








Eventually images of a sort came out of
my printer, and they gradually improved
after attending many lectures by Barrie. It
is unusual for me to make a straight print,
and | have to admit that | sometimes
make images tco complex. | listened to
comments passed on my work and to the
criticisms and acted on them most of the
time. | have however to be faithful to my-
self and to what | wanted to produce in the
first place. My work is done for me,
to allow me to express my ideas - if other
people like it as well, then that for me is a
great bonus.

At first | scanned my negatives and slides
into the computer as | felt that digital cam-
eras had not reached the quality of 35
mm. However a year age | purchased a
Nikon D100 and have never looked back.
For me film is now a thing of the past and
| do not miss it. It is very liberating to be
able to take multiple images of a subject,
and to work on it until cne gets the re-
quired effect, with no processing delays
and the ability to repeat the shots in the
same light.

It is very exciting to be in the vanguard of
something so radical in photography.
When | started out on the digital imaging
path eight years ago | was dubious about
how my images would be accepted in
photographic circles ( we all know the
usual comments about it not being pho-
tography). As the digital revolution has
grown so exhibitions and salons have be-
come much meore image led and | now
freely submit my work wherever | wish. |
was extremely fortunate to be awarded
the Chairman’s Trophy for the RPS Digital
Group two years ago, and this year to
have some of my work accepted in the
RPS International Print  Competition.

Eric Bower ARPS

The RPS website is up and running
WWW.rps.org

Up to date information on RPS news and events

The best resolution for showing
your work on a Digital Projector
lan Bateman FRPS

Most of the digital projectors cur-
rently being used for digital images have
a screen resolution of 1024 x 768 pixels.
When they project an image with native
dimensions 1024 x 768, then each pixel
in the image will be displayed exactly as
intended. If the original image size is any
different, then some compromise has to
be made for it to fit on the screen

1600 x 1200 projectors are available at a
serious price, presumably the price will
drop eventually. It is recommended that
you save your original images at 1600 x
1200 pixels for use in the future and
make copies 1024 x 768 for to-days pro-
jectors. In few years time it is very prob-
able that projector resolution will be 2048
x 1536 so perhaps you would be wise to
keep your original images in this size.

TRY THIS
Dr Greg Duncan ARPS

Open an image
Control A
Shift...Control C
Q
Control V
Control C
Q
Control V

A full article on changing colour images into
black and white by Dr Greg Duncan will be in
a future issue of DIGIT

We would like
to thank
FOTOSPEED
for paying the
postage on this
and three other

editions of
DIGIT




My ‘A’ Panel
Brian Beaney ARPS

| gained the 'L' distinction in December
2002 with a CD submission, so rather
than rest on my laurels | decided to look at
the criteria of the ‘A’ panel, quite a daunt-
ing prospect. Since | retired from the world
of reprographics, | have been developing
images which have an 'Art' feel to them
but retain a strong photographic element.

This in fact had become my style, and it is
for this type of work that | would be seek-
ing a distinction in the Visual Arts section.
The next step was subject matter and this
was made easier because | had been re-
cording old wrecks and boats of special
interest along the shoreline of the River
Deben in Suffolk during the Autumn and
Spring. Felixstowe Ferry, which is a small
fishing village, is at the mouth of the river
and it is here that a small motorboat runs
a ferry service to Bawdsey across the
river. To the left of the village there are
muddy creeks which have a delightful ar-
ray of old boats and wrecks some of
which are over 100 years old. Way up
river you will find the harbour and the
boatyards of Woodbridge and Melton.
This place is an artist's paradise with
many old boats, houseboats and barges
to delight the eye. As | spent my youth in
this area and my adult life sailing around
this coast it has given me great pleasure
to be able to use this subject as my panel.

