each pixel, and any associated
information are all recorded in a series of zeros and ones
on your hard drive. Color, therefore, is nothing more than
numbers — at least as far as Photoshop is concerned. For you
and me, however, color is far more than binary code on a hard
drive. It’s the image, the artwork, the message. The artwork is the color, and
color is the artwork, pixel by pixel.
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Color modes, models, and depths
Photoshop records the color of each pixel in your image in any of several 
different ways. Every pixel in any given image has all color recorded in a
single color mode, which is the actual color format for the image file. While
working with your image, however, you can define specific colors in any of a
variety of color models, which are sort of the formula or recipes with which
you mix color. And an image can have only one color depth, which is the limi-
tation on the number of colors in an image.

Before I get into too many details, you need to understand one of the basic con-
cepts of color: gamut. Consider gamut to be the range of colors that can be theo-
retically reproduced in a specific color mode or with a specific color profile. A
wide gamut, therefore, has many more colors available than does a limited
gamut. Those extra colors are generally the brighter, more vibrant colors . . . the
ones that make an image come alive. The red/green/blue (RGB) color mode gen-
erally offers you a wider range of colors than does cyan/magenta/yellow/black
(CMYK). See, for example, the comparison in Figure 6-1. And keep in mind that
the specific color profile (the working space that you select; see Chapter 4) also
has an impact on the colors in your image.

Figure 6-1: A wide-gamut image (on the left) and the same picture with a smaller gamut.
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Which color mode should you choose?
If you’ll be printing to an inkjet printer, sending photos to a lab for prints, or
posting your image on the Web, you need RGB color mode. (Despite the CMYK
inks that you load into your inkjet printer, the printer’s software expects and
must receive RGB color data.) If you’re prepping an image for inclusion in a
page layout document destined for a commercial offset press, you need CMYK.
You select the image’s color mode from the Image➪Mode menu. That’s the
simple summary. Here’s a bit more detail, presented in the order in which
you’re likely to need the various color modes:

� RGB: RGB is the color mode for digital photos, computer monitors, the
World Wide Web, and inkjet printers. All colors are recorded as propor-
tions of the three component colors, red, green, and blue. RGB color is
recorded in the three color channels (described a bit later in this chapter).
RGB is an additive color mode — that is, the more of each component
color you add, the closer
you get to white.

� CMYK: CMYK is used pri-
marily for printing on a com-
mercial offset press, but you
might need it for a color
laser printer or a high-end
inkjet printer with which you
use a RIP (raster image
processor, which is a special-
ized bit of hardware or soft-
ware that lets your inkjet
pretend it’s a printing press).
CMYK is the color mode of
magazines, books, and other
mass-produced printed material, such as the example in Figure 6-2.
CMYK is a subtractive color mode — that is, the less of each component
color you have, the closer you are to white.

� Grayscale: When most people talk about a black-and-white photo, they
really mean grayscale. The image does contain black and white but also
a wide range of grays in between. You might use grayscale mode for
Web-based images or for prints. Keep in mind that unless your inkjet
printer is designed to reproduce grayscale images with black and gray
inks (or black and light-black inks), you probably won’t be happy with
grayscale output. Using just one black ink doesn’t reproduce the full
range of grays in the image. Using the color inks adds a tint to the image.
You do have an alternative for grayscale images: Send them to the local
photo lab for printing.

� Indexed Color: Using a color table, or a list of up to 256 specific colors,
Indexed Color mode is for the Web. You save GIF and perhaps PNG-8
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Figure 6-2: You typically use CMYK images for
bulk-print materials.
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images in Indexed Color, but only those file formats require such a lim-
ited number of colors. Things like buttons on your Web page, which need
only a couple of colors, should be created as GIFs using Indexed Color
mode. That keeps the file size down, reducing the amount of space the
image requires on your Web server and also speeding the download time
(how long it takes for the image to appear on your site-visitor’s monitor).

