
TONING 

The art of black and white extends beyond shades of gray, with the very word 

monochrome meaning one tone but not saying which. Adding a colored tone is a long

established darkroom technique for finishing the photograph and making it express other 

qualities and meanings. In the digital environment, toning no longer involves of ten

unpleasant quick-fix solutions, and experimentation no longer carries the risk of ruining 

your work. With Photoshop, your toning palette has no limits. 

Some photographers have a strong 

preference for tones such as sepia 

and blues that are familiar from the 

darkroom. But there is much more 

to such traditional tones than 

stubborn conservatism. Blues can 

convey coldness, while sepias can 

Above: Before you add a tone, 

convert your image to black and 

white as creatively as you can, 

squeezing out the most detail and 

the best balance of tones. 
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denote warmth and romance. 

A subtle brown might mimic a 

darkroom technique, such as the 

cyanotype, or the tone may 

suggest a period of history. 

A purplish brown or sepia suits 

19th century themes yet can look 

wrong for times before the 

invention of photography, which we 

see more through black-and-white 

lithographs. Non-traditional tones, 

reds and greens, or primary colors 

can move the photograph into the 

realm of graphic art. 

Above: Using either Hue/Saturation 

or Photoshop CS3's new Black and 

White adjustment, a cyan tone can 

make the image convey a cold, 

detached feeling. 



ALTERNATIVE METHODS 
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The simplest way to add a tone 

is by adding a Hue/Saturation 

adjustment layer to your black-and-white 

picture. Tick Colorize, and then adjust 

the Hue and Saturation sliders. Here 

I've dragged the Hue into the cyan-blue 

range and then cut back the tone by 

dragging the Saturation slider to the left. 
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EJ Photos hop CS3's neW Black and 

White adjustment introduces 

another quick way to add a tone. Tick 

the Tone checkbox at the bottom of 

the dialog box and drag the Hue and 

Saturation sliders-they work just 

like the Hue/Saturation adjustment. 
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For more advanced work, it's 

generally better to separate 

the adjustment layers you use for 

the black-and-white conversion from 

the one that adds the tone. Here, for 

instance, I wanted to use two Black 

and White adjustment layers. The 

Blue Filter preset rendered more 

detail from the yellowish water-blue 

being yellow's opposite-while the 

Green Filter preset revealed more 

tones in the foliage. Using masks 

meant I would have needed to 

repeat the toning on each layer. 
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Using Curves for toning offers 

the most flexibility and so it is 

the method I prefer. It's important to 

set the Curves adjustment layer's 

blending mode to Color so it targets 

the image's color and doesn't change 

its contrast and brightness. 

TIP 

Whichever toning method you 

prefer, save a preset so it's easy 

to apply your favorite tone to other 

images later. 

Preset: Jcustom 

Cnannel:URGB : 

�,:i' 

Output 

@D 

Using the Channel drop-down 

box, drag the Red, Green, and 

Blue curves separately. Make the tone 

more red by dragging the red curve 

upward, and less red by dragging it 

downward, and adjust the other 

curves in the same way. Here the 

particular combination of more red 

and less blue has produced a cold 

sepia or brown tone. 

Above: This cold sepia-brown tone, added 

with a Curves adjustment layer, gives the 

picture a historical feeling. A warm sepia 

would make it look more romantic. 
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SPLIT TONING 

Split toning is adding more than one tone to a black-and-white image. In the darkroom, a 

print can be taken from one toning solution after only the highlights have been toned, and 

placed in another solution whose effect first appears in the shadows. The highlights are 

tinted one color, the shadows another, and the result can be very interesting and attractive. 

Photoshop offers a choice of 

methods. I used to like to add a 

Color Balance adjustment layer, 

dragging the sliders to separately 

color the shadows, midtones, and 

highlights. Now I prefer Curves for 

single tones, partly because they 

make it easier to experiment with 

split tones, too. You can save your 

favorite curves as presets, so 

Curves offer efficiency and 

consistency gains as well as 

fascinating combinations of color. 
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Below: Before you add a tone, convert 

your image to black and white and do 

any necessary dodging and burning. 

Leave the image in RGB mode. 

TIP 

Save your favorite curves as Presets. 

This makes it very easy and efficient to 

apply an identical tone to a series of 

pictures. Save your presets in a folder 

that is covered by your backup 

procedures and won't be overlooked 

when you buy a new computer. 

Save Preset.., 

Load Preset . . , � 
-----th.� 

Delete Current Preset 



SPLIT TONING: USING CURVES 

a Hold down Alt/\:, add a new 

Curves adjustment layer, and 

set the blending mode to Color. This 

means the Curve will only change 

the picture's colors, and won't 

affect its contrast or brightness. 