From the collection of photographs, | se-
lected 15 to start the project, which took
about six months to complete, and | spent
many hours on each picture. | assumed
quite rightly that the prints would be sub-
jected to close scrutiny (and they were) so
| lined the image with grids and worked
over every square centimetre to remove
all spots and imperfections, at (100% of
course)! The file size was around 48mb
which gave me plenty of scope to retouch.
After the usual levels and curves treat-
ment, some of the pictures needed the

high pass filter, this is useful as it lifts and
supports the shadow detail, and this is fol-
lowed by a touch of smart blur. I then
make separate layers of the foreground
and background and apply varying de-
grees of gaussian blur. | am looking to
produce the effect of aerial perspective by
distilling the background, but keeping the
foreground, or in this case the subject
matter, in high detail. Many layers and
layer masks between the separations con-
trol the mood and atmosphere.

The working files build up to around
300mb, therefore | would make a snap-
shot in the history palette, then group
some of the layers together and merge
visible. Also it makes sense to clear his-
tory and purge and save frequently other-
wise as | found to my cost that photoshop
'bombs out’ and several hours have been
lost. | always proof at A4 and found it use-
ful as in painting to file the image away for
a few days and then if the buzz is still
there, go to the final size. | believe a pic-
ture should 'grab’ the viewer at 20 feet
and pull the eye in to enjoy the detail at
close range.

The paper | use is Archival Matte which is
printed on an Epson 2100 printer. The
print quality of this machine is really su-
perb, In spite of all the pictures being
proofed at A4 size, if | didn't get that elu-
sive 'feel good factor' at the final print then
they were set aside or torn up, depending
on the frustration levell The image would
then be tweaked or retouched and re-
printed.

| am currently using a Nikon F100 plus a
film scanner, but | must admit that | am
now convinced that this year | must go
fully digital. My other joy is a G4 Apple-
Mac but my best acquisition has been as
Wacon A3plus tablet, it's a absolute must
for creative work.

See Brian’s ‘A’ panel on
Pages 8 & 9















COLOUR MANAGEMENT
The Road to Quality Digital Printing
Ray Grace LRPS

A question frequently asked by digital
imagers is “Why don't my prints look like
the images | see on screen?” Like most
short and simple questions the answer is
somewhat more complex. A prime reason
for the difference is that PC monitors and
inkjet printers are completely different, in
two aspects. First, monitors are RGB
devices; inkjet printers are CMYK devices.
Secondly, monitors are transmission
devices; printers are reflective devices.
Further, RGB and CMYK devices are
device dependent because the actual col-
our we get from a given set of RGB or
CMYK numbers is specific to the device
that’s producing the colour. It is important
to grasp that fact. Similarly, the same set
of RGB or CMYK numbers will produce
different colours on different devices.
Therefore to produce the same colour on
different devices we need to change the
RGB or CMYK numbers (to keep the col-
our) that is sent from one device to an-
other. That is the basis of colour manage-
ment. A colour management system
(CMS) allows us to apply absolute colour
meaning to our RGB or CMYK numbers
and reproduce that colour on another de-
vice by changing the numbers. So we can
capture an image, edit it and send it to
print in a consistent manner knowing that
the colours will maintain their integrity.

In order that a consistent workflow can oc-
cur a CMS needs three components:

A device-independent colour space;
the working space.

An ICC profile. A small file that de-
scribes an RGB or CMYK device
and its colour characteristics.

A profile connection space (PCS)
that acts as the translator and en-
sure that the conversion maintains
colour integrity.

The first step to colour management is
setting up the correct policy in Photoshop,

10

(or any other graphics software in use,
providing it allows colour management).
In Photoshop this is done in Edit > Color
Settings. Here is where you will set up
your Working Spaces and Color Manage-
ment Policies. There are four types of
working space in Photoshop: RGB,
CMYK, Grey and Spot. Since the majority
of us will be working in RGB almost exclu-
sively that is the most important one to get
right. Of the options available | would rec-
ommend using Adobe RGB 1998 as being
the best choice. The CMYK, Grey and
Spot working spaces can be left at their
default settings as, in general, they will not
be relevant.

Next, the ‘Color Management Policies’
should be set up. Here | would recom-
mend that, of the options available in the
drop down boxes, you select ‘Preserve
Embedded Profiles’. Other than 1 specific
instance (printing test charts for printer/
paper profiles) | can think of no reason
why you would not want a profile to be
embedded. Equally important is to ensure
that all the check boxes underneath are
checked. This will ensure that if you ex-
perience a profile mismatch or missing
profile you will always be given the option
to change, apply or leave as is.