� Lab: Also known as L*a*b and CIELAB (and pronounced either lab, as
the dog or a research facility, or verbally spelled out, as el-ay-be), this is
a color mode that you might use when producing certain special effects
or using certain techniques in Photoshop, but it’s not one in which you’ll
save your final artwork. The three channels in a (or “an”) Lab image are

• Lightness, which records the brightness of each pixel

• a, which records the color of the pixel on a green-to-red axis

• b, which records each pixel’s color value on a blue-to-yellow axis

You shouldn’t print Lab images on an inkjet or post them on your Web
site. You might see (not in this book!) a tip that you should convert your
RGB or CMYK images to Lab mode before using one of Photoshop’s
Sharpen filters. Bah! Apply the Unsharp Mask filter, choose Edit➪Fade
Unsharp Mask, and change the blending mode from Normal to Luminosity.
Same result, less work, and less potential for degradation of your image.

� Duotone: Duotone (including tritone and quadtone) is a very specialized
color mode, exclusively for commercial printing, that uses only two (or
three or four) inks spread throughout your image. Although that might
sound good for an inkjet printer, in fact, Duotone is not an acceptable
color mode for inkjets. Duotone images require that specific premixed
inks are poured into the presses, which isn’t something that you can do
to your inkjet.

� Multichannel: Like Duotone, the Multichannel color mode is restricted
to commercial printing because it depends on specific premixed colors
of ink that are applied to the paper. Unlike Duotone, in which the inks
are generally spread across the page, Multichannel images use certain
inks in certain areas. You might need Multichannel mode when creating
a logo for a client.

� Bitmap: Bitmap color mode is true
black and white (as you see in 
Figure 6-3). Each pixel is either black or
white. The placement of the black and
white pixels produces shading, but the
image doesn’t really have any gray
pixels. You might use Bitmap mode to
create images for some wireless
devices, use on the Web, or commercial
print, but that’s about it.

Figure 6-3: Bitmap images contain
only black and white pixels; no grays,
no colors.
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Converting between color modes or gamuts (done with the Image➪Mode
menu) can reduce the quality of your image by compressing different colors
into a single color value. You would not, for example, want to convert from
RGB (which has a comparatively large number of colors available) to CMYK
(with a more restricted color gamut) and then back to RGB. After colors are
compressed by a conversion, you can’t restore their original values by con-
verting back to a wider gamut.

Does a color model make a difference?
Although the image itself has a single color mode, you can use any of the
available color models when defining a color in Photoshop. Say, for example,
that you’re preparing to use the Brush tool to paint some artistic elements
for your latest project. The project is in RGB mode because you’ll be printing
it with your inkjet printer. You can use the Color panel to define your fore-
ground color any way you please — RGB, CMYK, Grayscale, Lab, or even HSB
(hue/saturation/brightness, which isn’t available as a color mode, just a color
model). It doesn’t matter how you set up the Color panel, which you do
through the panel’s menu, as shown
in Figure 6-4. When you add the color
to your image, Photoshop uses the
nearest RGB (or CMYK) equivalent.

Notice that the Color panel menu in
Figure 6-4 doesn’t list Duotone or
Multichannel. Those are color modes
only, not color models. A couple of
other things to note about working
with the Color panel: The warning tri-
angle visible in Figure 6-4 in the
lower-left corner of the panel indi-
cates that the selected color is out-
side the CMYK color gamut. (Clicking
the swatch to the right would select
the nearest equivalent color. If, that 
is, you were actually working in CMYK
mode.) Also note that the background swatch is selected in the panel, high-
lighted with a black outline — click the foreground swatch to make changes
to the foreground color.

