







































































































































































































































































































































































































































































































































































































































































































































































































































































Page Placement 257

Tent Bou Specifications
~First Baseline

Origin Across: -1.437"

Origin Down: 4.25" (ftants
Width: 2.855° Minimum: [Rscent]
Height: 0.66" |—Ilertical Alignment

Box Angle: 0° Type:

Box Skew: 0 Inter 9 Mau: n__
Corner Radius: [0" —~Background

Columns: 1 | tolor:

Rt [0252" | | snade: » [100% ]

Teut Inset:

] Suppress Printout [ ox ] ( cancel |

Figure 20.26 Text Box Specifications.
2. Enter 7 in the Text Inset field. You don’t have to type in pt or points.

3. Click OK or press Return, and all text will stay at least 7 points away from all
four inside edges of your text box (Figure 20.27).

Okay, the result in Figure 20.27 isn’t really what you had in mind—you want the

text centered perfectly in the box. Keep the Text Inset embedded somewhere in
your memory banks, since there are many occasions such as this box, where it’s
just the thing, Horizontally centered alignment wouldn’t work here because this

paragraph is already set for justified alignment.

If instead of a result like the one in
Figure 20.27, you are left with only a

“Tl.l l’l‘E ()N I; IJ‘(: l‘ portion of your type and the overflow

indicator (small checkbox) in the lower

Figure 20,27 7 ptext Inset, right of your text box (Figure 20.28), it
means that for the amount of Text

Inset you entered, the type will no

“THITE ()N P longer fit in the box. This illustrates

one of the beauties of QuarkXPress: it

Figure 20.28 Overflow indicator. will not change the size of your boxes
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unless you change the size yourself. This means that if you try to put more
in a box than will fit, it simply fits what it can and displays the overflow check-
box to tell you there’s a problem. This is an advantage if you are working
with a very tight layout and have created a text box that occupies the only
space you have for the text. If your text doesn’t fit, you'll have to alter the
point size, kerning, or leading to make it fit.

Alignment
To center the text both vertically and horizontally, proceed as follows:
1. With your text selected, click once on the Center Alignment icon in the

Measurements Palette (Figure 20.29) to center the text horizontally, or choose
Style> Alignment> Centered, or type 36 > C.

| %: -1.007" W45 400 2] & 16 pt
By 1 H: 75" Cols: 1 [Fllae 0
Figure 20.29 Center Alignment icon.

2. Type 38 M to display the Text Box Specifications dialog box, and select
Centered from the Vertical Alignment Type pop-up (Figure 20.30).While you're
there, change the Text Inset field to 0 so it doesn't conflict with your new instruc-
tions. Click OK or press Return.The result should resemble the illustration in
Figure 20.31.

Tenxt Box Specifications

~First Baseline

Origin Down: 1 _
um:
widuh: 5 et

Origin Across:  [-1.507"

Height: ~Uertical Alignment
Bax Angle: o TR
BoH Skew: 0° Inter 9 Man:

Corner Radius:

~Background—l—Justified

Gutter: 0.167" shatiel

Tenut Inset: 0 pt

il

Columns:

[] Suppress Printout I ok || [ cancel )

Figure 20.30 Vertical Alignment.
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If your text is too high or low in the box, use the Baseline shift control under
the Style menu to adjust it.

WHITE ON BLACK

Figure 2031  Horizontally and vertically centered text.

Printing from QuarkXPress

Printing files combining complex text and graphics can be a struggle for any
application, especially if the files have dozens or hundreds of pages and con-
tain high resolution bitmapped files. I don’t mean to be making excuses for
when things go wrong, but they often do, which brings me to the next

topic: backup.

Back Up Your Backup

There’s an old joke about computing that goes something like: “There are
only two kinds of computer users: those who have lost files due to corrup-
tion or crashes and those who are about to.” Like most jokes, this one

contains more than a little truth.

