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When his work of the drowing beard is completed, the orfist
aften mests with the produdtion men and the printer to diseuss
mathods of repreduction that will achieve the best reslls. To
be effective here, the arfist must kove o thorough kaowledge
of printing terms ond production.



Studio production

As a commercial artist, you are judged on the quality of your
work. However, your original work is seen by relatively lew peo-
ple — while it may be seen by millions after it is printed. In other
words, your work is more widely judged after it is reproduced —
and ir is not really "finished” until it is in print. To achieve the
best printed results, you need a thorough understanding of the
various methods of reproduction so that you know which one to
use for a particular job and how to prepare your work [or that
method. The more you know about studio production, the more
valuable you will be to your employers — and the more money
vou will eventually carn for yourselt.

In this lesson we will acquaint you with three of the maost
common methods of reproduction — letterpress, offset lithogra-
phy, and silk screen —and how your art work should be pre-
pared for each one. There is a fourth method called gravure,
but since art is prepared for gravure much as it is for offset, we
will confine our demonstrations to the first three.

Art work [or reproduction is divided into two general types —
“line" and “tonal.” Line art is compaosed of lines and areas of a
sulid color — usually black — and white; a pen and ink drawing
is a typical example. Tonal art contains nol just black and
white, but also various tones of gray such as you see in a photo.

Mechanicals

In Lesson 21 we demonstrated many of the things you will be
doing in your first job in an art studio or agency. Several of the
procedures you learned in that lesson will eventually be applied
to the making of mechanicals or paste-ups. A mechanical is the
guide from which a printing plate is made. The cxact size, color,
and position of every element that is to appear in the fnished
printed piece are precisely indicated on this mechanical. Any-
thing pasted on a mechanical — usually type proofs for repro-
duction (repro proofs) and small line drawings or glossy stats of
line art — is considered “copy” for reproduction, unless other-
wise marked.

Tonal art, whether to be reproduced same size, enlarged, or
reduced, is not pasted down on the mechanical, but sent along
as 1 separate piece. It is shown on the mechanical by a photostat
or a lucy drawing, which has only one purpose — to indicate to
the printer the exact size of the tonal art and the position it is
o occupy in the printed piece.

Although photostats are extremely helpful in making a me-
chanical, they are not available everywhere. In place of stats, a
lucy drawing or an accurate sketch can serve just as well to in-
dicate the size and position of the tonal art.

In the course of this lesson we will demonstrate huw Lo pre-
pare different kinds of mechanicals. Mechanicals, we have said,
are a guide for the making of printing plates — and so printing
plates are the next subject we must look into.

Plates

The preparation of printing plates varies considerably according
to the method of reproduction to be used, but the general pro-
cedure — greatly simplified — goes something like this: (1) The
camera stage: Here, all of the art work — line and tonal —is
photographed anto negatives (o the exact size marked on your
art. (2) Stripping, or negative assembly: Now, using the mechan-
ical as a guide, all of the negatives that have just been prepared
in Step 1 are fitted or “stripped” ogether. (3) Opaquing: With
a brush and opaque paint, the platemaker “opaques” (covers up)
arcas on the negative that should not appear on the hinished

plate. At this stage, in affset lithography. a blueprint or a brown
proof called a vandyke is made from the negative for checking
by the artist or production man. (%) Making the plate: The
negative is placed on a sensitized metal plate and exposed to
light. The plate is then developed. (3) Proving: Now a proof is
pulled. This proving is usually omitted in offsct, where a blue-
print_has already been seen and corrected. But for lerterpress
and silk screen, the artist or production man now marks this
proof and returns it for correction and printing. Later in this
lesson we will show you how the artist’s procedure differs for
each of the three printing processes, but for now let us see just
what the processes are and how they work.

Letterpress

In the letterpress process line and tonal art are usually plated
separately. These plates are etched decply so that the surface
that will print is raised. Type is olten combined with these plates
and both are “locked up’” together into one "form” for printing.
Printing ink is transferred from the raised surface of this form
directly to paper. You are actually printing by letterpress every
time you press a tubber stamp to an ink pad and then to paper.

Offset

In offset, the camera stage is almost identical with that of letter-
press. After your work is photographed, ever thing is translerred
to a thin metal plate — no actual type or plates have to be locked
up together into a form, as they are in letterpress. Instead, all
tonal and line elements, including repro proofs of the type. are
photographed from the art and mechanical and comhbined on
film, which is then exposed onto this single plate. Offset also
differs from letterpress in that the inked impression is transferred
or oflset [rom the plate to a “rubber blanket” and then to the
paper. The word “ullsel” derives from the process of oftsetting
the image from the plate to the rubber blanket beforc it contacts
the paper. Except for the color lesson, the textbooks of your
Course were repriodluced by the oflset process.