Below: The final image. Curves make 

it easy to experiment with split tones

effective combinations can be produced 

almost bV accident. 
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From the Channel drop-down box, 

choose one of the channels and 

drag its curve downward at one end and 

upward at the other. Here I've dragged 

down Red's lower left part and pulled up 

the upper right-this reduces the red 

channel brightness in the shadows and 

increases it in the highlights. Initially this 

produces blue-green shadows and a 

pink tone in the sky. Notice too that I 

also added some points and dragged 

the curve so that the midtones 

remained unchanged. 
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Repeat the steps on another 

channel, but this time drag the 

curve in the opposite direction. You 

don't have to be too precise-part of 

the beauty of split toning with Curves 

is the way you can discover attractive 

combinations. I wanted to tone the 

shadows blue and the highlights sepia, 

so here the combined RGB view shows 

that I lifted Blue's lower left and pressed 

down its highlight area. 
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DUOTONES 

People sometimes speak of making "duotones" in Photoshop, but you can't always be 

sure if they are really referring to split toning or are indeed processing an image in Duotone 

mode. The latter refers to a process in which a grayscale image is printed with two printing 

plates, and there is also Tritone and Quadtone for three- and four-plate printing. 

Though Duotone mode applies 

to commercial reproduction and 

presses rather than inkjet printers, 

some black-and-white workers 

enjoy, or have grown used to, 

applying tone with this technique. 

It has drawbacks, though, not least 

that Photoshop CS3 requires the 

image to be in 8-bit mode and 

that switching an RGB image to 

Duotone mode will destroy existing 

layers. So if you've done any 

work on layers-carefully masked 

adjustment layers, for instance

save the file and use a duplicate 

for Duotone work. 
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Above: Simple black and white subdued 

the original image, leaving me convinced 

that it could be stronger. 

Below: A cold blue-and-black Duotone 

reminded me of the bleak, wet dav 

I spent hiking along the coast. 



CREATING A DUOTONE 

Use your preferred channel-based 

conversion technique to make 

your black-and-white rendition, and then 

save the file or consider working on 

a duplicate. Working in Duotone will 

destroy your adjustment layers and any 

careful masking. In the Image> Mode 
menu, switch to 8-bit mode, then to 

Grayscale, and lastly choose Image> 
Mode> Duotone. 
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a You can change how ink responds , 
to brightness values by clicking 

the chart thumbnail-which opens the 

Duotone Curve dialog-and dragging 

the curve in a similar way to the regular 

Curves dialog. 
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The Duotone Options dialog 

shows the inks that replace your 

black and white, listed darkest first. 

and you can choose various presets 

by clicking the Load button. After you 

close this dialog box, choose Image> 
Mode> Duotone again to reopen it. 
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ft You can add various adjustment 

U layers to an image that is in 

Duotone mode. Some adjustments 

are unavailable in Duotone mode, 

especially those affecting image color. 
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Type a color name to 
selecti! In the color list. 

Change the ink color by clicking 

the colored square to open the 

Color Libraries dialog, and consider 

saving your tone as a preset. 
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I'!II In Duotone mode, Curves are 

U available for contrast and 

brightness control and for dodging and 

burning. By default the Curves dialog 

works the opposite way round to how it 

works in RGB mode, but if you find this 

confusing, click the Curve Display 

Options button and set the display to 

show Light rather then Ink (or pigment). 

Left: The Mask Layer (see step 5) 
highlights the sharp edge of the rock 

and uses a gradient to softly fade away 

where the Curve is less needed. 
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A MEASURED TONE 

When you prepare a collection of toned black-and-white pictures, it can be a nice touch if 

the tone is consistent. As with most things in Photoshop, there's no single way to do it. 

When the source tone is in a digital image and was created with an adjustment layer, you 

can just drag the toning layer from one image to another. If you have flattened the layers in 

the toned image, or if the source is a scanned darkroom print, try the Image menu's Match 

Color adjustment. It can work well, though it can be a bit hit-and-miss, and is also 

destructive, changing the actual pixel values. 

A far more flexible method is to 

measure the source tone and then 

transfer those values to a Curves 

adjustment layer. It's not a difficult 

task. In short, open your source file 

in Photos hop, make a black-and

white copy of the toned layer, and 

measure the difference between 

the toned and the black-and-white 

layers. Photos hop's Color Sampler 

tool is the key. 
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Left: MV tone's source was a 10 vear-old 

darkroom print. Its reddish tone resulted 

from mv choice of paper, developer, and 

selenium toning. 

Below Left: MV target image was a more 

recent digital capture that I'd converted 

to black and white with a Channel Mixer 

adjustment laver. 

Below Right: The final digital image now 

has a tone sampled from a scan of the 

original darkroom print. 



MATCHING TONES WITH THE COLOR SAMPLER 

Open the source image in 

Photoshop, check its layers are 

flattened, and make a duplicate of the 

image. Change the duplicate image's to 

Lab Color mode with Image> Mode> 
Lab Color, and delete the "au channel in 

the Channels palette. This reduces the 

duplicate image to its brightness values. 
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Click image to choose new color sampler. 

Use Ctrl for additional options. 

Examine Photoshop's Info palette 

-its lower section shows the 

RGB values for each marker. Write 

down the values for each pixel. 

, 

Change the duplicate image's 

mode to Grayscale with Image> 
Mode> Grayscale, and, while holding 

down the Shift key, drag the duplicate's 

image layer and drop it in the source 

image's window so it contains two 

layers-the toned source and the pure 

brightness version. You can now discard 

the duplicate file. 