Before you even think of sending off your only copy of a document to a
printer or service bureau, back it up. The list of possible tragedies that
could befall a disk you allow to leave your immediate possession is too long
and obvious to even begin. Having a copy on your hard drive really isn’t good
enough—you should back it up on some type of removable media in addi-
tion to having a copy on your hard drive (and in addition to the copy you
are sending to the service provider).

First of all, hard drives go soft. Every now and then, not that often, but enough
to make you nervous, hard drives simply quit. Be especially cautious for the
first few weeks of using a new drive—it can fail in a way that makes the data
irretrievable even for wizards with sophisticated tools.
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Second, your computer could get damaged or one of your precocious chil-
dren could decide to reformat it for you at 4:30 a.m. (by accident, of course).
The more important the document, the more urgent the need to back it up
(a couple of times). Remember the celestial law governing the likelihood of
a failure: the chances increase in direct proportion to the importance and
urgency of a document.

If a file is totally unimportant, you can be confident that it will never fail.
Even though you saved it on a damaged disk and ran it through a metal detec-
tor that ruined 12 rolls of film (kept in a lead-lined pouch)—the unimportant
file will be fine. You'll probably find extra copies of it years after you thought
you finally disposed of it.

Linkage

The sooner you get a hold of this concept the happier you'll be working with
any page layout program. When you import any picture file into QuarkXPress
using the Get Picture command described earlier, Quark doesn’t suck up the
file and swallow it whole (except for PICT files, which is a good reason not
to use large PICT files, since they will bloat your Quark document). It’s too
smart for that. It only takes a low resolution preview that is part of the
bitmapped image file and creates a link to the parent high resolution file.

This link tells Quark where the parent file is located, last date of modifica-
tion, file format, size and shape of the picture, color information, and other
details. When you work with the placed picture—the preview you see in your
picture box—Quark is only manipulating the low resolution preview and
taking notes (to itself) about what you are doing. When you change the scale,
cropping, shape, or anything else about the preview you see on your mon-
itor, Quark the note taker is there. It knows exactly what page you placed
it on, in exactly what position, and what its relationship is to all the other
elements on the page, and it leaves it at that—until the time comes when
you press 36 P to print the document.

When you print, Quark gets out its notebook and runs down the list of pic-
tures you placed in the document. If any of the original parent pictures files
got thrown away, or moved, or if you opened one again in Photoshop and
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Some disk files for pictures in this document have
been modified or are missing.

Figure 20.32 Missing alert.

made a change, instead of printing you will get a bong and a box alerting
you to the fact that there is something missing or modified (Figure 20.32).

Now you have three choices: Cancel, to go get a cup of coffee and consider
your next move; 0K, to ignore Quark’s concern and print anyway (this
option will use the low resolution previews in place of the missing pictures);
and List Pictures.

If you choose List Pictures, Quark will show you a list of the problem pic-
tures (Figure 20.33). Click on any item in the list to select it (or hold the Shift
key down and drag over the entire list to select all) and click on Update. Next

= Missing/Modified Pictures :
Name Page Type Status Print

Bardos: fllustrations Head.grayscale 1 EPS Missing 2
Bardos: Mustrations :Head.grayscale 2 EPS Missing L
Bardos :20 Page Placernent :Document Layout 4 PICT Modified ¥
Bardos :20 Page Placerent New document 4 PICT Medified ¥

[ vpdate || [ ShowMe | [ ok | [ Ccancel |

Figure 20.33 List of Missing/Modified Pictures.

you will get a dialog box with the problem picture noted at the top, and essen-
tially saying, “Okay, you lost the picture, now show me where it went so we
can get on with this printing” (Figure 20.34).

