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1. THE OPPORTUNITY

Historically, black and white photographers havetoaled image contrast and tone by the use ofweldfilters,
choice of film, exposure, processing and printigrthermore, they could apply treatments such jpis $& selenium to
the print to create coloured tones and furtherrobtite final result.

The degree of control with digital technology idesist as great, but the tools and techniqueseasedifferent. The
camera (or scanner) usually captures a full-calmage and there is the opportunity to experimerdtessly to achieve
the desired effect in mono, at your leisure. Unfoately this can often be at the cost of imageityuanhd it is
frighteningly easy to damage a digital image figgydnd recovery, so experimentation should alwayddre on a copy
of the image.

We may continue to develop these notes with movarekd techniques but as a starter, this docureeotds some
popular methods by which an RGB file can be comeetd a monotone image.

As with all forms of photography, it is always letto get as much right about the image at theucastage than try
to rescue it later on. If you are new to monoate@hotography, it is worth experimenting with gitdil camera
switched to monochrome mode to help visualisertiege. If you are able to shoot in RAW mode themwdl be
able to get back the colour information at the pesing stage if you need to.

2. RETAINING IMAGE INFORMATION

There is no single ‘good’ way of creating a monache image from an RGB file. It depends what yauteying to
achieve. It could be argued that the 'best’ wagy ietain as much of the original information asgible. This is likely
to give the smoothest tones but may well be lessfgiag in terms of contrast and drama.

Any ‘conversion’ will contain less information bacse, at the pixel level, all you are doing is drepbne number from
three numbers (ie. the red, green and blue). Tfereht methods produce different mixtures andrt@e complex
techniques produce different mixtures for differpatts of the image. The more extreme the tecien{q.g. throwing
away information from two of the three channel®) thore information will be lost and the more likéhg final

product will be posterised and blotchy. Nevertbglesing just the red channel for example cangivery punchy,
high contrast image similar to that achieved cotiveally with a red filter. Just be aware that yoay lose some
highlight detail in this process and that shadogaarcan easily go completely black.

Digital processing allows you to mimic effects idditional film such as the use of colour filtesschange contrast, and
the use of infra red film for example. Don't expicget exactly the same effect and if you wargxplore this
seriously it is almost certainly better to use m@en, orange, yellow and infra red filters atttildng stage. You can
use these just as well with a digital camera ab witonventional film camera but of course you catimen use the
image as a colour photograph later on. Howeveh avidigital camera, you have the advantage thatgn take two
consecutive pictures — one with the filter and oneolour!

There are lots of things you can do with digitalnradhat are virtually impossible in any other waig goerhaps it is that
which should be emphasised. If you want to getrdiselts of traditional monochrome photographeiis, better either
to use a film camera or to treat your digital caares though it has monochrome film in it at thenglstage.

3. CONVERSION METHODS
There are many conversion methods, each with sugiporters. Here are some of the more common ones;
3.1 For Photoshop or Photoshop Elements;

3.1.1 Image>M ode>Greyscale. Simple and much derided, but it works just finerfany images and gives a
smaller file. You do, of course, lose all contrbtiwe colour information but you can then concetian the
greyscales. This is probably as close as you eatogdraditional film processing but you can otdge
through duotones because it is no longer an RGBa@man alternative is to use
Image>Adjustments>Desaturate (for Elements: Enhafwdgist Color>Remove Colour) which still loses the
colour information permanently but leaves the imisg@GB mode.
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3.1.2 Hue/Saturation Adjustment Layer. Reduce saturation to the minimum. This will siynjake a
standard blend of the RGB channels (roughly 6G BRfar each pixel. It also has the advantage witt the
Colorise setting selected you can juggle Hue andr&@on to give a variety of ‘toned’ effects suah sepia.
You only need a very small amount of saturationm@times as little as 5 — 10%) to get a marked efifethe
print.

3.1.3 Double Hue/Saturation Adjustment Layer. Create more control by doing 3.1.2 above but tuing
an additional Hue/Saturation adjustment layer umgieth the first one. Set the Blending Mode of thpeu
adjustment layer to Color. By altering the Hue &adiuration sliders of the lower adjustment layspeeially
for individual colours (change Edit: Master to Edied etc), the resulting conversion will be ratlicaltered.
You could do something similar with a Color BalaraBustment layer instead (Photoshop only).

