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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 productive, 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 background 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 faraway 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 (and my editors) worked to ensure that each piece of artwork illustrates a technique and does so in a meaningful, nondistracting way for you.

				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, 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 (like painting, dodging, burning, path creation and editing, cloning, healing, patching, or lassoing, just to name a few), then yes, I do recommend a Wacom Cintiq display or Intuos tablet. Next to more RAM and good color management, 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 assumptions about your level of computer knowledge (and, to a lesser degree, your knowledge of digital imaging). But if you know your FileOpen from your FileClose and can find your lens cap with both hands, read Chapter 1, and you’ll have no problem with Photoshop CS5 For Dummies.

				How This Book Is Organized

				Photoshop CS5 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, technique, 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 posting your images on the Web. All in one nice, tidy package.

				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 darkness 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 problems in digital photos: red-eye, wrinkles, and unwanted objects. 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 everyone wants to use Photoshop as a digital painting program, everyone should understand how to get around in the complex and daunting Brush 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 use Adobe Bridge’s Output panel to 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 multiple copies of a photo on a single sheet. Chapter 17 is a brief introduction to those features found only in Photoshop CS5 Extended. If you have Photoshop CS5 rather than Photoshop CS5 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 program 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 things you need to know about high dynamic range (HDR) photography. But I did it. (More or less — beware of hidden tips and tricks!)

				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 ImageAdjustments menu.

				Or even to use this:

				Choose the ImageAdjustmentsShadow/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:

				[image: newfeature_cs5__4c.eps] This icon tells you I’m introducing a new feature, something just added to the program with Photoshop CS5. 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.

				[image: tip_4c.eps] 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.

				[image: warning_4c.eps] 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!

				[image: remember_4c.eps] 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.

				[image: technicalstuff_4c.eps] 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 certainly 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 CS5 For Dummies.

			

		

	
		
			
				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 formats in which you save Photoshop images. Chapter 3 makes sure we’re all reading from the same menu as we discuss Photoshop’s various commands, tools, and features — and provides some critical trouble-shooting procedures. 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 obviously 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.

				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 programs. 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 correcting 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 facilities, 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 problems 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 developed, 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).

				[image: 610787-fg0101.tif]

				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 created from scratch in Photoshop, your artwork consists of tiny squares of color, which are picture elements called pixels. (Pixels and the nature of digital imaging are explored in depth in Chapter 2.) Photoshop is all about changing 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 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).

				[image: newfeature_cs5__4c.eps] It seems that every time a new version of Photoshop is released, it has at least one new feature that I just can’t wait to tell you about. Of all the great improvements in Photoshop CS5 (including 64-bit cross platform performance — more on that in a bit), perhaps the biggest Wow! factor is Content-Aware Fill. When you’re retouching and compositing, Content-Aware Fill can really help make your result look more natural and seamless. When you make a selection and press the Delete/Backspace key, the Fill dialog box pops up, offering you the opportunity to simply delete the content of the selection, fill with color, or use the Content-Aware option. Content-Aware Fill looks at the pixels surrounding the selection and tries (very successfully, in most cases) to match the colors, textures, and patterns. In Figure 1-3, compare the original to the left, zoomed, and the full image, to the same views on the right, after content-aware filling of the selection. The Spot Healing Brush offers Content-Aware in the Options bar now, too!

				[image: 610787-fg0102.eps]

				Astronaut image courtesy of NASA

				Figure 1-2:  Some common Photoshop tasks.
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				Figure 1-3:  Content-Aware Fill matches color, texture, and pattern to the surrounding area.


				Photoshop CS5 and Photoshop CS5 Extended

				Adobe is once again offering two different versions of Photoshop. Photoshop CS5 and Photoshop CS5 Extended both have all of Photoshop’s powerful image-editing, vector-drawing, painting, and type capabilities. Photoshop CS5 Extended also includes some very specialized, highly technical features for use in science, research, and video editing, and for use with 3D modeling programs. (These features are briefly introduced in Chapter 17.)

				So, if you have Photoshop CS5 rather than Photoshop CS5 Extended, should you feel cheated or like a second-class citizen? Nope! Unless you specifically need those extended features, there’s no real reason to purchase them. But what if you got Photoshop CS5 Extended as part of a Creative Suite or Adobe Bundle package of software — did you pay for something you don’t need? Well, sort-of-yeah-but-not-really. The folks who’re really paying extra for the extended features are those who purchase Photoshop CS5 Extended as a standalone program. The additional cost they pay funds the research and development of the extended features.

				So why didn’t you get to choose between Photoshop CS5 and Photoshop CS5 Extended when you ordered your Bundle or Suite? Buying software shouldn’t be as complicated as, say, ordering a cup of coffee. (Caf, de-caf, half-caf? Latte, espresso, cappuccino? White, brown, or raw sugar? Cream, half-and-half, milk, or skim? Small, medium, large, super, or el grosso maxmo?) It could get quite confusing. Imagine trying to wade through all of the thousands of products if Adobe marketed every possible combination as a separate Bundle or Suite or Studio! You’d spend so much time trying to find your perfect bundle, you’d never get to use the software.



				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 artwork is only simulated in Photoshop.) Photoshop also has a very capable brush engine, including the new Mixer Brush tool, 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.)

				Photoshop CS5 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 program 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.)

				[image: 610787-fg0104.eps]

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

				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 only Photoshop. One of the features that sets Photoshop apart from basic image editors is its powerful type engine, which can add, edit, format, and stylize text as capably as many word-processing programs. Photoshop even has a spell check feature — not bad for a program that’s designed to work with photos, eh?

				Even if you don’t have the high-end video features found in Photoshop CS5 Extended, you can certainly supplement your video-editing program with Photoshop CS5 (even if Photoshop can’t open and play movies you capture with your video camera). From Adobe Premiere (or other professional video programs), you can export a series of frames in the FilmStrip format, which you can open and edit in Photoshop.

				If you don’t have specialized software

				Admittedly, Photoshop CS5 just plain can’t do some things. It won’t make you a good cup of coffee. It can’t press your trousers. It doesn’t vacuum under the couch. It isn’t even a substitute for iTunes, Microsoft Excel, or TurboTax — it just doesn’t do those things.

				However, there are a number of things for which Photoshop isn’t designed that you can do in a pinch. If you don’t have InDesign, you can still lay out the pages of a newsletter, magazine, or even a book, one page at a time. (With Bridge’s Output panel, you can even generate a multipage PDF document from your individual pages.) If you don’t have Dreamweaver or GoLive, you can use Photoshop to create a Web site, one page at a time, sliced and optimized and even with animated GIFs. You also have tools that you can use to simulate 3D in Photoshop, such as Vanishing Point (see Chapter 10).

				Page layout in Photoshop isn’t particularly difficult for a one-page piece or even a trifold brochure. Photoshop has a very capable type engine, considering the program is designed to push pixels rather than play with paragraphs. Photoshop can even show you a sample of each typeface in the Font menu. Choose from five sizes of preview in Photoshop’s PreferencesType menu. However, you can’t link Photoshop’s type containers, so a substantial addition or subtraction at the top of the first column requires manually recomposing all of the following columns. After all, among the biggest advantages of a dedicated page layout program are the continuity (using a master page or layout) and flow from page to page. If you work with layout regularly, use InDesign.

				Dreamweaver is a state-of-the-art Web design tool, with good interoperability with Photoshop. However, if you don’t have Dreamweaver and you desperately need to create a Web page, Photoshop comes to your rescue. After laying out your page and creating your slices, use the Save for Web & Devices command to generate an HTML document (your Web page) and a folder filled with the images that form the page (see Figure 1-5). One of the advantages to creating a Web page in Dreamweaver rather than Photoshop is HTML text. (Using Photoshop, all the text on your Web pages is saved as graphic files. HTML text not only produces smaller Web pages for faster download, but it’s resizable in the Web browser.)
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				Figure 1-5:  You can create an entire Web page in Photoshop.

				Viewing Photoshop’s Parts and Processes

				In many respects, Photoshop is just another computer program — you launch the program, open files, save files, and quit the program quite normally. Many common functions have common keyboard shortcuts. You enlarge, shrink, minimize, and close windows as you do in other programs.

				Reviewing basic computer operations

				Chapter 3 looks at Photoshop-specific aspects of working with floating panels, menus and submenus, and tools from the Options bar, but I want to take just a little time to review some fundamental computer concepts.

				Launching Photoshop

				You can launch Photoshop (start the program) by double-clicking an image file or through the Applications folder (Mac) or the Start menu (Windows). Mac users can drag the Photoshop program icon (the actual program itself) to the Dock to make it available for one-click startup. You can find the file named Adobe Photoshop CS5 inside the Adobe Photoshop CS5 folder, inside the main Applications folder. (Chapter 3 shows you the Photoshop interface and how to get around in the program.)

				[image: warning_4c.eps] Never open an image into Photoshop from removable media (CD, DVD, your digital camera or its Flash card, Zip disks, jump drives, and the like) or from a network drive. Always copy the file to a local hard drive, open from that drive, save back to the drive, and then copy the file to its next destination. You can open from internal hard drives or external hard drives, but to avoid the risk of losing your work (or the entire image file) because of a problem reading from or writing to removable media, always copy to a local hard drive.

				Working with images

				Within Photoshop, you work with individual image files. Each image is recorded on the hard drive in a specific file format. Photoshop opens just about any current image file consisting of pixels as well as some file formats that do not. (File formats are discussed in Chapter 2.) Remember that to change a file’s format, you open the file in Photoshop and use the Save As command to create a new file. And, although theoretically not always necessary on the Mac, I suggest that you always include the file extension at the end of the filename. If Photoshop won’t open an image, it might be in a file format that Photoshop can’t read. It cannot, for example, open an Excel spreadsheet or a Microsoft Word DOC file because those aren’t image formats — and Photoshop is, as you know, an image-editing program. If you have a brand-new digital camera and Photoshop won’t open its Raw images, check for an update to the Adobe Camera Raw plug-in at

				www.adobe.com/products/photoshop/cameraraw.html

				You will find installation instructions for the update there. (Make sure to read and follow the installation instructions exactly.)

				Saving your files

				You must use the Save or Save As command to preserve changes to your images. And after you save and close an image, those changes are irreversible. When working with an important image, consider these three tips:

				Work on a copy of the image file. Unless you’re working with a digital photo in the Raw format (discussed in Chapter 7), make a copy of your image file as a backup before changing it in Photoshop. The backup ensures that should something go horribly wrong, you can start over. (You never actually change a Raw photo — Photoshop can’t rewrite the original file — so you’re always, in effect, working on a copy.)