MARKER CHANNEL BW TONED 

Red 19 26 
Green 19 18 
Blue 19 29 

2 Red 115 88 
Green 115 86 
Blue 115 91 

3 Red 159 132 
Green 159 130 
Blue 159 134 

4 Red 217 204 
Green 217 200 
Blue 217 203 

Hide the pure black-and-white 

layer and write down the RGB 

values for each pixel-these will no 

longer show identical values since the 

markers are now measuring the toned 

original. You should now have a little 

table that compares the black-and-white 

value to its toned version. If you wish, 

you can measure more RGB values 

and extend the table. 

j � • ,Sample Size: Point Sample V 

Activate the Color Sampler from 

the Tools palette. Set its options 

to Point Sample-this lets you mark 

individual pixels. With the pure black

and-white layer active, zoom in on an 

area with a mixture of tones, such as 

the rocks in the stream. You need to 

see individual pixels-here a 500% 
zoom was enough-and use the Color 

Sampler to click pixels with three or four 

different tones. Click and mark a couple 

of midtones, a shadow, and a highlight. 
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These values can now be 

transferred into a curve. Add a 

new Curves adjustment layer to your 

target image, select the Red channel, 

and click the curve. Then type the two 

red channel measurements into the 

Input and Output box. Here a brightness 

value of 19 will be output as 26. Repeat 

this process for the other markers' red 

values, adding a point and entering 

the corresponding values, and do the 

same for the pairs of green and blue 

measurements. Click OK. The curve 

will produce a tone that will often very 

close to the original, and can be dragged 

and fine tuned until it's just right. 
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CLASSIC TONES 

Tones can come from a simple decision to make an image a certain color, or just be the 

happy offspring of experimenting with Curves. But they can also be the result of a more 

conscious thought process, for instance to add warmth to a sunlit scene or stress the cold 

of a wintry day. They can allude to older photographic techniques, which perhaps only the 

initiated might recognize, or, like the classic sepia tone, they can evoke historical periods. 

Sometimes they are the perfect finishing touch, so here are a few recipes-and, just as 

important, some of the thoughts that made me apply them to specific images. 

PALLADIUM 

Until it became much more 

expensive in the 1920s, palladium 

was used instead of silver for 

photographic paper, and some 

darkroom enthusiasts still use the 

process. I chose to apply the tone 

to a statue which belongs to a 

series erected during that period. 

Palladium generally adds a soft, 

warm tone and it might be best 

suited to expressing more 

romantic or nostalgic feelings. 

Create a palladium tone by 

pushing the Red channel a little 

upward on the curve, especially 

in the highlights, and pulling the 

Blue channel down across the 

whole range of tones. 

PLATINUM 

Platinum was used in another 

common type of photographic 

paper that fell into disuse and 

was then revived as a fine art 

material. Typically it looks colder 

than palladium, but that seems 

to make it suitable for more 

different types of image-less 

the warmth of palladium, and 

much more black-and-white with 

a twist. I tried applying all the 

tones to this Venice carnival 

picture but platinum seemed 

rnost appropriate. 

Make a platinum tone by 

adding a Curves adjustment layer 

and dragging the Blue channel 

curve down. Push Red up, but 

only in the shadow tones. 
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CYANOTYPE 

A cyanotype is a 19th century 

printing process named after its 

distinctive color. You can apply the 

tone to try to evoke pictures of 

the era-still life is good subject 

material-or you might simply use 

it to make the scene look chilly. 

Here I've applied it to a foggy 

morning scene, taken when such 

thoughts of stillness and cold 

were uppermost in my mind, as 

well as Whistler's nocturnes. 

To create a cyanotype tone, 

add a Curves adjustment layer 

and drag the Blue channel curve 

sharply upward, and the Red 

sharply downward. As usual, set 

the layer's blending mode to Color. 

SELENIUM 

Selenium is a toner that the 

darkroom worker can use on a 

chosen photographic paper and 

give the print a wide range of 

tones. The chemical also 

increases archival life, and was 

popular in the 19th century. That's 

why I chose to apply it to this 

picture; a cold sepia might have 

worked equally well, but I'd seen 

some prints in a museum that had 

this deep purplish brown. 

A selenium tone results from 

dragging down the Green channel, 

just a little, dragging the Reds up 

in the shadows, and adding an S 

curve in the Blue channel. 
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CALOTYPES AND SALTED PAPER PRINTS 

The Calotype was one of the earliest photographic processes that permitted multiple prints 

of the same image. A "paper negative" was usually made by contact printing. This was a 

process of sandwiching the negative and a sheet of sensitized "Salted Paper," and then 

exposing them to bright sunlight. In Photoshop they're quick and fun to mimic and can 

produce striking graphic results. 

Above: The forest is a good place to 

find the kind of simple objects that 

were popular subjects for Calotypes. 
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Above: This final image became part of a 

series, and sometimes I made the leaf into 

a negative with an Invert adjustment layer 

"*' '-'.'. Ii::",'·'· 

10,,".\ .J. 'p I • • 

; . 
. "if.. .', 
.... • ' .. ;tt 

. " . 
. � , 

!" )f4"\.:. �+.f� 

.. 

" 
,� 

, . 



CREATING A CALOTYPE EFFECT 

Right: Scan some 

textured material 

into Photos hop 

using File> import. 

� II�I Darken Highlights 

� I�I Black & White 1 

Photo 

images combined into one layer 

stack. Here I scanned in some textured 

paper, opened my leaf picture, and 

dragged it into the paper's window. 