Why should you worry about color depth?
Color depth is the actual number of different colors that you have available.
(Remember that each pixel can be only one color at any time.) When you work
in 8-bit/channel color, simply called 8-bit color, each of the component colors is
recorded with exactly 8 bits of information in the computer file. (At the begin-
ning of this chapter, I mention digits. These are the actual numbers — the
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Figure 6-4: Choose your preferred color model
from the Color panel menu.
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zeros and ones recorded on the hard drive to track each pixel’s color.) In an
8-bit RGB image, each pixel’s color is recorded with three strings of eight
characters. When you work with 16-bit/channel, or 16-bit color, each of the
component colors is recorded with 16 characters. The larger numbers mean
more possible ways to record each color, which means more possible varia-
tions of color, as well as files that take up more space on your hard drive.

What that means to you, in practical terms, is possibly a better-looking image
when working in 16-bit color. You’ll have smoother transitions between colors
throughout your image, no banding in gradients (those annoying areas in a
gradient where you can actually see one color stop and the next color start),
and no splotchy shadows. Posterization, which I explain in Chapter 5, is the
degradation of your image’s appearance when similar colors are forced to the
same color, making transitions between colors more abrupt. Many tonal and
color corrections that produce posterization in your 8-bit images won’t harm
a 16-bit image in the least. Take a look at Figure 6-5. To the left, a Levels
adjustment is increasing a 16-bit image’s tonal range. When the same adjust-
ment is applied to an 8-bit version of the image, some rather substantial pos-
terization becomes visible in the Histogram panel (represented by the gaps in
the histogram).

Figure 6-5: Compare the Histogram panels to see posterization (right).

So, should you use 16-bit color all the time? No. You can’t post a 16-bit image
on the Web, and 16-bit color is rarely used for CMYK images. Digital photos
taken in JPEG format are 8-bit because that file format doesn’t support 16-bit
color. And with most inkjet printers, you won’t see any improvement in the
final print. You might, however, see a dramatic increase in printing time
because there’s twice as much image data to process.

If you shoot in 16-bit color, whether TIFF or Raw, it makes sense to process
the image in 16-bit color. When the image is perfect, you might want to con-
vert a copy of the file to 8-bit color for printing (Image➪Mode➪8-Bits/
Channel). You might find some situations in which you’ll convert an 8-bit
image to 16-bit. Switching from 8-bit to 16-bit doesn’t help you avoid posteri-
zation, but it might reduce banding if you add a sizable gradient.
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One other note on color depth: Photoshop can work with 32-bit/channel
images. These monstrous files are called high dynamic range (HDR) images
and are typically constructed by combining different exposures of the same
photo. In Photoshop, you can work with two or more exposures in the Merge
to HDR feature (presented in Chapter 10). You probably will never be called
upon to create an HDR image for any of the esoteric 3D or video programs
that use them, but you might find some benefit in combining multiple expo-
sures of a difficult shot. Afterward, so that you have a file of reasonable size
and access to more of Photoshop’s features, use the Image➪Mode menu to
convert to 16-bit color or even 8-bit color.

Recording color in your image
All your image’s color data is saved in the Channels panel. When you’re work-
ing with RGB or CMYK images, each color channel holds information for one
of the component colors (red/green/blue or cyan/magenta/yellow/black). Each
channel is a grayscale version of the image as a whole, using shades of gray,
from white to black, to indicate where that channel’s color appears (and how
strongly) in the image. In RGB images, the lighter the pixel in a channel, the
more of that color. When you work with a CMYK image, the light-dark in a chan-
nel is reversed, with darker areas showing where more of that color is applied.

Making Color Adjustments in Photoshop
Sometimes you have an image that needs some help in the color department.
It might have been shot with an incorrect camera setting, it might have a
color cast (an unwanted tint of a specific color), or it might just be dull and
dingy. Photoshop provides you with an incredible array of commands and
tools to make the colors in your images look just right. You’ll hear the term
color correction being tossed about, but not all images have incorrect color.
Some have very good color that can be great color. Instead of color correc-
tion, I like to think in terms of color improvement. And just about every image
can use a little tweaking to improve its color.