				Open as a Smart Object. Rather than choosing FileOpen, make it a habit to choose FileOpen As Smart Object. When working with Smart Objects, you can scale or transform multiple times without continually degrading the image quality, and you can work with Smart Filters, too!

				Save your work as PSD, too. Especially if your image has layers, save it in Photoshop’s PSD file format (complete with all the layers) before using Save As to create a final copy in another format. If you don’t save a copy with layers, going back to make one little change can cost hours of work.

				If you attempt to close an image or quit Photoshop without saving your work first, you get a gentle reminder asking whether you want to save, close without saving, or cancel the close/quit (as shown in Figure 1-6).

				
				
					[image: 610787-fg0106.eps]
				

				
					Figure 1-6:  Photoshop reminds you if you haven’t saved changes to an image.

				

				Keyboard shortcuts

				Keyboard shortcuts are customizable in Photoshop (check out Chapter 3), but some of the basic shortcuts are the same as those you use in other programs. You open, copy, paste, save, close, and quit just as you do in Microsoft Word, your e-mail program, and just about any other software. I suggest that you keep these shortcuts unchanged, even if you do some other shortcut customization.

				Photoshop’s incredible selective Undo

				Here’s one major difference between Photoshop and other programs. Almost all programs have some form of Undo, enabling you to reverse the most recent command or action (or mistake). Like many programs, Photoshop uses the Ô+Z/Ctrl+Z shortcut for Undo/Redo and the Ô+Option+Z/Ctrl+Alt+Z shortcut for Step Backward, which allows you to undo a series of steps (but remember that you can change those shortcuts, as described in Chapter 3). Photoshop also has, however, a great feature that lets you partially undo.

				You can use Photoshop’s History Brush to partially undo just about any filter, adjustment, or tool by painting. You select the History Brush, choose a history state (a stage in the image development) to which you want to revert, and then paint over areas of the image that you want to change back to the earlier state.

				You can undo as far back in the editing process as you want, with a couple of limitations: The History panel (where you select the state to which you want to revert) holds only a limited number of history states. In the Photoshop PreferencesGeneral pane, you can specify how many states you want Photoshop to remember (to a maximum of 1,000). Keep in mind that storing lots of history states takes up computer memory that you might need for processing filters and adjustments. That can slow things down. The default of 20 history states is good for most projects, but when using painting tools or other procedures that involve lots of repetitive steps (such as touching up with the Dodge, Burn, or Clone Stamp tools), a larger number (perhaps as high as 60) is generally a better idea.

				The second limitation is pixel dimensions. If you make changes to the image’s actual size (in pixels) with the Crop tool or the Image Size or Canvas Size commands, you cannot revert to prior steps with the History Brush. You can choose as a source any history state that comes after the image’s pixel dimensions change but none that come before.

				Here’s one example of using the History Brush as a creative tool. You open a copy of a photograph in Photoshop. You edit as necessary. You use the Black and White adjustment on the image to make it appear to be grayscale. In the History panel, you click in the left column next to the step immediately prior to Black and White to designate that as the source state, the appearance of the image to which you want to revert. You select the History Brush and paint over specific areas of the image to return them to the original (color) appearance (see Figure 1-7). There you have it — a grayscale image with areas of color, compliments of the History Brush!
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				Figure 1-7:  Painting to undo with the History Brush.

				Installing Photoshop: Need to know

				If you haven’t yet installed Photoshop CS5 (or the Adobe Creative Suite), here are a few points to keep in mind:

				Install only into the default location. Photoshop is a resource-intensive program. Installing it into the default location ([harddrive]Applications on a Mac and C:\Program Files for Windows) ensures that it has access to the operating system and hardware as necessary. Installing into any other location or attempting to run Photoshop across a network can lead to frustrating problems and loss of work in progress.

				Disable all spyware and antivirus software before installing. Antivirus software can intercept certain installation procedures, deeming them to be hazardous to your computer’s health. That can lead to malfunctions, crashes, lost work, frustration, and what I like to call Computer Flying Across Room Syndrome. If you use antivirus software (and if you use Windows, you’d better!), turn it off before installing any program, especially one as complex as Photoshop. You might find the antivirus program’s icon in the Windows taskbar; or you might need to go to the Start menu, use All Programs to locate the antivirus software, and disable it. On Mac, check the Dock. And don’t forget to restart your antivirus software afterward! If you already installed Photoshop and antivirus software was running at the time, I urge you to uninstall and reinstall. (Reinsert the Photoshop CS5 DVD and launch the installer to use the built-in uninstall feature.)

				If you use auto-backup software, shut it down, too. It’s best not to run auto-backup software when installing software. Like antivirus software, it can also lead to problems by interfering with the installer.

				Connect to the Internet and activate right away. It’s also best to run the Photoshop installer while your computer is connected to the Internet. That enables Photoshop’s activation process to happen right away, making sure you can get started as soon as the installer finishes.

				[image: newfeature_cs5__4c.eps] Photoshop CS5 is 64-bit software (and 32-bit, too). On both Windows and Mac, Photoshop CS5 is a 64-bit program — if you have a 64-bit operating system. (Windows 7, Vista, and XP all offer 64-bit versions; the Mac OS became 64-bit with Snow Leopard, OS 10.6.) 64-bit software generally runs faster and can take advantage of much more RAM than 32-bit software. However, in a 64-bit operating system, Photoshop CS5 also installs a 32-bit version. On Windows, it’s Photoshop CS5 (x86). On the Mac, you can right-click on the Adobe Photoshop CS5 program icon (inside the ApplicationsAdobe Photoshop CS5 folder), select Get Info, and, in Photoshop’s Info box (shown in Figure 1-8), choose to run Photoshop as a 32-bit program the next time it starts up. Why might you want to run Photoshop as 32-bit software? You may have 32-bit plug-ins that won’t work with 64-bit Photoshop. Many third-party plug-ins (plug-ins purchased from companies other than Adobe) and even some Adobe plug-ins are not yet 64-bit capable. How do you know? Photoshop gives you a warning upon startup.

				If you have third-party plug-ins, install them elsewhere. Third-party plug-ins — those filters and other Photoshop add-ons that you buy from companies other than Adobe — can be installed into a folder outside the Photoshop folder. You can then make an alias (Mac) or shortcut (Windows) to that folder and drag the alias/shortcut to Photoshop’s Plug-Ins folder. (If you have a multibutton mouse, right-click the folder to create an alias/shortcut; Control+click if you’re using a one-button trackpad.) Why install outside the Photoshop folder? Should you ever need to (gasp!) reinstall Photoshop, you won’t need to reinstall all your third-party plug-ins. Just create a new alias/shortcut and move it into Photoshop’s new Plug-Ins folder. And don’t forget to go to the plug-ins’ Web sites to see if the manufacturers offer updates!
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				Figure 1-8:  32-bit plug-ins don’t load into 64-bit Photoshop CS5.

				If you have lots of plug-ins, create sets. Plug-ins require RAM (computer memory that Photoshop uses to process your editing commands). If you have lots of plug-ins, consider dividing them into groups according to how and when you use them. Sort (or install) them into separate folders. (Hint: Plug-ins that you use in many situations can be installed into multiple folders.) When you need to load a specific set, do so through the Photoshop PreferencesPlug-Ins pane by designating a second plug-ins folder and relaunching Photoshop.

				If you love fonts, use a font management utility. If you have hundreds of fonts (over the years, I’ve somehow managed to collect upward of 10,000 fonts), use a font-management utility to create sets of fonts according to style and activate only those sets that you need at any given time. Too many active fonts can choke the Photoshop type engine, slowing performance. The Mac OS has Font Book built right in, or you can use the excellent Suitcase Fusion 2 (Mac and Windows) from Extensis (www.extensis.com).
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				Knowing Just Enough about Digital Images

				In This Chapter

				Understanding digital images

				Discovering resolution

				Exploring the many file formats of Photoshop

				In the early days of photography, some less-advanced cultures viewed a photo with great suspicion and even fear. Was that an actual person, trapped in the paper? Did taking a photo steal a person’s soul? You know that a camera doesn’t trap anyone inside the paper — and you can be pretty sure about the stolen soul issue — but how much does the average shooter know about digital images? And how much do you need to know about digital images to work effectively in Photoshop?

				The answers to those two questions are “Not as much as he/she should” and “Not as much as you might fear.” In this chapter, I give you some basic information about how digital images exist in Photoshop, a real understanding of that critical term resolution, and an overview of the different ways that you can save your images. But most importantly, I help you understand the very nature of digital images by explaining the world of pixels.

				Welcome to the Philosophy Chapter!
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				What Exactly Is a Digital Image?

				Whether you take a picture with a digital camera or use a scanner to bring a photo (or other artwork) into Photoshop, you are digitizing the image. That is, digit not as in a finger or toe, but as in a number. Computers do everything — absolutely everything — by processing numbers, and the basic language of computers is binary code. Whether it’s a photo of a Tahitian sunset, a client’s name in a database, or the latest box score on the Internet, your computer works on it in binary code. In a nutshell, binary code uses a series of zeros and ones (that’s where the numbers part comes into play) to record information. 

				So what does binary code have to do with the wedding photos that you took this weekend or the masterpiece you must print for your thesis project? An image in Photoshop consists of tiny squares of color called pixels (pixel is short for picture element), as you can see in the close-up to the right in Figure 2-1. The computer records and processes each pixel in binary code. These pixels replicate a photo the same way that tiles in a mosaic reproduce a painting.
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					Figure 2-1:  That’s not really Hugo the Bulldog; it’s a bunch of tiny, colored squares.

				

				A tile in a mosaic isn’t face or sky or grass; rather, it’s beige or blue or green. The tiles individually have no relationship to the image as a whole; rather, they require an association with the surrounding tiles to give them purpose, to make them part of the picture. Without the rest of the tiles, a single tile has no meaning.

				Likewise, a single pixel in a digital image is simply a square of color. It doesn’t become a meaningful part of your digital image until it’s surrounded by other pixels of the same or different color, creating a unified whole — a comprehensible picture. How you manipulate those pixels, from the time you capture the image digitally until you output the image to paper or the Web, determines how successfully your pixels will represent your image, your artwork, your dream.

				The True Nature of Pixels

				Here are some basic truths about pixels that you really need to know. Although reading this section probably can’t improve your love life, let you speak with ghosts, or give you the winning lottery number, it can help you understand what’s happening to your image as you work with it in Photoshop.

				Each pixel is independent. You might think that you see a car or a circle or a tree or Uncle Bob in an image, but the image is actually only a bunch of little colored squares. Although you can read about various ways to work with groups of pixels throughout this book, each pixel exists unto itself.