I then resized the leaf with Edit> 

Transform, made the image black and 

white, and adjusted the contrast with 

a Curves adjustment layer. 

Early photographic processes had 

greater sensitivity to blue light, so skies 

were recorded lighter and skin tones 

darker, so for this effect use higher blue 

channel values and don't make the 

image too contrasty. 

Layers :x: 

Iv Op. 

The key is to make use of one of 

Photoshop's most underused but 

powerful features: blending modes. 

Changing your image layer's blending 

mode to Multiply will make the paper 

layer's texture show through. 

Unlike modern photographs, where 

the image physically lies on the paper's 

surface, Calotypes formed part of the 

salted paper. 

Select: I ,/ Sampled Colors [vl-
Fuzziness: I I 

Selection Preview: I Quick Mask [v I 
You can paint on the picture's 

mask to make the pictures blend 

more haphazardly. Here I first used 

Select> Color Range to isolate the leaf. 

Once the dialog has been invoked, click 

on the leaf. Shift +click a few more 

times to be sure-Color Range will 

add similar colors to the selection. 

To finish, use a Curves adjustment 

layer to add a gentle sepia tone, 

pulling the Red channel curve upward 

and the Blue curve downward. 
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HAND COLORING 

People have been coloring black-and-white photographs since the 19th century. The print 

was often prepared by being toned and was then painted by hand with a fine brush, 

building up the color gradually until a near-realistic color effect was achieved. Even after 

color processes removed this basic need, the technique remained valuable for its artistic 

effect, evoking historic techniques, offering an interesting alternative to real-world colors, 

or sometimes just adding a striking splash of interest. 

Starting from a digital color image, there are essentially two approaches. First we will 

look at what I call "partial conversion," which is selectively leaving some of the original 

image color in the black-and-white version. Then we'll go a lot farther and manually color a 

mono photograph-digital hand coloring. And why not combine the two approaches? 

MASK METHOD 

a Sometimes you've produced your black-and-white 

image, and spent time dodging and burning, and 

it still doesn't look right. That was the case with this 

picture. I felt the weatherboarding and the windows 

within windows were better in mono, but the overall 

image seemed less interesting once the table lamp's 

color was removed and it became just a blob of white. 

So why not have the best of both worlds? 
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Iii .... E::J Contrast curves 

EJ This approach is very easy: just paint the mask 

of the adjustment layer that converted the 

image to black and white. Activate the Brush tool (B) 

and use the [ and J keys to set its size, also holding 

Shift to change its softness. Then paint black onto the 

adjustment layer's mask. You don't need to be good 

at painting to do this. Switch to the Eraser (E) or use 

Undo to correct mistakes. The lamplight fell off very 

gradually, so I used the 

Brush at its softest setting 

and just painted the mask 

black where I wanted to 

restore its original color. 

Left: The final image. Paint 

on the black-and-white 

adjustment layer's mask and 

choose where the original 

color should show through. 



HUE/SATURATION METHOD 
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Alternatively, add your favorite black

and-white conversion adjustment layer 

as normal. Then right-click the layer in 

the Layers palette, choose Blending 

Options in the Layer Styles dialog that 

appears, and select your color from the 

Blend If drop-down box shown. Drag 

the Underlying Layer triangle to the left 

until your color starts to show on the 

black-and-white picture. The hold down 

AltJ"'C and drag half of the triangle away 

from the other, smoothing the transition 

between black- and-white and color. 

This method is to convert the image to 

black and white using a Hue/Saturation 

adjustment layer. From the Edit drop

down box, choose each color and drag 

its saturation down to -100. Leave one 

or two complementary colors set to 0 or 

above. In this example the eyans are 

set to +44 but all others are -100. 
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Below: Manipulating the black and white 

adjustment layer can quickly colorize the 

image and make a great starting point for 

adding color manually. 

HAND COLOURING 125 



HAND COLORING 

As we've seen, you can manipulate the RGB channels during the picture's conversion to 

black and white, and this is a quick way to produce a mono image with interesting splashes 

of color. But creating a colorized picture usually means doing a little Photoshop painting. 

It's not a difficult technique, and can be great fun. 

An interesting next step can be 

applying an overall tone to the 

image before you begin to colorize 

any specific areas. A sepia or a 

blue, even just a faint one, can 

often form a base that unifies the 

image and makes the painted color 

look less artificial. Then paint color 

on onto a series of layers whose 

blending mode is set to Color

details show through, but in 

whatever color you choose. 

Above: Start with your best black-and

white rendition. The setting may be a little 

drab, but the car is cute and the picture 

could be transformed with a touch of color. 

Right: Coloring black and white prints is 

a technique almost as old as photography 

itself. Add an overall background tone and 

as many colors as you want. 
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COLOR LAYERS 

I 

� I�I Black & White 1 

� I 
D Add a base tone with a Curves or 

Hue/Saturation adjustment layer 
and remember to set its blending mode 
to Color. 

To start coloring the picture, add 
a new layer and set its blending 

mode to Color so that image details will 
show through your color. Then activate 
the Brush tool (Bl, choose a color, set 
the brush size with the [ and J keys, and 
adjust its softness with Shift and [ or J. 
Then paint directly onto the layer. 

Left: Compare this 
version with the final 
image on page 126. 
For me, the absence 
of a background tone 
seems wrong. 