How do you know when the color is right? Your primary tool for the job is in
your head. Literally. Make your decisions based primarily on what your eyes
tell you. Sure, you can check the Info panel and the Histogram panel to make
sure that your shadows are black and your highlights are white, but adjust
your images until they look good to you — until you’re satisfied with the color.

That little bomb symbol to the left of this paragraph is a little scary, but it
does get your attention, doesn’t it? This isn’t a your-computer-will-blow-up
sort of warning but more of a you-don’t-want-to-waste-your-time-and-effort
warning. Do your tonal adjustments before you start working with the
image’s colors. Go through the procedures in Chapter 5 first and then use the
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techniques here. Why? If you get perfect hue and saturation and then start
making tonal adjustments, you’re likely to knock your colors out of whack
again. And, of course, there’s also the possibility that adjusting your image’s
tonality will make the colors look perfect!

Watching the Histogram and Info panels
As you work with your various color adjustments in Photoshop, a couple of
panels can help you track the changes you’re making. The Info and Histogram
panels are, by default, nested in the upper-right corner of your screen. (You
can also show or hide them through Photoshop’s Window menu.) You might
want to drag one or the other out of the nested set so that both are visible at
the same time. (Click the panel’s tab and drag it away.) Keeping an eye on your
Info and Histogram panels while you’re dragging sliders and entering numbers
into various fields can help you spot potential problems as they develop.

The Histogram is useful for tracking changes in the distribution of pixels at
various tonal ranges. You can read more about it in Chapter 5. The Info panel,
while you’ve got an adjustment dialog box open, shows you “before” and
“after” color values. Wherever you move the cursor in the image window (it
will appear as the Eyedropper tool), the Info panel shows you the result of
the adjustment — the consequences of your action, so to speak. You can also
hold down the Shift key to change to the Color Sampler tool. Clicking in the
image with the Color Sampler adds up to four markers in the image. The
color values under those markers appear in the Info panel and, like the
cursor location, show before/after values as you’re making changes (see
Figure 6-6).

Figure 6-6: Each of the crosshairs in the image is tracked in the Info panel.
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“Here, Spot!” What is a spot color?
Spot colors in your image are printed by using
premixed inks of exactly that color. (I’m talking
commercial printing press here, not your run-of-
the-mill inkjet printer.) To properly prepare a spot
color for press, it needs to be in its own spot
channel, which is a separate color channel in
which you show where and how the ink will be
applied. (Channels in your image are eventually
used to create the actual printing plates that pick
up ink and put it on paper.) Because spot chan-
nels are used with CMYK images, dark repre-
sents more. Where you need the spot color at
100% strength, paint directly in the spot channel
with black. In areas where you want only a light
tint of the spot color, use a light gray.

You create your spot channel by selecting the
Spot Channel command from the Channels

panel menu. Click the color swatch in the New
Spot Channel dialog box to open the color
libraries. (If you see the regular Color Picker,
click the Color Libraries button.) Select the
appropriate book (collection of colors; see the
figure here) for your project, and then select
your color. Click OK in the New Spot Channel
dialog box to accept the color, do not change
the name of the spot channel, and then click OK.
You can now paint or copy/paste into that new
channel.

When saving images with spot channels, you
can use the PSD file format (if the image will be
placed into an InDesign document), PDF, TIFF, or
DCS 2.0. Check with the person handling the
layout or the print shop to see which is required.
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Choosing color adjustment commands
Photoshop offers over a dozen different commands that you can use to
improve the appearance of your images, all of which are easily accessed
through the Image➪Adjustments menu (as you see in Figure 6-7). Some have
specialized purposes, and some are extremely versatile, but all are worth
understanding so that you
choose the most appropriate
feature for the problem staring
at you from the screen. Most
(but not all) of the commands
that I discuss here can be added
to your images as an adjustment
layer, which gives you added
flexibility. (Adjustment layers
are discussed in detail in
Chapter 8.)