You will then proceed to locate the missing file so that it shows up in the list.
Once you find it, you either double-click on it, or click once on it to select
it and then click Open. If you selected all the problem pictures in the pre-
vious dialog box, Quark will automatically give you a new “Find...” dialog
box asking you to locate the next missing picture. If more than one of the
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Missing picture

 Find “Head.grayscale” ficlire
f= Desktop ¥ & Preview:
= Bardos | = Reality L =
& rcn2287 -
= Healitu
= Scratch One
tz::llirtual Disk kel s e
& Head.grayscale —
(D quark Nuick Start e ]
it Trash i
Type: EPS Size: 122K
EfiColor Profile: -
Rendering Style: -
Figure 20.34 Find....

missing pictures happens to be in the same folder as the first one you iden-
tified, Quark will notice that and give you a dialog box asking you if it's Okay
to update all of them (Figure 20.35). Click OK if it is, and the print opera-
tion will proceed. Save the file after printing to avoid repeating the exercise
of locating your missing pictures.

To check picture linkage before printing, you can look at the Picture Usage
utility (choose Utility> Picture Usage... ) which works the same way as the
missing picture dialogs you get when you print (Figure 20.36). Click on the

Additional missing pictures are located =

in this folder. 0K to update these as |gl
?

HE

Figure 20.35 Additional Pictures.

Close box in the upper left of the Picture Usage dialog box when you have
located all the problem files.
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As you can see from all of this, Quark is quite serious about linkage, and if
you fail to locate a missing picture, Quark will print the low resolution pre-
view. This can be an expensive mistake, unless you are just printing a proof
from your laser printer, since the low resolution preview is along way from
reproduction quality. Needless to say, the film, if that’s what you had made,
will be useless. Usually, your service provider will not go forward if pictures

Eli==————————— Picture Usage : e
Name Page Type Status Print
Reality :Desktop Folder :Head.grayscals 1 EPS Missing Vv
Reality :Desktop Folder :Head.grayscale 2 EPS Missing W
Bardos :20 Page Placement :Document Layout 4 PICT Missing Ll
Bardos :20 Page Placement New document 4 PICT Missing +
Bardos:20 Page Placement :Tools S PICT Missing +
Reality :20 Page Placernent:Item tool ] EPS oK +
Bardos :20 Page Placement :Content tool 5 EPS Miszing +
Bardos :20 Page Placement :Text box 5 EPS Missing v"

Bardos :20 Page Placement :Picture box 5 EPS Missing +
l[ ipdate :ﬁ [ Show Me J
Figure 20,36 Picture Usage.

are missing and will give you the opportunity to repair the problem. This
still represents time and expense in coming up with the little orphans and
getting them to the service provider where they belong.

As a safeguard against broken linkages, you should always print out a proof
copy of your file on your laser printer to make sure everything is set to go.
Most service providers require hard copy of the file to help them keep
everything straight, and to check against in case of questions they might have
about position and other details.

Trapping

Trapping is a term used to describe what happens when one ink is printed
on top of another. In the graphic arts it has two related definitions. First, it
describes an aspect of presswork where printing on a multicolor press
requires wet ink to print on top of wet ink as the paper travels through the
press with only fractions of a second between impressions. This is known
as wet trapping and the issues related to this include maintaining a decreas-
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ing ink tack (stickiness) so that the ink printed first will have a higher tack
allowing subsequent inks to stick to it, or be trapped by it.

Second, the word trapping s used to describe the amount of overlap between
two adjacent colors, and this is the definition important to designers and
the one we will discuss here. To understand why some overlap is necessary,
it is important to realize that with the exception of black, the inks generally
used in offset lithography are transparent. This means that you can’t sim-
ply print one color on top of another without the colors interacting. When
you print blue ink on top of red, for example, you end up with purple. If
you want to end up with blue surrounded by red, you need to knock a hole
in the red where the blue will print (Figure C.19). Here is where trapping
issues come into play: it is the size of the knockout relative to the size of the
element that fits into it that is what trapping is all about. One color must
spread over or choke under the other so that there is a slight overlap between
them. This trap is necessary because paper is not dimensionally stable and
its size is susceptible to change relative to the humidity of the pressroom and
the slight amount of moisture and “squeeze” it encounters while traveling
through the press. This means that an absolutely perfect fit between two
graphic elements on the press sheet that should match up is almost impos-
sible to achieve. Other factors such as the press’s ability to register between
colors also affect the degree of precision with which colors fit together.