II If you wish, you can paint other 
colors onto the same layer, but it's 

generally best to add a new layer for 
each color. This gives you more control 
of each color's strength-you might 
reduce the layer opacity or apply filters 
or adjustments to it. 

Let's say that you decide you want 
to change one layer's color. There are a 
few ways to do this. Ctrl/O+click the 
layer in the Layers palette, which 
selects only the painted pixels, then 
press Alt/\: + Backspace and fill the 
selection with the current foreground 
ground. Alternatively, activate the layer, 
go to Image> Adjustments and choose 
Curves, Levels, or Hue/Saturation, 
among others. 

A more flexible method is to add an 
adjustment layer immediately above the 
color layer, and group them together. 
Add the adjustment layer as normal, 
then hold down Alt/\: and move the 
cursor over the line between the two 
layers. Click when it changes to a lock, 
and the adjustment layer will appear 
indented and will only affect the color 
of the layer with which it is grouped. 

An alternative coloring method is shown on this Layers 
palette. Instead of using a standard transparent layer, you 
add a Color Fill adjustment layer and paint on its mask. The 
advantage of this technique is that you can change the color 
very easily-just click the thumbnail in the Layers palette. 
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INFRARED EFFECTS 

We looked earlier at how to capture infrared light with a digital camera, but there is an 

alternative to the real thing, and that is simulating infrared photography in Photoshop. 

Faking is usually easier if you start with a shortlist of the key features you want to simulate, 

and black-and-white infrared film does have three or four main characteristics worth noting. 

It only captures infrared light, so atmospheric haze is eliminated and clouds stand out 

clearly against skies that are nearly black. Secondly, because chlorophyll reflects infrared 

light, foliage such as grass and trees are rendered very brightly and also tend to shimmer. 

Lastly, the most common infrared film is usually very grainy indeed. So what you need to 

imitate are the tonality of the skies and the foliage, the shimmering, and the obvious grain. 

Many darkroom workers like to 

print infrared negatives using 

techniques like lith printing or 

toning, and such combinations 

work equally well in the digital 

environment and are definitely 

worth trying. Another altemative 

is hand coloring. 

Right: The original image. Infrared, 

simulated or real, often suits pictures 

containing blue skies with puffy clouds, 

and trees and other foliage. 
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Final Image: Making the tree's leaves 

appear bright is crucial to this infrared-style 

Photoshop treatment. 
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INFRARED EFFECTS 

BUILDING THE IMAGE 

Preset: Infrared 

None 

Blues: 

Magentas: 

Blue Filter 

Green Filter 

High Contrast Slue Filter 
High Contrast Red Filter 

Infrared 

Maximum Black 
Maximum White 

Neutral Density 
Red Filter 

Yellow Filter 

Custom 

�PreYiew 

Infrared's distinctive tonality is the 

most important characteristic that 

you have to mimic. The key is that your 

black-and-white conversion should 

darken blue skies until they are almost 

black, while foliage should appear 

almost white. 

If you have Photoshop CS3, add a 

Black and White adjustment layer and 

try the Infrared built-in preset. It renders 

greens and yellows-foliage colors

very brightly and makes blues and cyans 

very dark, exactly what we need for 

simulated infrared. 
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While the preset is a pretty 

good starting point, fine-tune 

the settings to match your image. 

Either adjust the color sliders or drag 

the cursor across areas of the image. 

Here the pointer is over the canyon's 

red rocks, so dragging up or to the 

right will brighten the reds. 

Remember that we're not 

rendering greens as very bright 

mono values because they are 

green. What's important is that 

green foliage contains chlorophyll 

which reflects a lot of infrared 

light. You don't want other green 

objects to be unusually bright in 

black and white, and a similar 

consideration applies to things 

that happen to be blue which you 

wouldn't want to darken as much 

as the sky. So mask such objects 

in the infrared adjustment layer 

and use further adjustment layers 

to render them at a more suitable 

level of brightness. 

Preset: ICustom Ivl I;:. � 

Output Channel:j Grav H � 
Source Channels E!Prevlew 
Red: GO/o 

0 

Green: �% 
0 

Blue: �% 
----£I 

Total: +100% 

Constant: QJ% 
-------�Or-----===-

0Monochrome 

B 
Alternatively, add a Channel Mixer 

adjustment layer. Since Photoshop 

CS3 this has also come with an Infrared 

preset. Again, it's only a starting point 

and I preferred a stronger effect. 

I dragged the Blue slider far to the 

left and moved Red to the right. Notice 

how all three channels' percentage 

values add up to 100%. 

<VSelection 0 Image 

With the key black-and-white 

adjustment layers done, we now 

need to imitate the shimmering effect. 

This happens partly because light 

bounces off the foliage and partly 

because infrared focuses at a different 

point from visible light (this is why some 

lenses have infrared settings markers). 



Copy only the foliage pixels to a 
separate layer, and then apply some blur. 
You need to activate your color image 
layer and make a selection of the foliage. 
While the obvious way to do this is to 
use the Lasso tool and feather the 
resulting selection, I prefer to use Select 

> Color Range. That's because infrared 
is best suited to landscapes and it takes 
time to lasso all those trees and leaves. 