Auto Tone/Auto
Contrast/Auto Color

The three “auto” adjustments,
found in the Image menu rather
than Image➪Adjustments, are
one-click solutions to many
image problems. Auto Color, 
the most powerful of the three,
is perhaps the simplest way to
improve both color and tonality (the darkness of the shadows and the bright-
ness of the highlights). Select the command, and Photoshop automatically
finds the lightest and darkest pixels in the image. Then, on a channel-by-
channel basis, it redistributes the values of the remaining pixels. For more
information on Auto Color and the related Auto Contrast and Auto Tone 
commands, see Chapter 5.

Brightness/Contrast
The Brightness/Contrast adjustment works with the tonality of an image rather
than color. While making adjustments to the tonal range may improve the over-
all appearance of your photo, don’t rely on this feature for color adjustment.

Levels
The Levels adjustment, which is discussed in detail in Chapter 5, uses three
slider controls to individually adjust the shadows, highlights, and overall
tonality of your image. It’s generally used to control the brightness/darkness
of the image by making changes to the RGB (or CMYK) channel, but it can be
used for color correction by adjusting the color channels individually.

Figure 6-7: Photoshop’s flexibility is truly evident in
the Image➪Adjustments menu.
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Curves
The Curves command is also discussed at length in Chapter 5. However, for
color correction (rather than tonal adjustment), you want to work on each
channel individually, choosing each in turn from the pop-up menu at the top
of the Curves dialog box (see Figure 6-8).

Although working on each channel with Curves can be very effective, it can
also be rather time consuming, with lots of flipping back and forth among the
channels as one adjustment makes another channel correction look like a
bad decision. While it may be inconvenient, Curves is a very powerful color
correction tool.

Note, in Figure 6-8, the Preset pop-up menu at the top of the Curves dialog
box. In that menu, you’ll find some ready-made Curves adjustments that — if
they don’t solve the problem immediately — give you some pretty good start-
ing points. In addition to color correction presets such as Darker, Lighter,
Increase Contrast, and Strong Contrast, you’ll find special effects like Cross
Process (developing film in the wrong chemicals — intentionally) and Color
Negative (which, unfortunately, creates the appearance of a scanned negative
rather than removing the orange from an actual scanned negative).

Figure 6-8: Correct each channel individually with Curves to adjust color in your image.
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Exposure
The Exposure adjustment, discussed in Chapter 5, is a tonal adjustment that
simulates a change in the camera’s exposure setting when taking a photo.

Vibrance
New in Photoshop CS4, the Vibrance adjustment gives you control over both
vibrance (the saturation of near-neutral colors) and saturation (the satura-
tion of colors throughout the image). You can increase Vibrance to make the
near-neutral colors most saturated, or you can reduce Vibrance to make
those colors even more neutral, while increasing Saturation to make the
brighter colors in your image stand out even more.

Hue/Saturation
Often overlooked and rarely exploited to the fullest, Hue/Saturation is a very
powerful tool. Using the three sliders together, you can adjust the hue to
eliminate a color cast, increase saturation so that your colors appear richer
and more vibrant, and adjust lightness to improve your image’s tonality. (See
Figure 6-9.) Keep in mind that when you adjust something that’s very dark,
start with the Lightness slider so that you can evaluate the other changes
(Hue and Saturation) properly. Remember, too, that you can apply
Hue/Saturation (like a number of other adjustments) to a specific range of
colors in the image, selected in the pop-up menu at the top of the dialog box.

Using the pop-up menu at the top, you can elect to apply an adjustment to
only a certain part of the color in your image. Once a color is selected, the
eyedroppers become active, to add to or subtract from the range of color
being adjusted, and sliders become active between the gradients at the
bottom, giving you yet another way to control the range of color being
adjusted.