With some notable limitations, QuarkXPress will automatically trap the col-
ors in your document very effectively (Figure C.24). When sending a
document to a service provider to be imaged, be sure to specify that you want
to retain your trap preferences. This is important since some service
providers will turn off the trap preferences you set (leaving you with no trap)
unless you specify that you want to keep them. Quark’s default trap setting
is a weeny .144 point which I usually change to .2 point for multicolor presses.
I use a larger trap of about .25 point for single color presses printing doc-
uments with more than one color and where trapping is an issue. Because
trapping requirements will vary from press to press and paper stocks, check
with your printer before setting the trap preferences to find out what she
prefers for the particular job at hand.
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Trapping Preferences for 20 Page Placem...
Auto Method:
Auto Amount: 0.2 pt
Indeterminate: 0.2 pt
Overprint Limit: 95%
[¥] Ignore White Process Trap
=7
Figure 20.37 Trapping Preferenceé.

To set your trapping preferences choose Edit> Preferences> Trapping....
When the Trapping Preferences dialog box opens enter your preference in
the Auto Amount and Indeterminate fields (Figure 20.37). You can also set
trapping for specific color pairs in the Edit Color dialog box. To understand
more fully how this and the Trapping Preferences dialog box works, refer
to your QuarkXPress documentation or other reference material. Trapping
is a very esoteric subject and you will need to spend some time with it in
order to get comfortable.

What to Give Your Service Provider
When zero hour arrives and it’s time to put everything together to send to
your printer or service provider, you need to collect three categories of files:

1. Your QuarkXPress documents.

2. All files you have placed in QuarkXPress.This includes any Photoshop picture
files in their EPS or TIFF format, and any files from other applications such as
lllustrator or Freehand. Remember that PICT files get absorbed entirely, so you
don't need to include those.

3. Any strange or unusual type fonts you used in any of the QuarkXPress doc-
uments. Most service providers will have the complete Adobe library of fonts,
so you usually don’t have to worry about including them. For fonts from
other foundries, however, check with the service provider to see if you need

to include them on your disk.
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Fonts (Typefaces)

Type 1 fonts are two-part affairs, The first part is the bitmapped file which
lives in the suitcase and contains the image of the font that your computer
needs to draw the face on your monitor. You can’t print successfully to a

PostScript printer using only this part of the font pair.

The second part of the pair is the outline or PostScript file. Your laser printer,
imagesetter, or any PostScript printer needs the outline file to create the type
you used. If you fail to send the outline file, your job will bounce.

If you use a font that you need to include with your files, make sure that you
send both the bitmapped file and the outline file (Figure 20.38).

=)
bl

GALLIARD GalliEol GalliBollta Gallilta GalliRom
Figure 20.38 Suitcase (bitmap) and (outline) PostScript files.
TrueType Fonts

TrueType fonts were developed jointly by Microsoft and Apple and consist
of only the outline description. The monitor image for a TrueType font is
created by reading the outline file and converting it to whatever bitmapped
point size is called for by the monitor. Most professionals agree that the
results from TrueType fonts are not as reliable for printing as those from Type
1 PostScript fonts. You will run into enough other hassles on the road to get-
ting your work printed, so my advice is to avoid the unnecessary risk of using
TrueType fonts. Also, for peace of mind and to avoid confusing your com-
puter, never have the same font running in both TrueType and Type 1
versions at the same time.
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City Named Fonts

Do not use city named fonts for PostScript printing —period.

These fonts were designed to be more legible on screen and print better from
low resolution QuickDraw printers. Aside from that, the fonts called New
York, Geneva, and Monaco are poor cousins of the fonts Times, Helvetica,
and Courier. When you print from a PostScript printer using the city
named versions of these fonts, the results look terrible, since they lack the
sophisticated kerning of the real thing, and half the time, the printed results
vary widely from what you saw on screen.