This method works best if you 
first set the foreground color to a shade 
of green that matches the foliage. 
Temporarily hide the black-and-white 
adjustment layers and use the 
Eyedropper to and sample a leaf color, 
then choose Select> Color Range. The 
dialog previews the selection it will 
make from similar greens in the picture. 
Add other green tones by holding Shift 
and clicking the image, adjust the 
Fuzziness slider, and Photos hop will 
make a selection that is precise and 
is already feathered. 

1 Overlay: 8 0pacity: 1100% [J 

Lock: E2l d +1+ ill Fill: 1100% lIJ 

Film grain 

� I�JI Black & White 1 

I 1---..-1 Channel Mixer 1 

Shimmering foliage 

Background 

Use Ctrl/c:J+J to copy your foliage 
selection into its own new layer. 

You may have to use a mask or the 
Eraser tool to remove green objects that 
don't reflect infrared. Then use Filters> 

Blur> Gaussian Blur to apply a small 
amount of blur to the layer. You can also 
reduce the layer's opacity-the effect 
should be subtle. 

Last of all, add a coarse grain layer 
at the top of the layer stack. To do 

this, Alt/\:+click the new layer icon, set 
the blending mode to Overlay, and fill it 
with mid gray. Then set the foreground 
and background colors to mid gray and 
black, and apply Filters> Artistic> Film 

Grain. If your image is in 16-bit mode, 
you may need to create this grain layer 
in a new 8-bit document and then drag 
it into your picture. Punchy skies, 
shimmering foliage, and plenty of grain 
are typical characteristics of black-and
white infrared. 

-----------------� ----.�- -

---"----------
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SOLARIZATION AND THE SABATTIER EFFECT 

Solarization commonly refers to the darkroom technique in which a partly developed print 

is exposed to a flash of light. The development process is then completed and the result is 

a black-and-white print with partially reversed tones, and sometimes with lines around 

tonal edges. It is also known as the Sabattier effect and is often associated with Man 

Ray's work in the 1920s. 

It's very easy to mimic the range of 

solarization effects in Photos hop, 

and there are numerous recipes in 

books and on the web. Photoshop 

itself has a Solarize filter, available 

under Filter> Stvlize in 8- or 16-bit 

mode. It needs to be applied 

directly to a pixel layer and is 

"destructive," changing those 

pixels forever, so work on a copy of 

the image layer. Either hold down 

Alt/\: and choose Laver> Merge 

Visible, or use Photoshop CS3's 

new Filter> Convert for Smart 

Filters command to change the 

image layer into a Smart Object. 

This lets you reverse any filter 

operations applied to it. So what's 

wrong with the built-in version? 

Nothing much, except it's possible 

to do better. 
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Left: The original image. Solarization is best Above: Solarization can be the final step, 

suited to pictures with clear outlines. or you can continue and add interesting 

tones to finish the picture. 



SOLARIZATION WITH CURVES 

D Digital solarization recipes mimic 

the partial tonal reversals that can 

be achieved in the darkroom. Since the 

results vary, it's not surprising to find 

a variety of approaches. Some of the 

most convincing are commonly known 

by their letter shapes-V, W, and M. 

That's because their underlying principle 

is essentially the same: to imitate a 

partial tonal reversal. you partially invert 

a Curves adjustment layer. 

IMultiPly: @opacity: 1100% [IJ 

Lock: 0 d+ Ii Fill: 1100% � 

� I'�I M Curve 

TIP 

Solarization is an ideal task to record in 

an action, which reminds you of your 

steps and makes it quick to experiment 

on new pictures. 

t 

Start with your black-and-white 

conversion and add a Curves adjustment 

layer. Drag the top-right corner of the 

curve downward, and drag a midtone 

point directly up. That's a V curve, and 

W and M are variations on the same 

theme. My own feeling is that the M 

curve comes closest to what I've been 

able to achieve in the darkroom, but 

experiment and see which letter shape 

works best with your picture. 

EJ To imitate the lines around tonal 

edges, you need to add a soft 

outline to your picture. Make a copy of 

the image layer, desaturate it, and apply 

the Find Edges filter so the layer 

becomes a line drawing. Apply the 

Gaussian Blur filter and use a Levels 

adjustment to make the highlights pure 

white. Then change the layer's blending 

mode to Multiply. The white becomes 

invisible and the layer adds its shadowy 

outline to the composite picture. 

As an alternative to the blurred Find 

Edges method, change the copy layer's 

blending mode to Overlay and apply the 

High Pass filter. 
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SIMULATING LITH 

Lith printing is a darkroom technique in which certain photographic papers are developed 

in a very dilute " lith" developer to produce distinctive high-contrast prints. Typically there is 

a strong split-tone effect with the shadows remaining cold and grainy and the highlights 

becoming very warm, with strong peach and brown tones. The results can be subtle and 

very beautiful, and lith still holds its own in fine-art photographic circles. 

Replicating the three main 

characteristics of lith printing

contrast, split tone, and grain-is 

a reasonably straightforward 

Photoshop task and is also one that 

is ideally suited to being recorded 

as an action. The same high

contrast recipe doesn't suit every 

picture, so as long as you work 

with adjustment layers, you can 

quickly experiment with your lith 

action's effect on other pictures 

and fine-tune the output later. So 

first we will look at the mechanics 

of digital lith, and then consider 

how the basic treatment works 

with other types of photograph. 
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Left: The original image contains strong 

patterns, and a nice sense of depth, 

but lacked much interest as a simple 

black and white. 