New in Photoshop CS4 and visible in Figure 6-9 is the Adjustments panel,
which you now use to add adjustment layers to your images. (It’s discussed
in more depth in Chapter 8.) The content of the panel offers the same options
as the Image➪Adjustments➪Hue/Saturation dialog box, but the Preview
check box is replaced by the eyeball icon you see in the lower-left in Figure
6-9, which toggles the visibility of the new adjustment layer on and off. That,
in effect, offers the same before/after preview as the Preview check box. Use
the Adjustments panel to add adjustment layers for Brightness/Contrast,
Levels, Curves, Exposure, Vibrance, Color Balance, Black & White, Photo
Filter, Channel Mixer, Invert, Posterize, Threshold, Gradient Map, and
Selective Color, in addition to, of course, Hue Saturation.
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Figure 6-9: Hue/Saturation can cure three problems at once.

Color Balance
The Color Balance command (as shown in Figure 6-10) presents you with
three sliders that you use to make changes to the balance between your color
opposites. If the image is too blue, you drag the third slider away from Blue
and toward Yellow. (This is also a great way to remember which colors are
opposite pairs!)

You can control the highlights, midtones, and shadows of your image individ-
ually by using radio buttons at the bottom of the Color Balance dialog box.
And, in almost all cases, you’ll want to leave the Preserve Luminosity check
box marked so that the brightness of the individual pixels is retained.

You can also use Color Balance to throw an image out of whack for special
effects or (getting back to the adjustment’s roots) compensating for a color
cast being introduced by the printing device.
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Figure 6-10: Color Balance gives you direct control over opposites.

Black & White
The Black & White adjustment creates outstanding grayscale copies of your
color images. This feature provides even more control than using Channel
Mixer with the Monochrome box checked. As you can see in Figure 6-11, you
can control the amount of each major range of color used to create the
grayscale copy. In this particular example, the original consists primarily of
greens and browns, so the top three sliders are key. Reducing Reds and
increasing Yellows both lightens the browns and greens and increases con-
trast among the brown tones.

Note the Tint check box near the bottom of the dialog box. With Tint
selected, you can easily create sepia or Duotone looks for your images. If
you’ll be printing on an inkjet printer (rather than sending the file to your
photo lab), be sure to use a Black & White adjustment layer rather than the
menu command. Your inkjet printer may introduce an unwanted color shift. If
so, you can reopen the adjustment layer and work with the Hue and
Saturation sliders to compensate.
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Figure 6-11: Black & White enables you to determine grayscale tones by mixing color values.

Photo Filter
The Photoshop Photo Filter is actually an image adjustment rather than a
filter. The filter in the name refers to those actual photographic filters that 
you screw onto the end of a lens. This adjustment is a great way to correct
problems with temperature in an image — the perceived warmth or coldness
of an image. When the camera takes a picture under unexpected lighting con-
ditions, a color problem is apparent. (Say, for example, that the camera is set to
Daylight when shooting indoors.) When an image is too blue, it’s too cool; con-
versely, an image that’s orangey is too warm. (Remember that these are per-
ceptual evaluations — blue light is technically hotter than yellow or red light.)

In Photo Filter, you select a preset filter from a pop-up menu or select a color
of your choice. As you can see in Figure 6-12, both preset filters and custom
colors can be effective in neutralizing a color cast. (You could, of course, also
use these filters to add a color cast . . . if you wanted to, that is.)

Channel Mixer
Designed to repair a defective channel in an image, Channel Mixer lets you
use sliders to replace some or all of the intensity of one color channel with
content from the others. Should you come across an image with damage in
one channel, you can certainly use the Channel Mixer adjustment to work on
it (with some degree of success). You reduce the value of the target channel
by dragging the slider to the left. You then drag one or both of the other slid-
ers toward the right. Generally speaking, you want to add an amount (com-
bined between the two other channels) just about equal to what you subtract
from the target channel.
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Figure 6-12: Neutralize a color cast with a filter of the opposite color in Photo Filter.