With the correct colour policy in place,
each time you create a document in Pho-
toshop a profile will be embedded within it
and whenever you import a document,
either with or without an embedded pro-
file, you will be given the opportunity to
apply one, convert to your working space
or use the embedded profile. If an image
already has an emnbedded profile, for in-
stance from a scanner or a digital camera
file, there is no reason why you should not
continue to use it. Photoshop will work
equally in a ‘document space’ as well as
its default working space and will show
the correct colour in either instance.

So we now have a device independent
colour space in Adobe 1998 and each
document created will have that profile
embedded. However, to enable colour to
be displayed accurately it is important that



the monitor is calibrated and profiled in
order that the colour that is displayed on
screen is neutral: Red=Blue=Green =
Neutral. If your monitor is not calibrated
you cannot guarantee that the colour you
are looking at is accurate and therefore
you cannot, with any degree of certainty,
manage your image colour.

With your monitor calibrated and the pro-
file installed two aspects of colour man-
agement are implemented. We have a
device independent working space and
we are viewing our image on a calibrated
monitor. The next stage is to get our col-
our correct image from screen to printer in
a controlled manner. So that the image
can be sent to a printer and reproduced
faithfully (within the gamut limitations) it is
essential that your printer/ink/paper com-
bination is also profiled. Profiling your ink/
paper/printer combination is like applying
a specific ‘characteristic signature’ to it
and therefore it's important to realise that
each combination is unique. A specific
profile will be needed for each different
paper you use and, if you use more than
one printer, then you will need profiles for
each device. As an aside, if you use Ep-
son inks on Epson paper on an Epson
printer then you could download generic
profiles from the Epson web site. They
are better than not using a profile but can-
not be as accurate as a purpose built pro-
file. A bespoke profile is created by print-
ing out a specific test chart, in a controlled
manner but | won’t bother with the specif-
ics here. Suffice to say that the specific
instructions will be given at the time. The
test chart is ‘scanned’ by a spectropho-
tometer, which calculates the difference
between what you printer has produced
and what it should have produced. The
result is a small text file that will be in-
stalled on your computer. This profile is
selected and applied during the printing
stage. Profiles are installed in specific lo-
cations on a PC/Mac so your printer driver
knows where to look to find them. The lo-
cation varies depending upon which oper-
ating system is in use and whether it is a
Mac or PC. You needn’t worry about that
as the printer driver know exactly where to

look for it. Profile installation is simple but
clear instructions are given at the time.
Creating a printer/ink/paper profile is the
final part of the colour management proc-
ess. The link that ensures that the colours
displayed on screen are accurately sent to
the printer is the profile connection space
(PCS). What is needed for this process is
a device independent and consistent col-
our space and, fortunately, we have one:
Lab. ‘L’ represents lightness, ‘a’ repre-
sents how red or green a colour is and ‘b’
represents how yellow or blue a colour is.
The Lab colour space represents all the
colours that the eye can see and is de-
signed to be perceptually uniform, mean-
ing that each set of (Lab) numbers will
produce a known specific colour on any
device. It allows us to control colour as it
passes from one device to another by
franslating the values. For instance when
converting from RGB to CMYK the proc-
ess is; RGB > Lab > CMYK. The Lab col-
our space ensures that the colour values
remain constant by changing the RGB
numbers accordingly. Remember, always
send your file to an inkjet printer as RGB.
Do not convert to CMYK.

Assuming now that your equipment is pro-
filed the process for printing is the same
as you would normally follow, with the ex-
ception that you apply your destination
profile in the Print Dialog box. With an
Epson printer (chosen for this example as
they are the most widely used) you would
select ‘Print with Preview’ (Ctrl/Cmd+P),
ensuring that the Show More Options
box is checked and Color Management
is selected in the Drop-Down box immedi-
ately below. In the Print Space you se-
lect your profile from the Profile Drop-
Down box. Next, select your Intent. The
Intent is the Rendering Intent and defines
what happens to those colours in your im-
age that are outside of the gamut of your
printer. There are 4 options:

Perceptual will try to preserve the overall
appearance by changing all the colours
(inside and outside gamut) so that they all
fit in gamut while preserving the overall
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colour relationship. Because our eyes are
more sensitive to the relationships be-
tween colours rather than absolute colour
values it's often the choice of photogra-
phers. It is a good choice for images that
contain a lot of out-of-gamut colours.