				Each pixel is square (except on TV). Really! Each pixel in a digital image is square except when you’re creating images for television, which uses nonsquare pixels. It’s important that you understand the squareness of pixels because you sometimes have to deal with those pointy little corners.

				Each pixel can be exactly one color. That color can change as you edit or alter the image, but each pixel consists entirely of a single color — there’s no such thing as a two-tone pixel. Figure 2-2, at 3,200 percent zoom, shows each pixel distinctly.

				[image: 610787-fg0202.eps]

				Figure 2-2:  Each pixel is monotone, containing a single color throughout the pixel.

				Smaller is better (generally speaking). The smaller each pixel, the better the detail in an image. (However, when you are preparing images for the Web, you need smaller images that invariably have less detail.) If you capture an image of a house with a cellphone camera and capture the same shot with a professional DSLR (digital single-lens reflex camera — you know, one of the big professional cameras with interchangeable lenses) that captures six or seven or fifteen times as many pixels, it’s pretty obvious which image has better detail. Take a look at Figure 2-3, which illustrates how lots more smaller pixels present a better image than do fewer-and-larger pixels.

				 Smaller pixels also help hide those nasty corners of pixels that are sometimes visible along curves and diagonal lines. When the corners of pixels are noticeable and degrade the image, you call it a bad case of the jaggies.

				[image: 610787-fg0203.eps]

				Figure 2-3:  More pixels (top) means better detail. Note the zoom factors in the lower-left of each shot.

				[image: tip_4c.eps] Keep in mind that the size at which an image can be printed — and still look good — depends on the number of pixels available. Sure, these days every digital camera seems to capture at least 10 megapixels, which is fine for 8 x 10 prints and perhaps even as large as 16 x 20 inches. But what about those cellphone shots? How about when your 10 megapixel pocket camera doesn’t have a long enough zoom to capture little Tommy’s exploits on the soccer field up close? That’s when you might need to crop and resample the image to increase the number of pixels. Resampling is discussed later in this chapter.

				Pixels are aligned in a raster. The term raster appears regularly when you discuss images created from pixels. Raster, in this case, refers to the nice orderly rows and columns in which pixels appear. Each image has a certain number of rows of pixels, and each row is a certain number of pixels wide — the columns. Within the raster, the pixels perfectly align side to side and top to bottom.

				Every picture created with pixels is rectangular. Some images might appear to be round, or star-shaped, or missing a hole from the middle, but they aren’t unless you print them out and grab your scissors. The image file itself is rectangular, even if it appears round. There are actually pixels in those seemingly empty areas; the pixels are, however, transparent.

				How Many Pixels Can Dance on the Head of a Pin?

				You hear the term resolution a lot when working with digital images. Digital cameras have so-many megapixels of resolution; inkjet printers have so-much by so-much resolution; to work in Photoshop CS5, your monitor must have a resolution of at least 1,024 x 768 pixels; when printing your images, you must use 300 pixels per inch (ppi) as your resolution (wrong!), but your Web images must have a resolution of 72 ppi (again wrong!); and don’t forget your New Year’s resolution!

				Resolution revelations

				In this wonderful world of digital imaging, you see resolution used in four basic ways:

				Image resolution: Image resolution is the size of your image’s individual pixels when you print. I go into greater detail about this concept in the upcoming section, “Picking an image resolution.”

				Camera resolution: Digital cameras capture each image in a specific number of pixels. Check your camera’s user guide or open one of the images in Photoshop and choose ImageImage Size. Take a look at the number of pixels that your camera records for the width and for the height. Multiply the numbers together, divide by one million, and round off the result. (If you’re in the camera maker’s marketing department, make sure that you round up.) That’s the megapixel (MP) rating for the camera. Use it as a general guideline when shopping. If you’re still working with a camera that captures only 6 megapixels, you might want to consider upgrading to more fully take advantage of Photoshop’s capabilities.

				Monitor resolution: Monitor resolution determines how many pixels are visible on-screen. Whether you use a Mac or a PC, you set the monitor resolution at the system level (as shown in Figure 2-4). When you use a higher monitor resolution, you get a larger workspace, but each pixel is smaller, which might make some jobs tougher. Experiment to find a monitor resolution that works just right for you.
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				Figure 2-4:  Set a Mac’s resolution through the System Preferences (left), a PC’s resolution through the Control Panel (right).

				• Mac: Click the Apple menu in the upper-left corner of the screen and choose System Preferences. Then click Displays. (Some Apple monitors have a button on the bezel that automatically opens the window for you.)

				• Windows 7: Go to Control PanelHardware and Sound, and then click on Adjust screen resolution.

				Printer resolution: Unlike the three preceding terms, printer resolution doesn’t involve pixels. Rather, a printer resolution tells you how many tiny droplets of ink are sprayed on the paper. Remember that it takes several droplets to reproduce a single image pixel — you certainly don’t need an image resolution anywhere close to the printer’s resolution! (See the following section for more on this.)

				Resolving image resolution

				Image resolution is nothing more than an instruction to a printing device about how large to reproduce each pixel. On-screen, when working in Photoshop, your image has no resolution at all. An image that’s 3,000 pixels wide and 2,400 pixels tall looks and acts exactly the same in Photoshop whether you have the image resolution at 300 ppi or 72 ppi. Same number of pixels, right? (The one real exception to this rule is type — text is usually measured in points in Photoshop, and that measurement is directly tied to the print size of your document. Type and text are discussed in Chapter 13.)

				[image: remember_4c.eps] You can always check — or change — a picture’s resolution by choosing Photoshop ImageImage Size. The Image Size dialog box (which you can see in Figure 2-5) has two separate but related sets of information about your image. At the top, you see information about the actual image itself, in the Pixel Dimensions area. Below, in the Document Size area, you see instructions for a printing device — that “size” pertains only to printing and has no impact on what you do in Photoshop.
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				Figure 2-5:  At the top, real information about your image. Below, merely printing instructions.

				[image: tip_4c.eps] You’ll find it very handy to change the pixel dimensions and the print size at the same time in the Image Size dialog box. And, much to the delight of math-challenged folks, the Image Size feature does most of the calculations. For example, with the Constrain Proportions option selected, you enter a new Width and Photoshop calculates the new Height automatically!

				Changing the size of your artwork with the Image Size command

				You have a number of ways to change the size of your photos and other art. In Chapter 4, I introduce you to cropping (chopping off part of the artwork to make it fit a certain size or to improve its overall appearance and impact). You can use Photoshop’s Image Size command to change the image dimensions or printing instructions without altering the composition, which is the visual arrangement of the image or artwork. All the content of the original image is there, just at a different size. Of course, as you can see in Figure 2-6, if you reduce the size of an image too much, some of that original content can become virtually unrecognizable.

				[image: 610787-fg0206.eps]

				Figure 2-6:  As the zoomed-in smaller image shows, you can reduce an image too much.

				If you know the specific pixel dimensions that you need for the final image — say for a Web page — you can simply type a new number in one of the upper fields in the Image Size dialog box and click OK. In most cases, you select all three check boxes at the bottom of the dialog box, enter your desired print width or height (letting Photoshop calculate the other dimension), enter your desired print resolution, and click OK. Of course, you probably want a little more control over the process, don’t you? Figure 2-7 gives you a closer look at the Image Size dialog box.
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					Figure 2-7:  Your choices can have a substantial impact on the appearance of your final image.

				

				In the lower part of the Image Size dialog box, you have three decisions to make. The first is rather easy: If you’re resizing an image that uses layer styles (see Chapter 12), you want to select the Scale Styles check box to preserve the image’s appearance as it shrinks or grows. In a nutshell, layer styles (such as shadows, glows, and bevels) are applied to a layer at a specific size. You can scale the image without changing those sizes, or you can scale the image and change the style sizes proportionally. Not scaling layer styles can dramatically alter the appearance of a resized image, as you can see in Figure 2-8. A slight bevel combined with a small drop shadow produces a subtle 3D effect in the original (upper) image. Below, when the image is scaled down to 1/4 the original size without scaling the effects, your chips change to chumps, and the artwork is ruined.
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				Figure 2-8:  Scaling an image without scaling its layer styles can ruin your image.

				The middle check box, Constrain Proportions, should almost always remain selected. Some exceptions might come up, but you normally want to preserve an image’s aspect ratio (the relationship between height and width) when resizing to prevent distorting the image. Figure 2-9 shows you what can happen when you scale one dimension without constraining the image’s proportions.
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					Figure 2-9:  Resizing an image without constraining proportions. Interesting, yes, but useful?

				

				
				
				
				The third check box, Resample Image, is the one that most often requires the attention of that gray matter within your skull. Not only do you need to decide whether you want to resample the image (change its pixel dimensions), but you also need to decide how you want to resample. Refer to Figure 2-7 to see that you have five different ways to calculate the change (called resampling algorithms).

				Before I talk about those choices, let me explain what happens when the Resample Image box is left deselected. The top portion of the Image Size dialog box becomes unavailable — you can no longer make changes in the Pixel Dimension fields (as you see in Figure 2-10). The information is there, but it won’t change. When you clear the Resample Image check box, you protect the original pixels, preventing any change to the image itself.

				
				
					[image: 610787-fg0210.eps]
				

				
					Figure 2-10:  Clear the Resample Image check box to change print size, not pixel dimensions.

				

				
				So what’s left? When using Image Size without resampling, you’re simply changing the instructions recorded in the image for your printing device. When you enter one dimension, either width or height, Photoshop does the math and fills in both the other dimension and the new resolution.

				[image: remember_4c.eps] Take a look at Figure 2-11. I cleared the Resample Image check box and entered 10 and inches for my new print width in order to print this image to a letter-size (8.5 x 11 inches) sheet of paper. Photoshop fills in the new height (6.667 inches) and a new resolution (307.2 ppi). But what if I want an 8 x 10 print? If I enter 8 and inches for the height, Photoshop recalculates the width to 12 inches and enters a resolution of 256 ppi. If I want a true 8 x 10, I have to crop some of the image because most digital photos have a different aspect ratio than an 8 x 10. (You can read more about that in Chapter 4.)
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					Figure 2-11:  Enter a value, and Photoshop recalculates the fields automatically.

				


				To resample or to crop: That is the question

				To better understand the difference between resampling an image and cropping an image, consider this situation:

				1. A painter paints a picture. He or she paints it at whatever size he or she thinks is appropriate. (Or, perhaps, on the only piece of canvas he or she can afford on that particular day.)

				2. A patron likes the artwork, but the painting is too large for the frame that works best with the dining room table. Yeah, patrons can be like that, can’t they?