[f you are new to graphic design, typography, and EDP (Electronic Document
Preparation), go to the bookstore right now (or after finishing this chapter)
and buy The Mac Is Not a Typewriter, by Robin Williams.

Collect for Output

There is a handy little item under the File menu called Collect for Output
(Figure 20.39), which will gather up all your odds and ends (except for your
fonts) and put them together for you in a new folder (Figure 20.40). If you

Collect for Output
i 20 Page Placement ¥

20 Page Placement [ —Bardos
E] ﬂddltmna_ﬁ_l pin ( Eject )
& Center align

& colors (_Desktop ]
& Colors.none & ||
Report Name: [_Cancel )
20 Page Placement report | (New Folder)

Figure 20.39 Collect for Qutput.

267



268

Chapter Twenty

are nervous about getting all your image files together in the same place for
shipping to your service provider, this could be just the thing for you.

Collect for Output will produce a report that will list all the fonts you used
in a document. It will even list the fonts that won’t show up in the Font Usage
utility such as the ones you used in EPS files imported from another appli-

s[J=—— - Report folder ——— —=—————o[1]=
7 items 46.1 MB in disk 65.1 ME available
m— its
i
[=E
20 Page Placement 20 Page Placement report

&

— +§+ 5

Content tool Head.grayscale Item tool Picture box

[

Text box ]

Figure 20.40 Report folder.

cation or created in Quark itself. In addition to font usage, the report will
detail every aspect of picture usage, which extensions you had running, as
well as a host of other pertinent information for your service provider. Make
an extra copy of the report and include it with your disk.

Watch Out for Spot Colors

If you have created new colors in your document, make sure you know if
they are going to be output as individual plates in addition your other
plates or embedded in the four CMYK films. If your document contains pic-
tures in CMYK format and you plan to print the job in four colors only, check
your Colors dialog box to make certain that the Process Separation box is
checked (Figure 20.41). If it is not checked, Quark will output the color as
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This item can have a significant impact on your checkbook.
e — -

Edit Color
Name:
[PANTONE 110 CU | 100 106 1"s
Model: [PANTONE®

' 101 107 114

[ Process Separation

Screen Ualues: 'i’Tt_u.Ea—s_[ { 108 11‘1‘175‘/
Rendering Style:|Solid Color /”"Pf/

New:

Yel]pw ‘

Sl -

0id:

Gamut Alarm

Target:[SIDOP-Coated i iz

(@[T T2
PANTONE No.: [110 e
© 1988-94 Quark Inc. @ Pantone, Inc., 1986, 1991

Figure 20.41 Spot color.

an additional plate (film). This can be a very costly mistake, since it would
mean remaking the film.

Get Organized!

However you put together your files for your service provider, whether
vou manually collect them or use Collect for Output, make sure you keep
all the picture files in the same folder with your Quark document.

Don’t send off a cartridge with a whole collection of files that are not used
in the particular job and that will make it unnecessarily difficult to decipher
what’s what. If you have other files on the disk, create a new folder and put
them all into it. Name the folder something like Not for Output, or Ignore
This. You should only have folders on the top level of your directory. That
way it’s easier to see what’s going on, and the service provider doesn’t have
to sort through a bunch of single files.

Best yet—send a disk with only the material required to do the job.
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Getting Bonged

There are a few quirks in Quark that are almost guaranteed to drive you nuts

if you are just starting to use the application. You won't actually get bonged

for the last three, but they’ll still drive you nuts. Here is the very short list

along with the cures:

Quirk:

Cure:

Quirk:

Cure:

Quirk:

Cure:

Quirk:

Cure:

Quirk:

Cure:

Quirk:

Cure:

You get bonged when you try to delete a selected box using the Delete
key.

You have the Content tool selected. To delete a box with the Content
tool, type 3EK.

You get bonged when you try to delete a box using the Delete key and
you know you have the Item tool selected.

There is no box selected and Quark doesn't know which box you want
to delete.

You created a picture box but you get bonged when you type 36E for
Get Picture, or the Get Picture option is grayed out and not available.
You have the wrong tool selected. Change to the Content tool and try
again.