Above: The finished picture had 

such high contrast that I felt a 

strong border was needed to 

contain the image. 



RECREATING THE LOOK 

Lith prints are characterized by 

high contrast with harsh shadows, 

few midtones, and delicate peach and 

brown highlights. 

Make a black-and-white conversion 

as normal and add a Curves adjustment 

layer. The curve's exact shape will 

depend on the image, but in general 

it should be a steep S curve with its 

shadows pulled down so they are harsh 

and high-contrast, and the highlights 

dragged up and tailing off gently. 

Ie Grain 

Ie � Tone 

Ie � High conlrast 

Lith prints tend to contain harsh, 

gritty shadows, so use your 

preferred method to add a grain layer. 

Here I created a new 8-bit blank 

document that was the same size as my 

picture, added an Overlay adjustment 

layer, applied some grain with Filter> 
Artistic> Film Grain, and then held 

down Shift as I dragged the layer into 

my picture. 

It's usually better to control 

contrast and image color 

separately. Hold down the Alt/\: key 

and add a second Curves adjustment 

layer, setting its blending mode to Color. 

This means that the adjustment will only 

affect the image color and not change 

its luminosity or contrast. 

From the Channel drop-down box, 

select Red and drag upward at the 

highlights area, the curve's top right. 

Initially, this will add red to all the 

Styles - Blending Options 

Blending Options: Custom 

o Drop Shadow I 
General Blending 

Blend Mode: I Opacity 

Opacity: 
o Inner Shadow 

o Outer Glow Advanced Blending 

o Inner Glow 
Fill Opacity: 

Channels: 0R 0G 
Knockout: I None 

./ 

picture's tones, so restrict the color 

shift to the highlights by clicking the 

curve near its midpoint and again in 

shadow tones. Pull the points down so 

the midtones and shadows are neutral. 

Then go to the Green channel and 

repeat the process. 

A realistic lith print tone can range 

between a warm peach and a cool 

brown, so there is no formula for how 

far you manipulate the Red and Green 

channel highlights. 

EI 
0 1_1" 

u c::J .. 
0 B  
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I 
OK 

Cancel 

New Style ... 

�Preview 

o Bevel and Emboss 

DComour 

DTexture 
��Iend Interior Effects as Group 
0Blend Clipped layers as Group 

o Satin 
�Transparency Shapes layer 
Dlayer Mask Hides Effects\ 

o Color Overlay DVector Mask Hides Effects 

o Cradient Overlay 

o Pattern Overlay 
Blend If: EJ3 

This Layer: 0 
DSlroke 
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.. 

Underlying layer: 

.. d 

Limiting the grain to the shadows 

is quick, thanks to Photoshop's 

conditional blending feature, Blend If. 

Right-click the grain layer and select 

Blending Options and go to the Blend 

0 

� 

If area at the bottom of the dialog box. 

Now drag the Underlying Layer slider's 

white triangle hard to the left, and you 

should see that the grain layer no longer 

shows in areas where the image 

brightness value lies to the right of the 

255 

a, 

51 I 103 

white triangle. If the image brightness 

value lies between the slider's black and 

white triangles, then grain is shown. 

Adjust the white triangle until the 

grain is only visible in the darker 

shadows. This can create ugly transition 

lines, so hold down Alt/\: and pull the 

two sides of the white triangle apart. 

You can now adjust them separately and 

control how the grain fades away in the 

midtones and highlights. 
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SIMU 

ACTIONS 

Lith prints vary widely, and it can be tricky to 

repeat exactly the same effect twice in the 

darkroom. Equally, while you often end up 

throwing away many spoiled copies, people do 

appreciate the differences between individual 

prints. Photoshop actions make repetition rather 

too simple, and are always a short step away 

from applying a one-size-fits-all lith recipe that 

doesn't respect the actual photograph. 

One way to avoid this is to record the action 

and then edit it so that it pauses at important 

points. In the Actions palette, click the empty 

square to the left of the key step and a small 

dialog box appears. Here I have set the action 

against the step which adds the color adjustment 

layer-I might do the same with the step that 

adds the contrast adjustment layer. When I next 

run the action, Photoshop will pause and display 

the Curves adjustment dialog, letting me click 

OK to confirm the recipe's color, or adjust it and 

then continue. 

w bl t> L:J Oefaul t Actions 

f.I � V E:J John's lith 

/J � V John's l ith for (53 

WI t> Make adjustment layer 

fJ r t> _M_'k
,--
'_G

,--
m ...c"p _

--,-
______ ---{ 

t> Makeadjuslment layer 

V MakeadJustmentfayer 

Type: curves 

Present Kind: Custom 

Adjustment: curves adjustment l ist 

curves adjustment 

Channel : redchaOilel 

Curve: paint list 

point: 0, 0 
point: 62, 63 

point: 128, 130 
point: 190,230 
point: 255, 255 
(urvesadJustmenl 

Channel : green channel 

Curve: point list 

point: 0, 0 

point: 63, 63 

point: 128, 128 

point: 172, 190 

point: 255, 255 
t> MakeLayer 

t> Add Noise 

t> 5etcurrenllayer 

v Stop 

Message: "Adjust contrast and color curves ... 