Silk screen

A mechanical for silk screen is prepared much the same as it
would be for offset and the camera stage is also similar. Other
than that, silk screen is quite different from the other processes
in that paint is “squeegeed” or squeezed through a Anely woven
silk-screen stencil directly onto the paper or ather printing sur-
face. The paint is usually deposited in u much heavier layer
than the ink in the other two processes. Silk screening can he
done on curved surfaces and surfaces other than paper. Exam-
ples can be seen all around you on such objects as wood or metal
signs, and glass or plastic bottles and fabrics.

The three major printing processes discussed in this lesson
can be used to 1eproduce any kind of copy, whether linc or tonal.
Each process, however, produces a comewhat dilferent effect on
the printed page, and each has advantages and limitations. The
decision of which process to use in a given situation is usually
made by the production department.

The reproduction of art work is an intricate and involved
study which can only be truly learned through experience. We
suggest that you build upon the foundation you will acquire in
this lesson by visiting print shops and engraving houses in your
arca. Talk with the men who will someday be your co-workers.
You will usnally find them eager to help anyone who shows a
respect for their crafl and seeks a better understanding of it
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Line reproduction

The man who makes plates for letterpress printing is called a
photoengraver, and his plates are called photoengravings or ci-
pravings. The simplest form aof engraving is a line plate, or hne
cut, like the one shown at the right. Line plates are usually
made of zinc and are “blocked” — that is, attached to a hard-
wood base — so that, when locked in a printing form, they will
be exactly type high — 0.918 of an inch. Line cuts can be printed
on almost any paper and are especially adaptable to coarse papers
such as newsprint.

A line plate is made from art work composed entirely of lines
and areas of a solid color (usually black) and white. Tt may con-
tain crosshatching, stippling, dots, and solid black areas. This
art is usually done in pen or brush and ink. Line copy often con-
sists of reproduction proofs of type with ruled or decorative bor-
ders, typewriter type, charts, graphs, ete. Make surc that work
which is 1o be reproduced in line contains no gray or tonal arcas.
Your drawing should be sharply black and white.

To make a line plate, the engraver follows the steps generally
as outlined on the previous page. The negative he “shoots” is
much like the one you would make with an ordmary camera.
Remember, this is a negative; the areas in your drawing which
were originally black are now clear in this negarive, and all of
the white areas are solid black. During the making of the plate, A1 the left is the line drawing from which the cut of the top wor made. Altheugh this picture wos

i - R - i drawn with brush, pen, ond ink on o textured poper, it créctes o holitons effect by the use of
it is th Ar POTHONS O 1 ive which allow light to pa ’
ese cle I fther egat | e crouhatched ond stippled areas. At the right the enlarged wrea of this drowing shows clearly

through and hit the sensitized metal. The exposed plate then that the picture was executed enficely in line and areos of solid color to wchieve this tonal effect.
goes through several processes, ending in one or more acid baths
which “etch” or eat away the unexposed portions. When enaugh
“hites” have been taken to make the design stand out in clear

This is @ line cut mounted
type high (0.¥18 inch) on o
hardwosd block, ready for
printing by letterpreas

relief, any large blank arcas are “'routed out” or cut away.

Before blocking, the plate is proved and the proofs are given
ta the artist or production man for OK or corrections. While
more corrections or changes can be made in an engraver’s plate
than in the other processes, a strong cautionary word for any
process is: Make sure you begin with correct art work. It will
always be the most satisfactory and least costly method of obtain-
ing the results you want.

This is o holitans engraving
mades from a I&I‘n:ll_ drawing
of the some wubject oy above.
it haos been blocked type
high ond is ready for prinl-
ing by letterpress.

Halftone reproduction

Anything that the engraver cannat shoot as line must be shot in
halltone. A halftone engraving is usually made of copper and can
be used 1o reproduce virtually any tonal subject — a photograph,
painting, or drawing.