You created a picture box and when you go to the folder to open your
picture it doesn’t show up even though you know it’s there.

You saved it in the wrong format. A picture must be in EPS, TIFF, or PICT
to import into QuarkXPress. Open the picture again in Photoshop and
choose File> Save a copy and change the format in the pop-up menu
before you click OK.

You created a text box on top of a picture and changed the back-
ground to None in the Colors Palette but nothing happened.
Deselect the box by clicking in the border of your document and the
picture box background will disappear.

You created a picture box, placed a picture, and want to move the
box, but instead of the box moving the picture slides around inside the
box.

Wrong tool.Change to the Item tool (or hold down the Command key
to temporarily access the Item tool) and the whole box will move.
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The Importance of Selection

QuarkXPress will follow your instructions precisely, but to implement
many instructions or commands, there must be a selected box or selected
text so that Quark will know where and how to apply your command. You
will very quickly develop the habit of noticing what is selected and what isn’t.
In the case of text, Quark works like most applications: the text is selected
when it is highlighted.

In the case of either text boxes or picture boxes, the box is selected when its
handles are visible (Figure 20.42).

-

Figure 20.42 Text and Picture boxes selected.
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Making CMYK color separations for processes other than offset lithogra-
phy, such as photo-etching, photo-collagraph (Figure C.20), photo-
woodblock, and photo-silkscreen printing (Figure C.21), requires a dis-
tinctly different setup for the Printing Inks and Separation Setup Preferences.
The amount of ink the sheet will hold, the ink colors, and the shape and fre-
quency of “dot” you print will vary from the requirements of offset. Using
Photoshop’s diffusion dither bitmap mode is a very effective method of imag-
ing your separations for these processes. A resolution of between 60 and 100
ppi is usually the maximum you will be able to print.

You can get good results using separations on paper directly from your laser
printer. Once you have the four separations on ordinary laser printer paper,
you can use them to expose the photo-emulsion in silkscreen as though they
were transparent positives. If you need enlargements, you can have your sep-
arations blown up by giant size copiers available in some copy shops.
Another option for bigness is to print from your laser printer but tile your
separations using QuarkXPress, which will produce multiple prints that you
can put together to form one larger print. Separations on paper may suf-
fer from imprecise fit due to the dimensional instability of the paper, which
will be aggravated with increasing size. If you need perfect fit, you can have
positive films made by an imagesetter.

Printing Inks Setup

Before making the conversion from RGB to CMYK, you should obtain
samples of the inks you are planning to use to make the prints. If you don’t
have printed samples of the inks you'll be using, a simple draw-down or tap-
out (ink from the can spread thinly with an ink knife or tapped out with your
finger to a thin film) on the paper you plan to print on will do for the pur-
poses of adjusting the ink patches in the Ink Colors dialog box. The inks used
for printmaking may vary significantly from those used in offset printing,
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so the step of customizing your ink colors is an important one (see Chapter
Eighteen: Managing Color).

After adjusting the ink patches, you may want to consider using a dot gain
of about 30% for these printmaking processes, but you'll really need to have
a proof (an image you have separated and printed using the paper, ink, and
printing process you intend to use) to compare to your monitor before you
can make an informed decision.

Separation Setup

Since your separations will not be printed on multicolor presses, there is no
need to be concerned with having too much ink on the sheet. This means
that you can turn off the undercolor removal or gray component replace-
ment in the Separation Setup Preferences by entering 100% in the UCA
Amount field and crank up the Total Ink Limit to the maximum of 400%
(Figure 21.2).

Making Separations

1. Choose File> Preferences> Printing Inks Setup... and set it up to
conform to Figure 21.1.Click OK.

Printing Inks Setup =

Use Dot Gain for Grayscale Images

Ink Colors: | Other | 0K
Dot Gain: %
Gray Balance Load...
c: M:
y: K: [1.20

Figure 21.1 Printing Inks Setup.
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= === S(pparation Setup =

Gray Ramp:
Separation Type: @® GCR ) UCR

Black Generation: [ Light v S Cancel
Black Ink Limit: [100 |%

Total Ink Limit: %

UCA Amount: %

Load...