Left: Infrared effects are 

very suitable to being 

recorded as an action, 

especially if you use 

adjustment layers. Set 

pauses so you can fine

tune the results each 

time you play the action. 

USING YOUR ADJUSTMENT LAYERS 

An equally good approach is to let the action 

run, and then take advantage of adjustment 

layers. Record the action so the contrast, color, 

and grain are added with adjustment layers, 

not with the destructive Image> Adjustments 

commands. Play the action on a new image, 

then double-click the Curves adjustment layers 

and fine-tune their effect to suit the picture. 

You can also vary the strength of the lith tone 

by changing the adjustment layer's Opacity slider, 

or further restrict its effect by using the Blend If 

control in the layer's Blending Options. 

Right: Reduce the layer opacity to 

change the strength of the tone, 

contrast, or grain layers. 

136 CREATIVE EFFECTS 

8 Effects 

Tone 

High contrast 

Darken sky 

Above: A warm peach seemed wrong for 

this image-the tail end of a hurricane 

reaching New England. Reducing the layer's 

opacity produced a more balanced lith tone. 
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INFRARED 

For some reason infrared seems 

especially suitable to a lith finish, and, 

though it's only anecdotal evidence, a 

high proportion of darkroom lith prints 

seem to be from infrared negatives. Two 

factors may be at work here: infrared 

and lith share a more graphic appearance 

than simply realistic photographs, and 

they are both naturally high in contrast. 

That's partly speculation, but the 

infrared-lith combination seems to work 

well whether the picture is captured 

digitally or simulated in Photoshop. One 

thing to watch out for is the contrast

since infrared images are high-contrast, 

there's less need to introduce additional 

contrast in the lith effect. So a much less 

sharp S curve should do the job. 

/ 

/ 

Above: Infrared images are naturally high

contrast, so your lith effect contrast can be 

much milder 

Above: The final image retains strong, 

neutral blacks, while the trees and grass 

contain lots of soft, warm highlights. 

Left: Black skies 

and bright, 

shimmering foliage 

are sure signs of 

infrared capture. 
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GRAIN AND NOISE 

While the best that can be said for digital noise is that it's a small price to pay for the ability 

to set capture sensitivity on the fly, film grain has always seemed to divide photographers. 

Some abhor it so deeply they stick to slow film and fine-grain developers-and these 

pages will not be for them-while for others grittiness is the very essence of black and 

white. Now, in the digital era, film grain is no longer fixed forever by your choice of film 

stock. It's simply a creative way to finish the picture. 

It's worth thinking a little about why grain. You may want the picture to 

you might seek to degrade the look less clinical, less perfect than 

image quality, given the effort you the hi-res digital original. In 

probably put into producing the portraits, such graininess can 

best possible picture in the first emphasize character, while some 

place. For one thing, the subject landscapes may benefit from a 

may itself help you make the 

decision. A reportage-style picture 

may be captured digitally but fit 

better into its intended genre with 

the addition of grain-for instance, 

Don McCullin's 1960s photographs 

of war and poverty have lots of 

138 CREATIVE EFFECTS 

pointillist-style softness or a coarse 

quality that matches foul weather. 

Last but not least, try using grain to 

add interest to imperfections such 

as blown-out highlights-or indeed 

to disguise digital noise. 

Below: In the original image, a Black and 

White adjustment laver emphasized Vellow 

and green, making the grass lighter and the 

walls correspondinglv stronger. But there's 

onlv so much vou can do with a foggV 

December afternoon. 



ADD NOISE FILTER 

8mount: �% 

Ot---------rDistribution 
OUniform 

0Caussian 

o Monochromatic 

� 

( Cagcel ) 

�Preview 

It's best to keep the film grain on a 

separate layer so you can vary its 

opacity percentage, as well as leaving the 

picture editable. Hold down Alt/"'i: as you 

add a new layer, set the blending mode 

to Multiply, and tick Fill with Overlay

neutral color. Then choose Filter> Noise 

> Add Noise, select Gaussian and tick 

Monochromatic, and adjust the slider to 

suit the image. 

Alternatively, you could try using the 

Film Grain filter which is found under 

Filter> Artistic. 

IMultiply [vJ opacity:� 
Lock 0 d + a Fi!!:� 

One problem with grain and 

noise is they can remove some 

important details or at least make them 

less obvious. Here's where the separate 

layer is so useful-paint on the layer's 

mask and reduce the grain's effect in 

those key areas. The Brush opacity 

generally needs to be set low so you 

can build up the mask gradually and 

avoid grain-free patches. 

Here I painted the tree and the 

walls because the tree was already 

indistinct, and the gap in the stone wall 

contained interesting gatepost detail. 

To cover up my work, I also applied 

some Gaussian Blur to the mask. 

EJ Noise can be helpful to hide 

blown-out highlights. Here is a 

detail from the same shot, although 

I've crudely increased the exposure in 

Adobe Camera Raw and made the sky 

white. It may not be to everyone's taste, 

but I think adding the noise creates 

some much-needed detail in the sky. 

Below: Grain and a cold blue tone 

brought the most out of this gray and 

foggy landscape. To make the grain more 

obvious in print, I also sharpened the 

noise with the Unsharp Mask. 
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