The secret of the halltone process lies in photographing the
material through a halftone screen— not unlike an ordinary
windaw screen. The engraver's screen, however, consists of two
plates of glass that are covered with very fine parallel lines. The
two glass plates are cemented together with the lines in one
plate crassing the lines in the other at right angles. The screen
is placed in the engraver's camera directly in front of his [ilm.
Light strikes the screen first when the exposure is made, and the
screen breaks the tonal image into thousands of very small dots
on the negative film. Except for using a screen, the engraver gocs
through the same procedure in making a halltone plate as he
does in making a line plate. In fact, the very small black dots
on the fnished halltone engraving create, in cffect, a miniature
line cut, as you can see in the enlarged section of the halftone at
the far right. You can also see that where the drawing was light, The holficne engraving woi mads frem this tonal drawing done in wosh. It is perfectly rectangu-
black dots on the cor I'Eap{:ﬂding saction of the F‘h“-: are small. lor, ond iy colled & “'square hn”:!nne.'.' Examine the enlarged section of this engroving (right). ond
Where capy wa dark. theee dots sre L‘il’gl_'. Our eye blends all thess yau can tee how o halftone ochieves its 1oncl valuss through a variation of black dal sires, which

’ : : blend together to form the oppecrance of o coatinuous tone. Compare the enfarged section of
dots into tones which range from white [hrmjgh gray to black. the line cut with this enlorgement — notice thet the holffone is, in & semis, o refined fine cut,




For commercial use, screens generally range from 50 lines per
inch to more than 135 The choice of screen is usually deter-
mined by the kind of paper the job is to be printed on. A coarse,
rough paper will usually dictate a coarse screen. A highly finished
paper will usnally require a fine screen. When ordering halftone
engravings for letterpress, always consider the paper upon which
the engraving is to be printed. The microscopic photographs of
paper reproduced at the upper right will serve as a guide and
help you to understand the need for carefully sclecting the ap
propriate halftone screen.,

[ =

Coated poger
[th sheen)
120-133-line sereen

Dull coared paper
{low sheen)
100-120ine screen

Machkine-finished
poper (hard, smoath)
85=100-line screen

Hewsprint
(soft, coorse)
50 -45-line sureen

Line and halftone in offset printing

As we slated earlier, there is a grear similarity between letter-
press and offset in the camera stage. The major difference 15 that
oliset seldom uses screens coarser than 120-line and olten goes as
fine as 300, while in letterpress 65-line screens are used every day.

In offset, as in letterpress, the same séparate trearment must
be given to line and tonal copy, and the same names apply to
the various types of tunal art when reproduced. The simplest
kind of reproduction of tonal art is called a square halftone, and
is illustrated at the lower lelt of the previous page. Quaasionally
you may desire an effect that cannot be achieved through the
use of a simple square halftone — there arc several other kinds
of halftones to choose [rom. Ilustrations of these various types
for both processes are shown helow. Study them carefully — they
will give you a better understanding of studin production.

133fine screen

&5-line screen B5-line swraen 100-line serean 170line screen

When slecting holftors sereens, olways consider the paper and the subject maller.
Motice how type geti “chewed up'” by the coarser scresns.

10% 20% % &0% 70% 80% 705

The angrever con supply holftone tint plates = from 50 to 133ine screes — to any
desired tone value. Thete are uswally specified by percentages and are vied wherever
you waont o fiot tone of groy or color, oi shown in the two examples ot the bottom left,

Examples of halftones

Linc-haolftene combinaotion: This reprodus-
tisn wos mods from the same toncl ort veed
for the square haolftone on page 4. One line
regative is shot for the solid black ink lines —
a mporote holftons negative @s shot for the
tones of woth. Theie are then combined on one
plote with no screen daot in the blocks.

Tint plate: Whan you ore printing in hlack
ond are ar mare colors, you con select o fint
plate o any desired percentoge to print under
your halftone. This iz o 40 per cent color fink

Drop-out halftone: Here the some arl i re-
preduced o3 o drep-out ar “highlight” halftone
— without dats In the pure white oregcs. Mote
the odded sgarkle in this type of reproduction.

Huolftone with tint plate: This Is hew o hali-
tone oppecrs when it is printed over a fint
plete. It Jeoks similar to o dvogroph.

Silhouette halftone: This is used whea you
hove o lonal subject with on frregular edge
end you wuont to elimincte the bockground.
How to silhaustte a photogroph wos deman-
sirated in the previous lesson.

Duograph or ductenc: This resulls when twe
halftone plotes ore made from one toral black
and white; ane holftone is printed in color, the
other is printed over it in Black,

Vignatte holftone: This is ordered when you
have o fonal swbijec with an frregulor cohide
edge that is to be foded grodually from fone
to pure white.

Spot duegraph or spot duotene: This is the
same a1 o full ducgroph except that it is wsvally
emplayed 1o occantuote a perticular oreo.



6  The three printing processes compared

Here, in greatly simplified form, we demonstrate the basic steps in letterpress, offset lithography,
and silk-screen printing. For each process we begin with the same simple layout and follow 1t
through the various stages of production until it emerges as a printed piece. Note the dillerences
and the similarities herween the three processes —and you will have a better understanding of &)
your role in preparing art for reproduction.