If you drag a slider to the left past 0 (zero), you invert the content of the
channel. You can produce some incredible (and incredibly weird) effects with
this technique, partially inverting one or two channels. When you get a
chance, give it a try. Using the Monochrome check box in Channel Mixer
gives you an alternative to Black & White for a controlled grayscale effect.

Invert
More creative than corrective, the Invert command (no dialog box) simply
reverses the colors in your image or the selected area. Although inverting
areas of an image (like desaturating) can draw attention to the subject of the
image, it’s an edgier technique and generally requires touch-up after invert-
ing. You’ll find that any specular highlight — a pure-white area (mainly 
reflections) — becomes a distracting black spot.

Posterize
The Posterize command forces your image’s broad range of colors into a few
selected colors (as shown in Figure 6-13). You automatically get black and
white, and then a limited number of additional colors, based on the content
of the original. You pick the number of colors that you want to use, and
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Photoshop picks which
colors to use. You can use as
few as two colors (plus black
and white) or as many as
255, which pretty much gives
you your original image.
Posterize can create a rather
pleasing rendering of a
photo with very few colors.

When experimenting with
Posterize, click in the Levels
field and use the up- and
down-arrow keys to preview
different numbers of colors.
Start low and work your way
up. If you see something that
you like, you can stop or you
can keep going and come
back to that number later —
the image will look exactly
the same when you try that
number again.

Threshold
Threshold converts each
pixel to either black or white
(no colors, no grays). You
adjust the border between
black and white with a slider
or by entering a value in the
Threshold Level box. For an
eye-catching special effect,
open a color image and make
a selection of the back-
ground (or the subject!) and
apply Threshold, mixing color
and black and white.

Sometimes, when adjusting color in an image, you need to find the darkest
and lightest pixels in an image (for use with the eyedroppers in the Curves
dialog box, for example). Open Threshold, drag the slider all the way to the
left, then slowly back to the right. The first black spot you see is the darkest
in the image. Add a color sampler (so you can find the spot again) by
Shift+clicking in the image. Drag the slider all the way to the right and then
slowly back to the left to find and mark the lightest pixels. After placing your
color samplers, click Cancel.
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Figure 6-13: Reduce colors with Posterize for a special
effect.
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Gradient Map
Again, more creative than corrective, the Gradient Map feature re-creates
your image by using a gradient. The leftmost color stop (the anchor points
where a gradient color is assigned) in the gradient is mapped to the shadows,
the right-most to the highlights, and any color stops in between are appropri-
ately assigned to the rest of the tonal range. In Figure 6-14, you can see how a
two-color gradient (upper left) lacks detail compared with the four-color 
gradient being created for the lower image.

Generally speaking, you use darker colors for the color stops on the left and
lighter colors for the color stops on the right (although you can create
extremely interesting effects by mixing things up). Using a black-to-white 
gradient produces a grayscale image.

To edit the gradient, simply click directly on the sample gradient in the Gradient
Map dialog box. Click to add color stops, drag to move color stops, and click
the color swatch near the bottom to change the color of the selected stop.
(You can find more detailed information on creating and working with 
gradients in Chapter 14.)

Figure 6-14: Using more colors in your gradient produces more detail.
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Selective Color
Although designed to help you compensate for the vagaries of printing
presses, Selective Color can do other great things for you! The command’s
dialog box, shown in Figure 6-15, has a pop-up menu that offers the six basic
colors of Photoshop, as well as Whites, Neutrals, and Blacks. You select
which range of colors to adjust and then drag the sliders. You can work on
one set of colors, switch to another and make adjustments, switch to another,
and so on without having to click OK in between. For example, you can adjust
the reds in the image and leave the blues untouched, or you can adjust the
reds and then tweak the blues without having to exit the dialog box.

When you have reasonably small adjustments to make, select the Relative
radio button at the bottom. If you have substantial changes — rather radical
alterations — select the Absolute radio button.

Figure 6-15: Tweaking the Neutrals can adjust the overall appearance of an image.