				3. The patron asks the artist to make the painting fit the frame.

				4. The artist decides between cropping and resampling. He or she can grab a pair of scissors and cut off some of the painting (cropping), or painstakingly re-create the painting from scratch at a smaller size. Thankfully, Photoshop does the “repainting” for you, using Image Size with its resampling algorithms.

				5. The artist charges the patron for the extra work. (Don’t forget this final, crucial step!)


				[image: 610787-sb0201.eps]

				Cropping cuts away part of the image to meet a target size. Resampling retains all the image but shrinks or enlarges it to meet the target size.

				

				Okay then, back to the subject of resampling! When you resample an image (change the pixel dimensions), Photoshop takes the image and maps it to the new size, attempting to preserve the image’s appearance as much as possible at the new size, using the new number of pixels. Of course, if you take an image that’s more than 3,000 pixels wide and resample it to 300 pixels wide, you’re going to lose some of the detail. (Remember what happened to the photo of the Alpine village earlier in this chapter in Figure 2-6!)

				Choosing a resampling method

				After you decide to change the pixel dimensions of your image via the Image Size command, you need to select one of the five resampling algorithms (take another peek at Figure 2-7). Table 2-1 sums up my advice on choosing the right one.

				[image: tip_4c.eps] If you’ll be resizing a number of images in the same way, either upsampling or downsampling, open Photoshop’s PreferencesGeneral and select the optimal resampling method in the Image Interpolation menu. That algorithm then becomes the default in Image Size, saving you the trouble of changing the algorithm each time.

				[image: remember_4c.eps] Keep in mind that the resampling method that you select in the Preferences is also used for the EditTransform commands, which you use to scale, rotate, and otherwise alter individual elements within your artwork. (You can read about the Transform commands in Chapter 10.)

				
					
						
								
								Table 2-1 Selecting a Resampling Algorithm

							
						

						
								
								Algorithm Name

							
								
								Use It For

							
								
								Results

							
						

						
								
								Nearest Neighbor

							
								
								Artwork containing large areas of solid color like a pie chart or a simple logo; avoid using with photos

							
								
								Maintains pixel color

							
						

						
								
								Bilinear

							
								
								Artwork having horizontal and vertical lines and blocks of color, such as Web page buttons; avoid using with photos

							
								
								Maintains the sharpness of your edges

							
						

						
								
								Bicubic

							
								
								General-purpose resampling for minor changes in image size

							
								
								Calculates the average of surrounding pixels when generating a new pixel

							
						

						
								
								Bicubic Smoother

							
								
								Increasing the size of photographic images or artwork with gradients and gradual shifts in color

							
								
								Gives the most pleasing result when increasing the number of pixels (upsampling)

							
						

						
								
								Bicubic Sharper

							
								
								For reducing the number of pixels in a photo (downsampling), also can be used when upsampling beyond 200% 

							
								
								Maintains the crispness of your image

							
						

					
				


				Introduced with Photoshop CS4 is the EditContent-Aware Scale command. Designed to be used when an image needs to be resampled to a new aspect ratio but can’t be cropped, it tries (very hard) to keep the subject of the photo undistorted while stretching or shrinking the background. Here’s how to use it:

				1. Open an image or make a selection. Make a selection if you need to scale only part of an image. If you need to resize the entire image, don’t make any selection.

				2. Convert the Background layer. If your image has a layer named Background, double-click the layer name in the Layers palette and rename the layer. You can’t use Context-Aware Scale on a flattened image.

				3. ImageCanvas Size. If increasing the pixel dimensions, resize the canvas as required. If you’re reducing the size of the image, skip this step.

				4. EditContent-Aware Scale. Drag the anchor points in the center of the four sides of the bounding box to resize to fill the new canvas, and then press Return/Enter. Hold down the Option/Alt key to scale from the center. If you’re resizing an image of one or more people, click the button to the right in the Options bar to protect skin tones.

				5. Flatten (optional). If desired, use the LayerFlatten Image command.


				[image: 610787-sb0202.eps]

				In this example, the original image is to the left. In the middle, the image has been resampled from 6.67 x 10 inches to 8 x 10 inches using Image Size (with Constrain Proportions deselected). To the right, Content-Aware Scale does a much better job — in this particular case — of scaling the image while minimizing distortion of the subject.

				Is Content-Aware Scale a substitute for properly composing in-camera before shooting? Absolutely not! Is it preferable to cropping to a new aspect ratio? Rarely. Is it an incredibly powerful tool for certain difficult challenges? Now we’re talking!

				

				Picking an image resolution

				After you have the concept of resampling under your belt, how do you know what size you should be resampling to? How many pixels do you need? Here are your general guidelines:

				Photos for your inkjet printer: Inkjet printers are stochastic printing devices: That is, they use a series of droplets to replicate each pixel in your image, as shown in Figure 2-12. In theory, the optimal image resolution is 1/3 of the printer’s rated resolution. For example, for a 1,440 ppi printer, the formula calls for an image resolution of 480 ppi (and that goes for the 2,880 x 1,440 printers, too). However, most folks find that regardless of the printer’s rating, they never need an image resolution higher than 300 ppi.

				
					[image: 610787-fg0212.eps]
				

				
					Figure 2-12:  The close-up to the left shows inkjet printer droplets and to the right, pixels.

				

				[image: tip_4c.eps] If you’re printing something that will only be viewed at a distance, such as a banner to be hung above the crowd or a poster that hangs on a wall, you can print at a substantially lower resolution to save ink and print faster. Banners, for example, can often be printed with a resolution of 100 ppi.

				Web images: Ignore resolution. Ignore the entire Document Size area of the Image Size dialog box. Consider only the image’s pixel dimensions. Determine what area of the Web page the image will occupy and then resize to exactly those pixel dimensions.

				Page layout programs and commercial printing: If your image is to be placed into a page layout program’s document and sent to a commercial printing facility, you need to know the line screen frequency (the resolution, so to speak) of the printing press on which the job will be run. Ask the print shop or the person handling the page layout. Your image resolution should be either exactly 1.5 times or exactly twice the line screen frequency. (You shouldn’t notice any difference in the final printed product with either resolution.)

				PowerPoint presentations and word processing documents: Generally speaking, 72 ppi is appropriate for images that you place into a presentation or Word document. You should resize to the exact dimensions of the area on the page or slide that the image fills.

				File Formats: Which Do You Need?

				After working with your image in Photoshop, you need to save the changes. Choosing FileSave updates the current file on your hard drive, maintaining the current file format when possible. If you added a feature to the file that isn’t supported by the original file format, Photoshop automatically opens the Save As dialog box and shows you which features are not supported by the selected file format. In Figure 2-13, the lower part of the Save As dialog box shows you the yellow warning triangles that identify options being used in the image that are not available when saving as a JPEG.

				You can go ahead and save the image in that format, but your file will no longer contain those unsupported features. In the example shown in Figure 2-13, I can click the Save button and create a JPEG file, but that JPEG won’t have the alpha channel (a saved selection) or the spot channel (a custom printing color); and it will be flattened to a single layer. If I want to retain those features in the file, I need to choose a different file format, such as Photoshop’s own PSD format. (Read more about alpha channels in Chapter 8 and about spot channels in Chapter 6.)
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					Figure 2-13:  Photoshop shows you which image features are not available in your selected file format.

				

				
				
				[image: tip_4c.eps] No matter which of the file formats you choose, if you add layers, type, adjustment layers, channels, or paths to your image, keep the original as an unflattened/unmerged (all the layers are preserved) Photoshop (PSD) or layered TIFF file. In the future, should you ever need to make changes to the image or duplicate an effect in the image, you won’t need to start from scratch.

				Formats for digital photos

				If you print your images yourself at home or the office, you can stick with the original format or use the PSD Photoshop format. If you send the photos to the local camera shop (or discount store) for printing, stick with JPEG — or, if they accept it, TIFF. Here are the pros and cons of the major formats that you should consider for photos:

				PSD: Photoshop’s native file format is great for saving your images with the most flexibility. Because the PSD format supports all of Photoshop’s features, you don’t need to flatten your images — and keeping your layers lets you make changes later. If your file size is very large (400MB or larger), make a TIFF or JPEG copy before printing, flattening all the layers. Don’t send PSD files to the local shop for prints.

				TIFF: Although the TIFF file format (as you use it in Photoshop) can save your layers and most other Photoshop features, make sure to choose LayersFlatten Image before sending files out for printing. Layered TIFF files generally are compatible only with programs in the Creative Suite. If you don’t flatten the image prior to saving as TIFF or if you elect to include layers when saving as TIFF, Photoshop presents you with a gentle reminder, as shown in Figure 2-14.

				
					[image: 610787-fg0214.eps]
				

				
					Figure 2-14:  Flatten layers before saving a TIFF for use in other programs.

				

				JPG: JPEG, as it’s called, is actually a file compression scheme rather than a file format, but that’s not important. What is important is that JPEG throws away some of your image data when it saves the file. Save important images in PSD or TIFF and use JPEG only for copies. When should you use JPEG? When sending images to a photo lab that doesn’t accept TIFF files and when sending images (perhaps by e-mail or on CD) to people who don’t have Photoshop. Unlike PSD and TIFF, you can open JPEG images in a Web browser and print from there — and so can Granny, and Cousin Jim, and that overseas soldier you adopted. When saving JPEGs, the lower the Quality setting you choose in the JPEG Options dialog box, the smaller the file but also the more damage to the image. I discuss saving as JPEG in more detail in the sidebar, “Resaving images in the JPEG format.”

				PDF: It’s easy to overlook Adobe’s PDF format when talking about photos, but you should consider using this format. Although the local photo lab probably won’t accept it, it’s a great format for sharing your pictures with folks who don’t have Photoshop. Unlike JPEG, your images won’t be degraded when saving as PDF; and like JPEG, just about anyone with a computer can view the files. (Either Adobe Reader or the Mac’s Preview, which you can also use with PDFs, is found on just about every computer now, just like Web browsers for JPEG.) Keep in mind, however, that PDF files are larger than JPEGs.

				Large Document Format (PSB): Really, really, really big pictures — over 30,000 pixels wide or long or both — need to be saved in the PSB file format. Will you ever need this format? Consider that 30,000 pixels at a photo-quality resolution of 300 ppi is 100 inches long. At a resolution of 85 ppi, more appropriate for a long banner to hang in a hallway, you’re talking about artwork that stretches almost 30 feet! Can your printer do that? If not, you probably don’t need the PSB file format.

				You could theoretically use a number of other available formats, such as DCS, PNG, and Photoshop Raw, but there’s no real need with the more common and more versatile formats about which you just read.