Saturation will try to retain vivid colours
without consideration of accuracy. Do not use.

Relative colorimetric will map white in
the source space to white in the destina-
tion space so the output white will be pa-
per white. It will then reproduce all in-
gamut colours exactly and clip out-of-
gamut colours to the closest reproducible
in-gamut colour. It's often a better choice
than perceptual since it preserves more of
the original colours.

Absolute colorimetric is designed mainly
for proofing and, as with saturation, is not
appropriate to photographic output.

Finally | would recommend that you check
the Use Black Point Compensation box as
this ensures that black in the source
space is mapped to black in the destina-
tion so the entire dynamic range of the in-
put is mapped to the entire dynamic range
of the output.

Colour management is essential if you are
serious about your digital imaging. It en-
sures a consistent and accurate workflow
resulting in a more enjoyable time working
on your images but, equally importantly, it
saves time and money. Time is saved as
you spend less of it tweaking your colours
and producing repeated test prints. It
saves money as you end up using less
paper and less ink. In every case | know
of, a profile will reduce the amount of ink
you put down on your paper, much to the
chagrin of Epson and other ink manufac-
turers.

If you would like to know more about col-
our management and getting your system
profiled then contact Fotospeed, 01249
716555 or get in touch with me, 01249
716165 (home number) or
ray.grace@btopenworld.com.
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CREATIVE PHOTOGRAPHY
Peter Rees FRPS

Thoughts to share with the Digital Group

Dictionary definition of CREATIVE - the
use of the imagination or original ideas in
order to create something.

Synonyms - artistic, imaginative, inven-
tive, original.

"Create" also means to make a fuss or
complain! In this sense we've known a
few “creative photographers “over the
years, have we not?

I would define Creative Photography as an

imaginative enhancement of a "straight”
image to create something more dynamic,
aesthetically appealing, thought-provoking
or artistic.

In many cases the "straight" image 1s not
what we see on the negative or slide, or on
the computer monitor, but what we see in
the viewfinder - that is the straight image!
And very often the creative process com-
mences with the adjustment to camera set-
tings, composition, viewpoint, choice of
filters at the time of exposure.

The thought process applied at the taking
stage remain the most important creative
input to our images

And sometimes no further enhancement is
necessary - we've achieved our goal! At
other times, however, at the moment of
exposure, we're already imaging an image
quite different to what we see in the view-
finder - we're visualising in the recesses
of our imagination a metamorphosis,
sometimes indistinct, shadowy and shift-
ing, and at other times clear as daylight.
And this is what makes "creative" photog-
raphy such an interesting personal experi-
ence, the outcome of which may not al-
ways be shared or appreciated by others.
But as Imogen Cunningham said "If you
don't like it, that’s your problem, not
mine - because [ love it"!



IAC
Gerald Mee
IAC Copyright Advisory Service

"Hello friends!

People are constantly asking me about the
possibility of Copyright infringement when us-
ing music in our productions (video/film/slide-
tape).

The quite usual remark is " | only give my pro-
ductions a very limited exposure..."

Well, we all tend to ignore regulations that we
don't like, or consider to be unreasonable...
how many of us break the speed limit in our
car trips every day!!

Nevertheless, laws are meant to be adhered
to and not broken.

IAC offers the necessary Copyright clearance
licences at very reasonable rates and it is our
responsibility to abide by the conditions of
these licences and to see that all our produc-
tions are covered at the time of compilation.
Incidentally, it is necessary to obtain Copyright
clearance BEFORE dubbing the soundtrack
and NOT after the production is completed!

It is thought by many that no action is ever
taken by the Mechanical Copyright Protection
Society (MCPS) or the other licensing bodies,
but this is by no means the case!