Shadow/Highlight
The Shadow/Highlight adjustment is discussed at length in Chapter 5 as a
tonal-correction tool, the job for which it was designed. However, keep in
mind that the Shadow/Highlight dialog box also includes the Color Correction
slider. After you lighten shadows or tone down highlights, you can increase
or decrease the saturation of the colors in the adjusted areas of your image
with the Color Correction slider.

Variations
Variations is a semi-automated way to make adjustments to your image’s
color and tonal range. It’s discussed in detail later in this chapter.
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Desaturate
The Photoshop Desaturate command creates a grayscale representation of a
color image without changing the color mode. However, with no dialog box or
adjustments, it doesn’t offer the control you get by using Black & White.

Match Color
Now this is a feature to savor! There you are, adding Cousin Joe to the family
reunion photo because he wasn’t bailed out in time, and you see that the
lighting is all kinds of different and he sticks out like a sore thumb (or bum).
Or you return from a major shoot only to find that something wasn’t set cor-
rectly in the camera, and all your images have a nasty color cast.

Match Color lets you adjust one image to another (and you can even use
selections to identify areas to adjust or areas of the images to use as the
basis for adjustment), but keep in mind that you get better results with
images that are already rather similar. You can also fix one shot and use that
shot as a standard by which others are corrected. (Like most image adjust-
ments, you can record a change in an Action and use Photoshop’s Batch com-
mand to apply that adjustment to a series of images. Read more about
Actions in Chapter 16.) Take a look at Figure 6-16 to see the Match Color
dialog box.

Figure 6-16: The target image’s original colors are visible in the small window to the 
upper-right.
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Because the Match Color dialog box is such a powerful tool, it’s worth taking
at look at what’s going on there:

� Ignore Selection when Applying Adjustment: If you have an active
selection in the target layer or image (for calculating the adjustment, see
the upcoming bullet on that) and you want the adjustment to be applied
to the entire target, select this check box. If the box is left clear, the
adjustment is applied only within the selection. Note that you can use
selections to apply Match Color to only a portion of your image, such as
flesh tones, or you can adjust sections of the image one at a time.

� Luminance: After the preview shows in your image window, you can
tone down or brighten up the target area with the Luminance slider.

� Color Intensity: Think of this slider as a saturation adjustment.

� Fade: Using Fade lets you blend the adjustment, reducing its intensity.

� Neutralize: If a color cast is introduced by the adjustment, selecting the
Neutralize check box might eliminate it.

� Use Selection in Source to Calculate Colors: You can make a selection
in the image to which you’re trying to match (the source) and use the
colors within that selection as the basis for the Match Color calculation.

� Use Selection in Target to Calculate Adjustment: You can make another
selection in the target layer or image that presents Match Color with a
sample of those pixels to use for calculating the adjustment.

� Source: The Source pop-up menu lists all the open images that can be
used as a basis for adjustment. Only images of the same color mode and
color depth get listed. Think of source as the image whose colors you’re
trying to match. (The selected image or the active layer within an image
is what you’re adjusting.)

� Layer: When a multilayer image is selected in the Source pop-up menu,
you can designate which layer (or a merged copy of the layers) is the
actual source.

� Load Statistics/Save Statistics: If you’re doing a series of images and you
want to speed things up, click the Save Statistics button to record the
adjustment you’re making and then use the Load Statistics button with
other images.

In Figure 6-16, an area of water is selected in the target image and a compara-
ble area of water is selected in the source image. (The selection in the source
image is visible in Figure 6-16 for illustrative purposes only — a selection in
an inactive image window isn’t normally visible.) With the two selections, I
tell Match Color to adjust the target image based on the difference between
the water color in the two images. Using selections prevents any skewing of
the adjustment that would be caused by the colors in the sail (source image)
and the trees (target image). But with the Ignore Selection When Applying
Adjustment check box enabled as well, I make sure the entire target image is
adjusted, not just the areas within the selection.
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