In summary, you end up with your background layet &avo hue/saturation layers on top. The top lénges
saturation at minimum and blending mode of Collog; middle layer is used to change the effect.

3.1.4 Dedicated Black and White Tools. Later versions of both programs have added speciks for
conversion to black and white. In CS3 there is@iaiged black and white conversion tool. You cae this
directly on your background layer through Image<stiments or better by forming a black and white
adjustment layer — Layers<Adjustment Layers<Blauott ¥hite. Use with caution!

This is a clever tool which allows you to alter tladios of individual colours during the conversioriou can
even do this by stroking the cursor over the imagéoking to the left makes the conversion forabur
underneath the cursor darker, and to the right séKkighter e.g if you stroke over a particulaadb of red
then all the pixels in the image with this coloul wo darker. It gives very dramatic effectsrexhely
quickly. For small images this is usually fineowtver, because you are dealing with individuabud, it is
only pixels with that colour (or at least a venyilied range) that are affected. That can quicklyse ugly
blotchiness and posterisation which only becomeools when you view the image later on full scre&ou
can also lose image detail. Itis easy to geiedmaway! Elements version 5-up have similar féesi This is
the way to go for instant impact and works well $arall prints, projected images or the web. Itnigacellent
tool for experimentation and includes some usefetets to help visualise different effects.

There is a similar tool in the newest Adobe Canf&&V conversion program (not Elements). It worksin
similar way and also allows you to experiment vdtlotones very easily. The disadvantage of thisaguh is
that the conversion is then embedded in the fitkyaru would have to go back to the RAW file to @m@ss
the data.

3.2 Photoshop Only;

3.1 Channel Mixer Adjustment Layer. This has long been a popular method with margtd3op users.
Select Monochrome and ensure the channels arelsoaighal (which interestingly they now are by défau
CS3 — whereas in earlier versions the default redalie blue and green info). Move away from this m
gradually to get more dramatic effects (eg by iasheg the red channel) but in a correctly expogedrfake
the total number add up to 100%. Check the imagetaal pixel size for burnt-out highlights, bleck
shadows, blotchiness or posterisation.

3.2 UseLab mode (L*a*b = El, Ay, Bee to go with RGB) You can udgd to good effect. Image<Mode<
Lab Color. View the channels and select the Lusityachannel only. Throw away the a and b chantiela
Image<Mode<Greyscale mode. This gives the sammellade desaturating in RGB but produces a lighter
image so could be preferred for some images edpeitiase with a lot of detail in the lighter areas

4. OTHER TIPS

4.1 A simple non-destructive idea is to increasgrast in the colour image before conversion. @ag of doing this
is to select the whole image; copy it; paste itagmof itself and then change the blend mode of tlew layer to
Multiply; finally reduce the opacity to a desirexiel. If you then do your chosen conversion oeidgyabove this, you
can still control the opacity later in the procegdternatively you can also use Image>Apply Imagel then set the
blend mode Multiply (Photoshop only).

4.2 An alternative method of toning for Photosheprs only is to use the Duotone Mode (having Gostverted to
Greyscale Mode). Choosing two suitable colours sigchlue and black or yellow and black can crepd®atype or
sepia-like effects. Controllability is achieved tmanipulating the curves for each colour.
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4.3 lItis really important to keep sight of tharsing point that however you do it, you are ba$iaducing three
numbers to one (on a scale of 1-256 by the tingeti to the printer) for each pixel. If too mamyazent pixels have
the same number then you get posterisation.

4.4 Some RAW images can benefit from processingget— once to retain highlight detail and oncetfar shadows.
There are various ways to then combine the besbpbithe two images before using one of the comwenmmethods
above. This is particular useful for high contiasages. There is third party software availablealbversions of
Photoshop, and a tool is now included in CS3 (Algemate>Merge to HDR), which allows you to autoicelty
combine several images with different exposures tiving a better dynamic range for high contiastges. The idea
is that you take a sequence of say three to fiwgéa with exposures varying by half or one staps bbetter to do this
with the camera fixed on a tripod so that the insameerlap perfectly.