				[image: newfeature_cs5__4c.eps] The JPEG file format doesn’t support 16-bit color, but even when working with a 16-bit image (perhaps a Raw image from your digital camera), JPEG is available as a file format in Photoshop CS5’s Save As dialog box. The image will automatically be converted to 8-bit color when saving as JPEG. It’s more convenient — saving you a trip to the ImageMode menu to select 8-Bits/Channel — but the JPEG is an 8-bit version of the original image, which you probably want to first save in a format that supports 16-bit color, such as PSD or TIFF.

				Formats for Web graphics

				Generally speaking, you use Photoshop’s Save for Web & Devices command rather than Save As to generate copies of your images for use on a Web site or for use with cellphones, PDAs, and other such devices. Here are the three file formats that you need for the Web:

				JPG: Use JPEG for photos. Remember to resize the photo so that it fits on a Web page. When selecting a Quality setting, you need to balance image appearance with file size. A smaller file downloads (and displays in a Web browser) faster, but a larger file generally looks better. If you reduce the Quality setting until just before the image doesn’t look great, you’ve hit the sweet spot — the compromise between file size and image quality.

				GIF: GIF is more appropriate for items like Web buttons and banners (such as those shown in Figure 2-15) than it is for photos. If you save a photo that’s more than perhaps 100 x 100 pixels in size, you might see some degradation of the image quality as similar colors become one color. When you save an image as GIF, it can contain no more than 256 distinct colors. JPEG and the other common file formats can have thousands of different colors.
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					Figure 2-15:  Use GIF for Web interface items.

				

				
				
				PNG: PNG comes in two types: PNG-8 (which is a substitute for GIF) and PNG-24 (which is a substitute for JPEG). PNG has a couple of advantages for Web designers, such as support for transparency, but not all Web browsers can display PNG graphics. Generally speaking, it’s safer to use JPEG and GIF.

				Formats for commercial printing

				You’re the Photoshop master of your office. Everyone knows that you understand everything about digital images. So you’re the right person to create the company’s new brochure. Except you’re a photographer. Or you’re a Web designer. Or you’re actually pretty new to Photoshop. And you don’t have a clue about preparing images for a commercial printing press.

				Here’s what you need to know about file formats for those CMYK (cyan/magenta/yellow/black) color images that you’re sending to the print shop:

				TIFF: TIFF is generally a solid choice. Use TIFF for photographic images that don’t contain any type layers.

				EPS: Choose EPS if your image has type. Don’t flatten or merge the type layers before using Save As to create the EPS. In the EPS options, make sure to select the Include Vector Data check box to ensure that your type prints perfectly.

				[image: warning_4c.eps] If you reopen an EPS file in Photoshop, your type layers get merged. Don’t! Instead, make sure to save your original file as PSD and, should you need to make changes, open the PSD and create a new EPS file when you’re done editing.

				PDF: PDF offers the same disadvantage (don’t reopen in Photoshop) as the EPS file format. But it also offers support for spot color channels, alpha channels, and paths — options not supported by EPS. (Spot channels are used with custom colors, and alpha channels store information about transparency in the image.) If your file uses any of these features, choose PDF over EPS, if your print shop accepts PDFs.

				[image: warning_4c.eps] When saving as PDF, the PDF Options dialog box offers you Preserve Photoshop Editing Capabilities. If you select the option, the PDF file will reopen in Photoshop CS5 with layers and editable type. However, this option isn’t compatible with Photoshop CS and earlier, and it can cause problems in a page layout program other than InDesign.

				PSD: Use PSD only if you’re adding the image file to a project in Adobe InDesign. Don’t send PSD files to a print shop unless specifically requested to do so by the print shop.

				DCS: DCS 2.0 is a variation of the EPS file format that supports spot color channels and alpha channels. Use it primarily with QuarkXPress.

				Formats for PowerPoint and Word

				If the final destination of your image is PowerPoint or Word, use the PNG file format. If your image has areas of transparency in it, PNG is definitely the way to go. (Read about the two types of PNG files in “Formats for Web graphics,” earlier in this chapter.)

				And what about all that neat clip art that you have on your hard drive? How do you use those images when Photoshop won’t open the vector-based WMF and EMF clip art files? Here’s how you get clip art into Photoshop, quick and easy:

				 1. Open a new document in Word (or a comparable word processing program).

				 2. Add the clip art.

				 In Word, choose InsertPictureClip Art (or your word processor’s comparable command). Click directly on the artwork and drag the lower-right corner to resize it to the dimensions that you need in Photoshop. (The artwork comes into Photoshop at 300 ppi.)

				 3. Choose EditCopy.

				 This copies the image to the Clipboard (the computer’s memory) in Word.

				 4. Switch to your Photoshop document.

				 5. Choose EditPaste.

				 You have your clip art, ready to use in Photoshop! Use the EditTransform commands to scale, rotate, and otherwise fit the clip art into your design. (See Figure 2-16.)

				
				
					[image: 610787-fg0216.eps]
				

				
					Figure 2-16:  Copy vector artwork from Word and paste into Photoshop.

				


				Resaving images in the JPEG format

				JPEG uses a lossy compression scheme: That is, as part of the compression process, it actually permanently throws away some data when you save your image. The lower the Quality setting, the more image degradation occurs. Take a look at the figure here. The original image is on the left. In the middle is the same image saved in JPEG format with medium quality and then on the right with low quality. Take a look at the inset on the eye (400% zoom). See what I mean by degradation?

				If you save by using JPEG a second time, even more data is thrown away. Every time you save, your image quality suffers. Yes, indeed, you might sometimes need to open a JPEG image, make some changes, and save as JPEG again (perhaps for the Web, perhaps to share with non-Photoshop friends and family). To minimize damage to the image, either use the highest setting (12) for the Quality setting or (if you know it) the exact same setting used last in Photoshop.
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				Taking the Chef’s Tour of Your Photoshop Kitchen

				In This Chapter

				Understanding the general guidelines for working in Photoshop

				Working more efficiently with customization

				Determining your preferences and color settings

				Troubleshooting Photoshop

				I know you’re hungry to dive right in and start mixing up some masterpieces, but before you fire up the stove, look around the Photoshop kitchen. Get to know your spoons from your ladles, your pots from your pans, figure out how to turn on the blender . . . that sort of thing.

				In this chapter, rather than going through all the Photoshop menus, panels, and tools (which would take several hundred very boring pages), I show you some basic operational concepts. (But don’t worry — you can read about how to use specific commands and tools throughout the book, in the chapters most appropriate for them.) Here you discover such things as how to spot which menu commands have dialog boxes, what the little symbol in the upper-right corner of a panel does, and which tools don’t use the Options bar. You also read about customizing your Photoshop environment for faster and more efficient work. Next I show you how to set up Photoshop’s Preferences and Color Settings. And to wrap up the chapter — perhaps the most important section in this entire book — I explain what to do when Photoshop doesn’t seem to be working properly.

					
				[image: 610787-co03.tif]
			

				Food for Thought: How Things Work

				A good understanding of certain fundamental operations and features in Photoshop provides you with the background that you need in order to follow the recipes or get creative and whip up some delicious artwork.

				[image: tip_4c.eps] And don’t forget about Photoshop’s Tool Tips. If you don’t know what something or some option does, park your cursor over it for a couple of seconds, and Photoshop provides its information in a little box.

				Ordering from the menus

				When you’re working in Photoshop, you see a horizontal list of menus spread across the very top (Mac) or near the top (Windows) of the screen: File, Edit, Image, Layer, Select, Filter, View, Window, and Help. (If you also see the Analysis and 3D menus, you have Photoshop CS5 Extended.) On the Mac, the program also has a menu named Photoshop, just to the left of the File menu.

				As with most programs, you click the name of a menu to reveal its commands. For both Mac and Windows, you can click and hold down the mouse button until you’re over the command you want; or, you can click and release, move the cursor, and then click again. Some commands, such as Crop and Reveal All, are executed immediately after you choose them. When a command name in the menu is followed by an ellipsis (. . .) — the Image Size command shown in Figure 3-1, for example — you know that a dialog box will open so that you can input variables and make decisions. A triangle to the right of a command name, such as that which you see next to Image Rotation, indicates a submenu. If you click the command name, another menu appears to the right. The cryptic set of symbols to the right of the Image Size command is the keyboard shortcut for opening the command’s dialog box. (I show you how to assign keyboard shortcuts later, in the section “Sugar and spice, shortcuts are nice.”)
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					Figure 3-1:  Some commands have submenus, and some have dialog boxes.

				

				As you read in the upcoming section, “Clearing the table: Custom workspaces,” Photoshop menus are customizable — you don’t have to see commands that you never use. You can also color-code your menu commands, making it easier to spot those that you need regularly.

				When a specific command appears grayed out in the menu (in gray type rather than black), that command isn’t available. Some commands, such as Reveal All in Figure 3-1, are available only under specific circumstances, such as part of the image being hidden with the Crop tool. When working with Photoshop’s creative filters, you’ll find that many aren’t available unless you’re working with an 8-bit RGB (red/green/blue) image. (Color modes and bit depth are discussed in Chapter 6; filters are explored in Chapter 15.)

				Your platter full of panels

				Photoshop, like the other programs of the Adobe Creative Suite, uses floating panels. The panels, many of which you see along the right edge of your screen, usually appear on top of (float over) your image window. (As you drag panels around to customize your workspace, you’ll find that panels can hide other panels.) The Options bar across the top of the work area and the Toolbox (technically, it’s called the Tools panel) along the left edge of the screen are also panels.

				Panels contain Photoshop features that you might need to access regularly enough that using a menu command is inconvenient. (I can’t imagine having to mouse to a menu command every time I want to change tools or select a specific layer!) You don’t always need to have your panels visible. In Photoshop, press the Tab key to hide all the panels or press Shift+Tab to hide all but the Toolbox and the Options bar. With fewer panels visible, you provide more room for your image. You can selectively hide and show panels via the Window menu.

				Photoshop uses expanding/collapsing panel docks. As shown to the right in Figure 3-2, clicking the double-arrow button at the top of a stack of panels collapses that stack to a tidy group of icons. The Color, Adjustments, and Layers panels are fully visible. The Swatches, Styles, Masks, Channels, and Paths panels — “nested” with the three visible panels — can be made visible by clicking on the panel tab. The collapsed Navigator, Histogram, and Info panels all together occupy only a tiny fraction of the screen, those three buttons to the left of the Color panel. In Photoshop’s Preferences (discussed later in this chapter), you can even elect to have each docked palette automatically collapse when you’re done working with it.