As | am constantly reminding people, there is
no such thing as 'Copyright free music' only
possibly, Royalty free...in that a fee is included
in the purchase price of music issued by some
publishers.

| also quote from the Internet:

"What is Copyright?

It is an unregistered right (unlike patents, reg-
istered designs or trade marks). So, there is
no official action to take, (no application to
make, forms to fill in or fees to pay). Copyright
comes into effect immediately, as soon as
something that can be protected is created
and "fixed" in some way, eg on paper, on film,
via sound recording, as an electronic record
on the internet, etc.

It is a good idea for you to mark your copyright
work with the copyright symbol © followed by
your name and the date, to warn others
against copying it, but it is not legally neces-
sary in the UK.

The type of works that copyright protects are:
1. original literary works, e.g. novels, instruc-
tion manuals, computer programs, lyrics for
songs, articles in newspapers, some types of
databases, but not names or titles (see Trade
Marks pages);

2. original dramatic works, including works of
dance or mime;

3. original musical works;

4. original artistic works, e.g. paintings, en-
gravings, photographs, sculptures, collages,
works of architecture, technical drawings, dia-
grams, maps, logos;

5. published editions of works, i.e. the typo-
graphical arrangement of a publication;

6. sound recordings, which may be recordings
on any medium, e.g. tape or compact disc,
and may be recordings of other copyright
works, e.g. musical or literary;

7. films, including videos; and

8. broadcasts and cable programmes.

So the above works are protected by copy-
right, regardless of the medium in which they
exist and this includes the internet.”

Finally, you may be interested in a communi-
cation that | have had from MCPS:

"We've had a few different cases of copyright
infringement recently actually. The main one |
can think of is a video/DVD product released
by an amateur video producer that contained a
number of tracks from one popular band and
was being sold on the internet. Not only did
MCPS stop the sale and further production of
the product, the stock was destroyed and the
copyright owner's solicitors also got involved
to apply a fine. | believe the producer paid out
a significant sum after royalties and a fine on
top of the costs of producing and manufactur-
ing the product.”

Yes! action can and IS being taken and mem-
bers should not ignore the Copyright laws,
they are, after all, there to protect the interests
and livelihood of the composers and
musicians to whom some our licence money
eventually finds its way. "

More information is available on

www.theiac.org.uk
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RULES

1. A minimum of two prints and a maximum of three prints may be entered. They should be
posted or delivered to the address on the reverse side of this entry form OR brought on the day
if you are attending the AGM. In which case, the Entry Form and cheque should be
sent to John Long in advance.

2. Each print must be marked on the reverse with the entrant's name, address and title as shown
on the entry form. Mount size must be 40 x 50 cm

Prints accepted for previous DIG Exhibitions are not eligible for entry.

4. Packing must be suitable for use in return posting of the prints unless collection arrangements
have been previously agreed with the Exhibition Co-ordinator. Please remember to include
return postage, either in stamps, or by cheque.

There is an entry fee of £3 per set of prints, all cheques made payable to: RPS DI GROUP

6. A floppy disk or CD must accompany the entry with the images in JPEG format, image size
approx. 6" x 4" at 200 dpi. The file name MUST be the same as the print title. This is to allow
for publication of your image in DIGIT and on our Web Site. If using a Mac, please ensure that
the image is readable in PC format.

7. Please indicate if your images are for sale, and if so, the price required. Copyright of all work
entered must be at the disposal of the entrant

8. Judging will take place following the AGM on April 25", and will be carried out by the selected
judges. Each entrant will have one print accepted

9. Due to constraints on hanging space, it may not be possible to display all the accepted prints at
every venue

10. The utmost care will be taken of all prints, but the Digital Imaging Group cannot be held
responsible for any loss or damage during the exhibition or whilst in transit.

ENTRY FORM
Name: RPS Distinction:
Address: RPS Membership Number:
Tel: E-mail:

(write carefully please)

Entry fee of £3 enclosed:

Return postage enclosed:

Indicate whether prints for sale:  YES : NO

PRINTS (Please give titles and sale price)
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