Bi0|

1

Figure 21.2 Separation Setup.

2. Choose File> Preferences> Separation Setup... and setit up to conform
to Figure 21.2.

You don’t need GCR (Gray Component Replacement) for printmaking
processes, and setting the UCA (Under Color Addition) Amount to 100% will
turn it off. Click OK.

3. Choose Mode> CMYK.

4, At this point it would be a good idea to save your file,so choose File> Save
As... and suffix the existing file name with .CMYK.This way you know it's the
CMYK version of the RGB file.

Be sure to choose Save As..., not Save, which will replace your original
RGB file,

= —

PSPrinter Page Setup 8.2.1

Paper: US Letter = Cancel

Reduce or
Enlarge: %
Orientation: 1. |

[ screen... N‘] [ Border... ] < Calibration Bars [ Labels

[] Registration Marks [] Negative |
L L ] [ LU ] Corner Crop Marks [] Emulsion Down

Background... | [] Caption Center Crop Marks [] Interpolation

——

Figure 21.3 Page Setup.
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Halftone Screens

[J use Printer’s Default Screens

~ Ink: | Cyan #1 v |

Frequency: |60 | lines/inch v|
Angle: degrees

Shape: | Diamond w |

Cancel

Load...

[ Use Accurate Screens
X Use Same Shape for All Inks

Figure 21.4 Halftone Screens.

Halftone Separations

You could print your separations now as halftones, or convert the files to dif-
fusion dither bitmaps. Skip to the next section to print as diffusion dithered
bitmaps. To print as halftone separations:

1. Choose File> Page Setup....

2. When the Page Setup dialog box (Figure 21.3) opens, click on the Calibration
Bars, Registration Marks, Corner Crop Marks, Center Crop Marks, and Labels
checkboxes.

3. Click on the Screen... box.When the Halftone Screens dialog box (Figure 21.4)
opens, click on the Auto box.

Auto Screens =

Printer: [600 [ dots/inch + |
Screen: |60 | lines/inch w |

(] Use Accurate Screens

Figure 21.5 Auto Screens.
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[ override Printer's Default Function

Figure ;?-.LG Transfer Function.

4. When the Auto Screens dialog box opens, click on the Use Accurate Screens

checkbox.Enter 600 in the Printer field and 60 in the Screen field, or whatever
Ipi you prefer, and click OK (Figure 21.5).

Keep in mind that if you are going to enlarge these separations 200%, the 60

@® Al O First from: |_Auto Select v | ® Printer

Ipi will become 30 Ipi.
Printer: “LaserWriter Select 360" 221
Eopies:D Pages: @Al O From:l I T0:| I
Cancel
~Paper Source ~Destination....,

Remaining ;-zm;":tl Autn Select v| i (O File

[ Print Selected Area Encoding: O ASCII @ Binary O JPEG
(< Print Separations

Figure 21.7 Print Separations.

You won't get good results with an Ipi over 80 unless you use a transfer func-
tion to correct for the tone compression in the shadow range.To use transfer
functions, click on the Transfer... button in the Page Setup dialog box
(Figure 21.3) and enter the values shown in Figure 21.6 as a starting point.
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Your Halftone Screens dialog box should look like Figure 21.4. Click OK.

5. choose File> Print and click on the Print Separations checkbox (Figure 21.7).
Click Print.

Diffusion Dither Bitmap
Starting with your CMYK file open in Photoshop, to print your separations
as diffusion dither bitmaps:

1. If your Channels Palette is not open choose Windows> Palettes> Show

Channels.

2. When the Channels Palette opens, put the pointer on the options triangle and
select Split Channels (Figure 21.8).

Palette Options...

MNew Channel...
Duplicate Channel...
Delete Channel

Channel Options...