				By clicking and dragging a panel’s tab when the panel isn’t collapsed, you can move it to another grouping or pull it out of its grouping and away from the edge of the screen. You might, for example, want to drag the Clone Source panel away from its buddies to make it more easily accessible while performing a complex clone operation. (The Clone Source panel is used with the Clone Stamp tool. You can specify up to five different source locations and easily switch among them.)

				[image: 610787-fg0302.tif]

				Figure 3-2:  Nesting and collapsing panels open up the work area.

				Many of the panels are resizable. Like an image window, you drag the lower-right corner of the panel to expand or contract it. Almost all the Photoshop panels have a panel menu from which you select various options. (The Toolbox and Options bar don’t have menus.) You open the panel menu by clicking the small button in the upper-right corner of the panel, as shown in Figure 3-3. The panel menu contains such options as thumbnail size (for example, the Layers, Channels, and Paths panels); how to display items in the panel (Swatches, Styles, and Brush among others); or even the size and content of the panel (Info and Histogram).

				
				
					[image: 610787-fg0303.eps]
				

				
					Figure 3-3:  Access a panel’s menu by clicking the button below the double-arrow. (Clicking the double-arrow expands or collapses the panel group).

				

				[image: tip_4c.eps] You might have noticed in Figure 3-2 that the Photoshop Toolbox is one tall skinny column along the left edge of the screen to free up even more workspace. If you prefer a shorter, squatter two-column Toolbox, click the Expand/Collapse button (the double arrow) at the top of the column.

				The content of some panels changes automatically as you work with your image. Add a layer, and the Layers panel shows a new layer. Save a selection, and the Channels panel shows a new alpha channel. If you drag a shape tool, the Layers panel gets a new layer, and the Paths panel shows the layer’s vector mask. You control some other panels by loading and deleting content through the panel menus or with the EditPreset Manager command. Use the Preset Manager (as shown in Figure 3-4) to save sets of your custom bits and pieces as well as to load and delete items from the panels.
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					Figure 3-4:  Use the Preset Manager to control the content of a number of panels.

				

				In addition to the content of the Brush, Swatches, Styles, and Tool Presets panels, you use the Preset Manager with a number of pickers. Pickers are sort of mini-panels, available only with certain tools or features. The Gradient and Custom Shape pickers are accessed through the Options bar when those tools are in use. The Pattern picker is found in the Fill dialog box, the Layer Style dialog box, and (with some tools) in the Options bar. The Contour picker is used with six of the effects in the Layer Style dialog box.

				[image: tip_4c.eps] When you create custom layer styles, brushes, gradients, and the like, use the Preset Manager to protect your work. Create sets of the items and save those sets with the Preset Manager. Then remember to save copies of the sets someplace on your hard drive outside the Photoshop folder so that you don’t accidentally delete them if you ever (oh, no!) have to reinstall Photoshop. Remember that new content of your panels is stored only in Photoshop’s Preferences file (introduced later in this chapter) until you create and save sets.

				The tools of your trade

				You control the behavior of Photoshop’s tools through the Options bar. With the exception of a few path-related tools (Direct Selection, Add Anchor Point, Delete Anchor Point, and Convert Point), every tool in Photoshop has options. The Options bar changes as you switch tools. In some cases, the Options bar changes while you work with the tool. In the case of the Crop tool, as shown in Figure 3-5, you have one set of options before you drag the tool and another set after establishing the bounding box.

				[image: 610787-fg0305.eps]

				Figure 3-5:  The Options bar changes when you have an active crop marquee.

				The behavior of some tools changes when you add one or more modifier keys (Ô, Shift, and Option for the Mac; Ctrl, Shift, and Alt for Windows). As an example of how modifier keys can affect tool behavior, consider the Rectangular Marquee and Elliptical Marquee tools:

				Hold down the Shift key while dragging. Normally the marquee selection tools are freeform — you drag however you like. When you hold down the Shift key while dragging, on the other hand, you constrain the proportions of the selection to a square or circle (rather than a rectangle or ellipse).

				Hold down the Option/Alt key while dragging. When you hold down the Option/Alt key while dragging a marquee selection tool, the selection is centered on the point where you first clicked. Rather than being a corner of a selection, that starting point is the center of the selection.

				Hold down the Shift and Option/Alt keys while dragging. You can select from the center while constraining proportions by using the Shift and Option/Alt keys together.

				Use the Shift key to add to an existing selection. If you already have an active selection in your image, Shift+dragging a selection tool adds to that selection. (Press Shift before you click and drag.)

				Use the Option/Alt key to subtract from an existing selection. When you have an existing selection and you hold down the Option/Alt key, you can drag to subtract from the selection. Note in Figure 3-6 that the selection tool’s cursor shows a small minus sign when subtracting from a selection.
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				Figure 3-6:  Use the Option/Alt key with a selection tool to subtract from a selection.

			

				“Double-clutch” with the Shift or Option/Alt key. You can even constrain proportions or select from the center and add to or subtract from a selection. Press the Shift key (to add to the existing selection) or the Option/Alt key (to subtract from the existing selection). Click and start dragging the marquee selection tool. While continuing to hold down the mouse button, release the modifier key and press and hold Shift (to constrain proportions), Option/Alt (to center the selection), or both; then continue to drag your selection tool. You might want to use this technique, for example, when creating a donut-shaped selection. Drag the initial circular selection and then subtract a smaller circular selection from the center of the initial circle.

				Don’t be afraid to experiment with modifier keys while working with tools. After all, you always have the Undo command (Ô+Z/Ctrl+Z) at hand!

				Get Cookin’ with Customization

				Customizing Photoshop not only helps you work faster and more efficiently, but it can also help you work more precisely and prevent tragic errors. Consider using a Crop tool preset to create a 5 x 7 print at 300 pixels per inch (ppi). Such a preset will always produce exactly those dimensions, every single time. Setting up the Crop tool each time you need a 5 x 7 at 300 ppi doesn’t just waste time: It also opens the door for time-consuming or project-wrecking typos. (“Oops! I guess I made a mistake — this image is 5 x 7 at only 30 pixels per inch!”)

				Clearing the table: Custom workspaces

				One of the easiest ways to work more efficiently is to see your image better. Generally speaking, bigger is better, so the more room you have on the monitor to display your artwork, the better you can zoom in and do precise work. The easiest way to gain workspace? Press the Tab key to hide Photoshop’s panels. Pressing Shift+Tab hides all the panels except the Options bar and the Toolbox.

				[image: remember_4c.eps] Keep in mind that it’s best to use 100% zoom when evaluating your image for banding or moiré and when applying filters. Any other zoom factor is a simulation of the image’s appearance. If you have a computer and video card that support OpenGL drawing (check the computer’s User Guide or call your tech support folks), you have much better on-screen display. But 100% zoom is safest when making critical decisions.

				You can also drag the panels that you need regularly to a custom group of panels. To move a panel, drag it by the tab and “nest” it with other panels. And don’t forget that the major panels have keyboard shortcuts assigned to show and hide. Although keyboard shortcuts are customizable (as you can read later in this chapter), here are the primary panels’ assigned F keys, the function keys that appear at the top of your keyboard:

				Actions: Option/Alt+F9

				Brush: F5

				Color: F6

				Info: F8

				Layers: F7

				[image: tip_4c.eps] Any panels nested with the panel that you show/hide are also shown and hidden. And don’t forget that you can always restore all panels to their default locations by choosing WindowWorkspaceEssentials (Default). If the default workspace is already selected, use the command WindowWorkspace Reset Essentials to get back to the default panel layout.

				The most efficient way to customize your work area is to create and save specialized workspaces. Arrange the panels exactly as you need them for a particular job you do regularly, choose WindowWorkspaceSave Workspace (in the Windows menu, visible panels are indicated with a checkmark), and name the workspace for that type of job. Then you can make a specialized workspace for each type of work you do. For example, perhaps when you do color correction, you need to see the Histogram panel (in the expanded view), the Info panel, and the Channels panel. Arrange those panels how you need them and then hide the rest, saving the workspace named as Color Correction. Or, perhaps when you create illustrations in Photoshop, you need to see the Layers and Paths panels at the same time. Drag one out of the group to separate it, position them both where convenient, and save the workspace as Illustration.

				To access a saved workspace, choose WindowWorkspace and select it from the list at the top of the menu, as shown in Figure 3-7. You can see some preset custom workspaces in the middle sections of the menu, as well.

								
					[image: 610787-fg0307.tif]
				

				
					Figure 3-7:  Select a workspace from the menu to instantly rearrange your panels.

				

				[image: tip_4c.eps] You can also save the current state of the customizable keyboard shortcuts and menus in your workspace. Although streamlining the menus for the specific work you’re doing is a great idea, it’s probably not such a great idea to have more than one set of custom keyboard shortcuts. The time it takes to remember which shortcuts go with the current workspace (or to undo a mistake caused by the wrong shortcut) is time wasted.

				To customize Photoshop’s menus, choose EditMenus, which opens the Keyboard Shortcuts and Menus dialog box. (Alternatively, choose EditKeyboard Shortcuts and click the Menus tab.) Here you can find every menu command listed. You also have the option of hiding a command or assigning a custom color to make it easier to identify in the menu. You might, for example, hide the artistic filters that you never use, and color-code the others according to how you like or use them (see Figure 3-8).

				In addition to the application menu commands (from the menus at the top of the screen), you can switch the Menus For pop-up to Panel menus and customize those menus, too. Don’t forget to save your customized menu arrangements with the button directly to the right of the Settings pop-up. Your saved menu set appears in that Settings pop-up for easy access.

				[image: 610787-fg0308.eps]

				Figure 3-8:  You can hide menu commands and color-code the visible commands.

				Sugar and spice, shortcuts are nice

				The Photoshop keyboard shortcuts can save a bunch of time. Rather than mousing to the Toolbox to select the Brush tool, just press the B key. To open the Levels dialog box, press Ô+L/Ctrl+L instead of mousing to the Image menu, down to the Adjustments submenu, and then over and down to Levels.

				Photoshop has customizable keyboard shortcuts. Because the default set of shortcuts is pretty standard — not only throughout the Adobe Creative Suite but also with other major programs — you’re probably best served by making only a few changes. Open Keyboard Shortcuts and Menus (shown in Figure 3-9) through the Edit menu to make one major change and then any changes for personal preferences. Change Ô+Z/Ctrl+Z to use Step Backward. In most programs, pressing Ô+Z/Ctrl+Z keeps undoing — reverting through a series of previous actions in the program. In Photoshop, however, that shortcut toggles an Undo/Redo function; that is, press once to undo and press a second time to reverse the undo. Bah! Make Photoshop conform to the undo-undo-undo behavior common to other programs. In Keyboard Shortcuts, under Edit, change Ô+Z/Ctrl+Z to Step Backward and then use Ô+Option+Z/Ctrl+Alt+Z to toggle between Undo and Redo.

				[image: 610787-fg0309.eps]

				Figure 3-9:  Assign custom keyboard shortcuts to speed your work.

				Spoons can’t chop: Creating tool presets

				One of the keys to efficient, accurate work in Photoshop is using the right tool for the job. The Patch tool, for example, copies texture only. If you need to cover a spot on a client’s face, changing both texture and color, you need the Clone Stamp tool rather than the Patch tool. (You can read about how the tools work throughout this book.)

				You can ensure that you’re using not only the correct tool but also the correct settings for that tool by creating tool presets, which store your settings from the Options bar. You can then select the preset tool (and, of course, that’s where the catchy name comes from) from the Tool Presets panel or from the left end of the Options bar, as shown in Figure 3-10.

				
					[image: 610787-fg0310.tif]
				

				
					Figure 3-10:  Tool presets help you work faster and more accurately.

				

				Although just about any tool is a good candidate for tool presets, some are just plain naturals. Consider, if you will, the Crop tool. As I explain in Chapter 4, a photo from a high-end digital camera has an aspect ratio (relationship between width and height of the image) of 2:3, and common print and frame aspect ratios include 4:5 for 8 x 10 prints; 5:7; and 13:19 for large prints. (Some lower-cost cameras shoot in different aspect ratios.) You’ll often find a need to crop an image to a specific size to meet your printing requirements. And, don’t forget resolution — printing in the correct size at the wrong resolution is simply a waste of paper and ink! Set up a number of Crop tool presets for your typical print sizes and relax, knowing that you’ll always be cropping correctly.

				Another logical candidate for tool presets is the Type tool. When you consider all the options for the Type tool in not only the Options bar but also in the Character and Paragraph panels, you have quite a bit to select and track. To ensure consistent text from project to project, consider creating tool presets for each project, including (as appropriate) headline and body text, special effects and accent type, and even your copyright information.

				[image: tip_4c.eps] Using the Preset Manager (opened through the Edit menu), you can drag the tools presets up and down to rearrange them. Sort them in a logical order or move the presets you use most often to the top of the panel. The changes are for both the Tool Presets panel and the picker at the left end of the Options bar.

				Season to Taste: The Photoshop Settings

				The program-level Preferences and the Color Settings flavor all your work in Photoshop. The options that you choose in Photoshop’s Preferences (or simply the Prefs) control many facets of the program’s basic behavior. Choices made in the Color Settings dialog box determine how your work looks, both on-screen and in print. And when you get down to brass tacks, that’s what it’s all about — the appearance of your artwork.

				Standing orders: Setting the Preferences

				Photoshop’s Preferences file stores a whole lot of information about how you use the program. Whether you prefer to measure in inches or pixels, how you like the grid and guides displayed, what size thumbnails you prefer in your panels, which font you used last — all sorts of data is maintained in the Prefs. Much of the info in the Preferences is picked up automatically as you work (such as the size and color mode of the last new document you created, whether the Character panel was visible when you last shut down the program, and which tool options were selected in the Options bar), but you must actively select a number of options in the Preferences dialog box, as shown in Figure 3-11.

				[image: 610787-fg0311.eps]

				Figure 3-11:  Use Photoshop’s Preferences to establish many program behaviors.

				[image: tip_4c.eps] Your custom styles, brushes, Actions, and the like are recorded only in Photoshop’s Preferences until you actually save them to your hard drive. That makes them vulnerable to accidental loss. Use the Actions panel menu command Save Action to save sets of Actions (not individual Actions) and use the Preset Manager (under the Edit menu) to save sets of your other bits and pieces. And make sure to save them in a safe location outside the Photoshop folder — you wouldn’t want to accidentally delete your custom items if you should ever have to (oh, no!) reinstall Photoshop, would you?

				Open the Prefs on a Mac with the keyboard shortcut Ô+K or choose PhotoshopPreferences to select one of the ten specific subsets of Preferences to change. The shortcut for Windows users is Ctrl+K, and the Preferences submenu is under the Edit menu. The default settings are perfectly acceptable (after all, they are the defaults for a reason), but the following sections cover some changes to the Prefs to consider, listed by the section of the Preferences dialog box in which you find them.

				PreferencesGeneral

				If you’ll be doing a lot of resizing and scaling in Photoshop, consider changing the Image Interpolation method. Use Bicubic Smoother if you’ll be increasing pixel dimensions regularly; select Bicubic Sharper when downsizing.

				The History Log maintains a record of what you’ve done to a specific image. You can record when you opened and saved a file with the Sessions option, a summary of what you did with the Concise option, or you can keep track of every command, every feature, and every setting you used with the Detailed option! And the log can be recorded to a text file or stored in an image’s metadata for retrieval with Photoshop’s FileFile Info command.

				One option not selected by default that you may find very handy is Zoom Clicked Point to Center. When you click with the Zoom tool, this option automatically centers the view on the point where you clicked.

				[image: remember_4c.eps] If the options Animated Zoom and Enable Flick Panning are grayed out, your computer doesn’t support OpenGL drawing. If you do see these options, they’re worth a try — zooming in and out is smooth and a short, quick jerk of the Hand tool can send a zoomed-in view shooting across the screen.

				[image: tip_4c.eps] Also note the button named Reset All Warning Dialogs at the bottom of the General pane. Many of Photoshop’s handy reminder messages include a Don’t Show Again option. If you someday decide that you do indeed need to start seeing one or more of those reminders again, open the Prefs and click this button.

				PreferencesInterface

				The Interface panel of the Preferences offers several options of note:

				Screen Modes: You can easily customize the look of Photoshop’s three screen modes.

				Show Channels in Color: When only one channel is active in the Channels panel, it normally shows as a grayscale representation of the image. If you prefer to have the active channel appear in its own color, select this option. I do suggest to you, however, that after you get comfortable working with individual channels, the default grayscale is easier to see.

				Show Menu Colors: As I discuss earlier in this chapter, you can assign colors to specific commands in the Photoshop menus. That might make it easier for you to quickly spot and select often-used commands. Use this option to disable the color coding without having to deselect each assigned color.

				Show Tool Tips: Pause the cursor over just about any tool or option in Photoshop and a little yellow box appears, telling you what that feature does. This is a great feature while you’re learning about Photoshop, but might be distracting after you master the program. Disable the Tool Tips if you decide you no longer need or want to see them.

				Auto-Collapse Iconic Panels: If you prefer an uncluttered workplace, here’s a great option for you! When selected, panels in icon mode (click the upper bar of a group of panels) collapse to buttons. To open a panel, you click its button. When Auto-Collapse is selected, the selected panel automatically closes when you click elsewhere in Photoshop. If you need to keep a specific panel open while you work (perhaps Histogram or Info), drag it out of its group and away from the edge of the screen, and it will stay open until you close it.

				Auto-Show Hidden Panels: Position the cursor over a collapsed panel and it springs open.

				Open Documents as Tabs: Photoshop, by default, opens each document as a tab across the top of the work area. You click on a tab to bring that image to the front. If you find that you’re constantly dragging tabs off to create floating windows, deselect this option in the Preferences.

				PreferencesFile Handling

				Image previews add a little to the file size, but in most cases, you want to include the preview. On Macs, you have the option of including a file extension or not (or having Photoshop ask you each and every time). Even if you don’t plan on sharing files with a Windows machine, I strongly recommend that you always include the file extension in the filename by selecting the Always option. Likewise, I suggest that you always maximize PSD and PSB file compatibility. This ensures that your Photoshop files can be opened (with as many features intact as possible) in earlier versions of the program and that they’ll function properly with other programs in the Creative Suite. 

				PreferencesPerformance

				The Performance panel contains options related to how Photoshop runs on your computer:

				Memory Usage: If you have 2GB or less of RAM, leave the memory allocation set to the default (70% for Mac, 55% on Windows). If you have more than 2GB of RAM, especially when working with a 64-bit version of Windows or with Mac 10.6, try bumping the memory allocation to 100%. If things seem slower rather than faster, back off the memory allocation to perhaps 85%. In a 64-bit environment, Photoshop can take advantage of all the RAM you can cram (into the computer).

				[image: warning_4c.eps] Scratch Disks: Photoshop’s scratch disks are hard drive space used to support the memory. Use only internal hard drives as scratch disks — never an external drive, a network drive, or removable media! If you have multiple internal hard drives, consider a dedicated partition (perhaps 15–50GB) on the second drive — not the drive on which the operating system is installed. Name the partition Scratch and use it exclusively as a scratch disk for Photoshop (and perhaps Adobe Illustrator). If you have a couple of extra internal drives, each can have a scratch partition. (On a Windows computer, you might see a message warning you that the scratch disk and the Windows paging file, which serves the same basic purpose at the system level, are on the same drive. If you have only one internal hard drive, ignore the message.) To re-order the scratch disks, click on the scratch disk in the list and then, rather than dragging, use the arrows keys to the right (as shown in Figure 3-12).

				[image: 610787-fg0312.eps]

				Figure 3-12:  Re-order the scratch disks with the arrow buttons.

				History States: This field determines how many entries (up to 1,000) appear in the History panel. Storing more history states provides more flexibility, but at a cost — storing too many history states uses up all your available memory and slows Photoshop to a crawl. Generally speaking, 20 or 30 is a good number. If, however, you do a lot of operations that use what I call “little clicks,” such as painting or dodging/burning with short strokes, that History Panel fills up quickly. For such operations, a setting of perhaps 50 or even 60 is more appropriate.

				Cache Levels: The image cache stores low-resolution copies of your image to speed on-screen display at various zoom levels. Although this process speeds up screen redraw, the price is accuracy. Unless your video card has trouble driving your monitor at your selected resolution and color depth, you might be better served by Cache Levels: 1. That gives the most accurate picture of your work. (But remember to make critical decisions at 100% zoom, where one image pixel equals one screen pixel.)

				GPU Settings: This area displays information about your computer’s video card. If your system has the capability, you’ll see a check box for Enable OpenGL Drawing. This provides smoother, more accurate views at all zoom levels and other enhancements, including the capability to rotate the image on-screen — not rotate the canvas, but rotate just the on-screen image. And that’s too cool for words when painting a complex layer mask!

				PreferencesCursors

				Photoshop offers you a couple of ways to display cursors for painting tools. You can show the tool icon (Standard), a small crosshair (Precise), or a representation of the tool’s brush tip, indicating the size and shape of the brush (Brush Size). With soft-edged brushes, the brush size cursor shows where the tool will be applied at 50% strength or higher. Alternatively, select the Full Size Brush Tip option, which always shows the full extent of the brush tip, regardless of the Hardness setting.