Uideo RAlpha...

Split Channels
Merge Channels...

Figure 21.8 Split Channels.

3. Your CMYK file will split into four grayscale files, one for each channel.Choose
Mode> Bitmap.When the Bitmap dialog box opens, click on the Diffusion
Dither radio button and enter the Output resolution you want. Use about 60
for images that you are not planning to reduce or enlarge. If you are planning
to enlarge the image, for example, if you are enlarging 200%, use a resolution
of 120in this dialog box (Figure 21.9). Calculate the appropriate resolution so
you end up with about 60 ppi .
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Bitmap

— Resolution

Input: 72 pixels/inch
Output: |60 |[ pistels/inch w |

— Method

() 50% Threshold

() Pattern Dither

® Diffusion Dither
) Halftone Screen...
() Custom Pattern

Figure 21.9 Bitmap.

Transfer functions are not relevant to this approach. Click OK.

4, Click once on the other three grayscale files and convert them to Bitmap in
exactly the same way as in step 3.

Note that your image on the monitor will look scrambled at any ratio lower than
1:1, but this has no effect on the printed quality.

5. Save all four files in the Photoshop 3.0 format.

6. Choose File> Page Setup (Figure 21.3) and click on the Calibration Bars,
Registration Marks, Corner Crop Marks, Center Crop Marks, and Labels check-
boxes. Screens are not relevant here. Click OK.

7. Choose Print and print your files one at a time.

Viewing the Dithered Image in Color

If you want to preview what your separations might look like when printed,
you will need to merge the CMYK channels back into one composite CMYK
file. This composite file is useful only for previewing—not for printing.

1. With your four bitmapped files open in Photoshop, click once on any one of
them and choose Made> Grayscale.When the Grayscale dialog box opens
it should be set for 1 in the Size Ratio field (Figure 21.10). Click OK.
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2. Convert the remaining three bitmap [ crayscale ==

size Ratio: [1 [ ok |
3. Put the pointer on the Channels

Options triangle and select Merge [ Cancel
Channels (Figure 21.11).

files to grayscale as in step 1.

Figure 21.10 Grayscale

4. Click OK at the next dialog box which
should be set up with CMYK in the Mode field and 4 in the Channels field (Figure
21.12).Click OK.

Palette Options...

New Channel...
Duplicate Channel...
Delete Channel

Channel Options...

E]
=
]

llideo Ripha...

Split Channels
Merge Channels...

Figure 21.11 Merge Channels....

5. The Specify Channels dialog box will open next and will have the correct infor-

mation unless you have mare than one file with exactly the same attributes

Merge Channels

Mode: | CMYK Color w |
Channels: (4

Figure 21.12 Merge Channels
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Merge CMYK Channels

Specify Channels:
Cyan: |_Untitled-2.Cyan =

Magenta: |_ Untitled-2.Magenta v | [ Mode |

Yellow: | Untitled-2.Yellow v |

Black: | Untitled-2.Black v |

Figure 21.13 Merge CMYK Channels.

open (Figure 21.13).If the information is correct, click OK.

6. Congratulations! You have succeeded in putting your image back together for
a preview.
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Colophon
The typeface used for the body text of this book is Minion. The heads are
set in Myriad multiple master.

QuarkXPress was used for composition and page layout, and Photoshop and

[llustrator were used to prepare all of the illustrations.

The book was produced using a Macintosh Ilci with a DayStar Turbo
601/100 MHz accelerator card and a Radius IntelliColor Display/20e with
a Radius PrecisionColor Pro 24x video card.

The author can be contacted at: smfa_sesto@flo.org

Picture Credits

All illustrations are by the author with the exception of Figure C.6 by
Virginia Beahan and Laura McPhee, Figure C.20, by Pat Kellogg Friedman,
Figure C.21 by Rand Borden. Figures 20.19 and 20.21 are sample images from
CMCD, Inc., and Figure C.4, Olé No Moiré, are both bundled with the deluxe
CD-ROM version of Photoshop.
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