				You also have the option of adding a crosshair in the middle of either brush-size cursor. The crosshair option is great for keeping a brush centered along an edge or path, and it just about eliminates the need for the Precise cursor option. As you can see in Figure 3-13, when working with a soft brush, showing all the pixels that are changed even a little (to the right) might not give you an accurate view of your work. (The Normal Brush Tip cursor is shown at the top center with the Show Crosshair in Brush Tip option to the lower left.)

				
				[image: 610787-fg0313.tif]
			

			
				Figure 3-13:  When working with a low Hardness setting, Normal Brush Tip is usually best.

			

				[image: newfeature_cs5__4c.eps] New in Photoshop CS5 is the Show Only Crosshair While Painting option. When this option is selected in the Preferences, the brush cursor appears at the selected diameter display (Full Size or Normal) until you press the mouse button (or press the stylus to the tablet). It then automatically switches to the crosshair and remains as a precise cursor until you release the mouse button (or lift the stylus). Experienced brush tool-using Photoshoppers might want to experiment with this option — if you know the diameter, you might want to better focus on the center of the brush when you are, for example, painting or dodging or burning along a distinct edge.

				[image: remember_4c.eps] When you’re sure that you have a brush-size cursor selected in the Preferences but Photoshop shows you the precise cursor, check the CapsLock key. Press-ing CapsLock toggles the painting cursors between precise and brush size.

				Also found in the Cursors panel is the Brush Preview color. Click the color swatch to open the Color Picker and assign a color to use when dynamically resizing your brushes. (If you don’t have OpenGL drawing capability, the brushes can still be resized, but the color preview will not be visible.) With a brush-using tool active, press and hold down the Option+Control keys on Mac and drag left or right; on Windows, Alt-right-click and drag left or right to resize the brush — on the fly! Want to change the brush hardness? Hold down those same keys and drag up or down rather than left or right. 

				PreferencesTransparency & Gamut

				If you work in grayscale regularly, you might want to change the color of the transparency grid to something that contrasts with your image; perhaps pale blue and pale yellow. If you find the gray-and-white checkerboard pattern distracting in images with transparency, you can set Grid Size to None, which gives you a plain white background in transparent areas of your artwork. 

				PreferencesUnits & Rulers

				If you create Web graphics rather than print images, you probably want to change the unit of measure from Inches to Pixels. Keep in mind that you can change the unit of measure on the fly by right-clicking the rulers in your image (which you show and hide with the shortcut Ô+R/Ctrl+R). If you regularly print at a resolution other than 300 ppi, you might also want to adjust the default resolution for print-size new documents.

				PreferencesGuides, Grid & Slices

				Photoshop offers Smart Guides, which appear and disappear automatically as you drag the content of one layer into and out of alignment with the content of other layers. Smart Guides (magenta in color by default) show when the content of the layer you’re dragging aligns perfectly with the edges or center of other layers’ content. See Figure 3-14. (Show/hide Smart Guides through the ViewShow menu.)

				
				[image: 610787-fg0314.tif]
			

			
				Figure 3-14:  The magenta guides show how the layer aligns with other layers.

			

				The one thing you might want to change in this panel of the Preferences is the Show Slice Numbers option. The slice numbers appear in the upper-left corner of each slice when you’re subdividing Web graphics. Unless you intend to edit the images individually later, you probably don’t need to know which slice is which, so slice numbers are generally not necessary. Clear the check box to remove the distractions.

				PreferencesPlug-Ins

				[image: tip_4c.eps] If you have third-party plug-ins, filters, and such that you purchased separately for use in Photoshop, consider using a second folder for the plug-ins, outside the Photoshop folder, and designate that folder as the Additional Plug-Ins Folder in the Preferences. Having your extra plug-ins outside the Photoshop folder means you won’t have to reinstall them if you have to replace Photoshop. 

				PreferencesType

				Photoshop has a panel in the Preferences that you can use to select some type-related options. Photoshop can show the font menu in each font’s name in the actual typeface, and you can specify the size of that preview here.

				[image: remember_4c.eps] Photoshop’s Preferences menu also provides you with direct access to the Camera Raw plug-in’s Preferences. In Camera Raw’s Preferences you can, among other things, determine whether or not JPEG and TIFF files open into Camera Raw.

				Ensuring consistency: Color Settings

				If one term strikes fear deep in the heart of a typical Photoshop user, it’s color management. Few aspects of the program are so misunderstood. Yet without wise color management decisions, your images won’t print accurately. For most Photoshop users, color management can be implemented with a few key choices in the EditColor Settings dialog box (shown in Figure 3-15), which can then be saved for future use:

				Select an RGB working space. Open the Color Settings dialog box (under the Edit menu) and select your RGB working space — the color space in which you edit and create. If you primarily create Web graphics, shoot in the JPEG format, send your images to a photo lab for printing, or print with an inkjet printer that uses only four ink colors (cyan, magenta, yellow, and black), choose sRGB as your color space. If you shoot Raw and print to an inkjet printer that uses six or more inks, or you prepare artwork that will be converted to a CMYK color space, choose Adobe RGB. (If you have hardware and software to create a custom profile for your computer’s monitor, use that profile at the system level so that it’s available to all programs.)

				[image: 610787-fg0315.eps]

				Figure 3-15:  Choose wisely in the Color Settings dialog box  for optimal printing.

				Elect to convert images to your working space. In the Color Management Policies area of the Color Settings dialog box, choose RGB: Convert to Working RGB. This ensures that the images you see onscreen actually use your working profile.

				Turn off the mismatch warnings. Clear the check boxes for those annoying and time-wasting warnings that pop up on-screen any time you open an image with a profile other than your working space. You’re intentionally converting to your working space — you don’t need to reaffirm the decision every time.

				CMYK and Grayscale settings: CMYK (cyan/magenta/yellow/black) color mode is used exclusively with images intended for output on commercial printing presses and some color laser printers. (Don’t be fooled by the inks you purchase for your inkjet printer — the printer’s driver expects to convert from RGB, so sending CMYK color to an inkjet will produce substandard output.) Likewise, you’ll use Grayscale very rarely. If, in fact, you have an inkjet printer that is capable of printing grayscale (such as the magnificent Epson Stylus Pro 7900), you may still want to have an RGB image and let the printer’s print driver handle the grayscale conversion. If, however, you are preparing an image for output on a commercial press (in CMYK or Grayscale color mode), speak directly with the person who will place the image into the page layout or with the print shop to find out what settings to use for that particular job.

				When it’s time to print, you’ll get the most accurate and pleasing color prints when you let Photoshop (rather than the printer) control color. In the Print dialog box’s Color Management section, choose Document to keep the source space as your working space. In the Options area, choose Color Handling: Photoshop Manages Colors and select the printer’s own profile for the specific paper on which you’re printing as the Printer Profile. Use Relative Colorimetric as the rending intent and leave the Black Point Compensation check box marked. (Note: If your prints are too dark, deselect Black Point Compensation.) Click the Print Settings button to open the printer’s own options. Make sure to deactivate the printer’s built-in color management and select the same paper you chose to the right in Photoshop’s Print dialog box. (In Photoshop CS5, the printer’s Print dialog box does not open after you click the Print button — make sure to use the Print Settings button before clicking the Print button!)

				The preceding guidelines are appropriate for most, but not all, Photoshop users. You might fall into a special category. If you exclusively create Web graphics, in the Color Settings dialog box, choose Settings: Color Management Off. In the Save For Web & Devices dialog box, when saving images in the JPEG file format, don’t embed ICC profiles. (ICC profiles make specific adjustments to the appearance of your images to compensate for vagaries of the hardware. I discuss color profiles in Chapter 4.) When you eliminate color profiles from the equation, you’re creating Web graphics that any Web browser can show properly (or, more accurately, “as properly as the viewer’s uncalibrated monitor can display”).

				If color in your images needs to be absolutely perfect because merely accurate won’t do, consider purchasing hardware and software to calibrate and profile all the devices in your workflow. GretagMacbeth and X-Rite (www.xrite.com), ColorVision (www.datacolor.com), and PANTONE (www.pantone.com) are three sources to explore.

				When Good Programs Go Bad: Fixing Photoshop

				Sometimes things happen. Bad things. Tools don’t work right. Simple commands take ages to execute. Photoshop (gasp!) crashes! Don’t give up, and please don’t toss the machine through the window. (Hey, I might be walking past at the time.) Start with the easy fixes and work your way up as necessary.

				Check the panels and selection. If a tool isn’t working as expected or isn’t working at all, check whether you’re inadvertently preventing it from doing its job. See whether you have an active selection elsewhere in the image or press Ô+D/Ctrl+D to deselect. Look at the Layers panel: Are you working on the correct layer? Is the layer itself active or a layer mask? Is there no higher layer hiding the area in which you’re trying to work? Check the Channels panel: Are the color channels active? At the left end of the Options bar, right-click (Control+click for a trackpad) the tool icon and select Reset Tool. Open a flattened 8-bit RGB image and try the tool or technique in that image. If it works there, the problem isn’t Photoshop but rather the specific image. Check the ImageMode menu to ensure you have an appropriate color mode and bit depth.

				Reset Photoshop’s Preferences file to the defaults. Before replacing the Prefs, open Photoshop’s Preset Manager (through the Edit menu) and save any custom styles, gradients, brushes, and so forth. Save them in a safe place, outside the Photoshop folder. Open the Actions panel and save any sets of custom Actions with the panel menu Save Actions command. (Remember that you must click a set of Actions — not an individual Action — to use Save Actions.) Open the Preferences and Color Settings and make notes about any special settings you’re using. Quit Photoshop and restart the program with the Ô+Option+Shift keys pressed (Mac); or in Windows, position your fingers over the Ctrl+Alt+Shift keys and immediately after launching the program (not before), press and hold down the three keys. When asked whether you want to delete the Settings file, release the modifier keys and confirm the deletion; then allow Photoshop to finish starting. Reset your Preferences and Color Settings and reload your custom bits and pieces.

				Reinstall Photoshop. If replacing the Prefs doesn’t solve the problem, try reinstalling Photoshop. Save all your custom items (as described earlier) and then uninstall Photoshop. Insert the Photoshop DVD and launch the installer, then opt to uninstall. After uninstalling, restart your computer (not always necessary, but a good practice) and reinstall.

				If reinstalling Photoshop doesn’t solve the problem, the source might be at the operating system level or perhaps a hardware problem. Call in the big guns by contacting Adobe tech support:

				www.adobe.com/support/contact
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