Letterpress

In lewterpress a metal plate with a
raised image is inked and pressed
against paper — the principle is much
the same as that ol a rubber stamp and
ink pad. The art work is sent to an
engraver, who photographs it onto a
plate. You must always specily a screen
when ordering a halftone plate. Fine-
screen halltones must be printed on
glossy paper for good results. The plate
is “backed up” or mounted on a

wooden block. l This simple loyout contoins The Rnished art work for tha tonal illuntra. 3 The sngraver mokes o sguere helfione plate
three slementi: a tonal illos- tion oad the honddettered headiine is sent of the tencl Hllustration ond o line plote
tration, o hand-lettered head- $5 the engrever, who maokes the plotes. Type for the heoding, ond o preof of eoch is
lirw, and body text. is specified for the bady text, which is sent pulled. The typesetter sets type for the
in manuseript form to the typesatter. body teat ard pulli & golley prosf. i

Offset lithography

Offset plates are made by the offsct
printer. All art work — line and half-
tone — is sent directly to the printer
for platemaking. Line art is simply in-
cluded in position on the mechanical,
aleng with reproduction proofs of the
type, and both are photographed to-
gether. Halftones in oflset print very

well on almost any paper — even very = :

rnugh-luxtu:ed stock. This layou! contains the sams 2 Type is specified for the bady text and the A mechonical is made. A p-hafn:fn'l or luey
slements os In our lotterpress manuscript fa sent to the typegropher for drawing of the tenal lllustration, o phale- -
demonstration above, setting. After golley proshs hove been read ot of the headline, ond the repro proof

and eorrected, repro procfs ore ordersd. of the body text ore pasted in the pasitien
they will cecupy in the printed piece.

W

Silk screen

Silk screen is basically a highly devel-
oped stencil process best used for re-
pradducing line work. It can reproduce
halftone art also, although the quality
of reproduction will rarely match that
of letterpress or offset. Silk screen is
more often used for are work which is
oo large to be economically printed
by offset or letterpress, or when the ;
Iength of the run would be too small ' P
for those processes. It is also ideally

suited for printing on other than flat ——

surfaces. The process described here is The loysul conlaing the some Type is specifed for the body text, which A macharicol is made just ou it would be
I

photo screen. For reproducing simple slemanis a3 in our demon. B wul fo the fypogropher. After galley for offut, with all line artin pasition and

; ] ; R strations of the other two procfi have been corrected, @ repro proof halftane art indicated with @ stat ar lucy

line copy, a silk screen stencil is often printing proceses, in ordered. drgwing and presented separately.

cut by hand.
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A machanizol ar dummy is mode by the ortist to the
croct size the printed plecs will be. Here, proofs of
all plates, line ond halftone, ond a gelley proof of the
type ore cemanted ints their exoct position o5 o guide
to the prinfer.

The mechanical and the separcte ort for the tonal
illustration are sent fe the ofwet printer. A nagative
i shot for the ine clements of the mechenical (the
type ond hund-lettered headiing) ond o halftens nega-
five is shot for the tonal illustratien.

The mechanical iy shat for line, and o halftone nego-
tive i+ mode of the rosal illustration. Thess negotives
are stripped together, ond o positive is mode which Is
sramiferred ta a special phofo screen flm with o gelo-
tingus surfoce.

Line plate

5

Furnitore
Halftere plate Chaw

Fellowing this dummy o1 e guide, the prinler lecks wp
the elements of the puge (line and halftane plates and
the typel in his “form™ or “chase.” The wood holding
the elements in position in the form o collad “furni-
fure’” in the trads,

The line ond holftene regatives are “stripped 1o
gether” o combined to moke cne negaltive. This
cambined regolive is plosed over a seniitized plote
and eapoied to Fght. The plate is then developed.

A& pirce of silk with o fine mesh iy stretched over o
frame o little larger than the piece to be prinfed. The
phole screwn film is steck directly onte thia sk ond
the film partion is peeled off, leaving the gelatinows
surfoce 1o form o stendl

6

Ink rollers

The form is plated en the prem ond the surfoce @
irked. The paper and the inked ferm are then pressed
togetker to obtain the printed imoge.

. Bubber
Paper = \‘/-"' ofiset blanke!

The plote s put on a ¢ylinder and inked. The inked
image I transferred (offset) 1o & rubber blanket which
rolls againgt the plote, and the imoge is then frans
ferrad 1o the paper from the rubbar blonkel

\ t‘ . Fquesges
Ven 2,

S pas

The silk-screen stencil is lowered ogainst the printing
poper. and paint is squeegeed through the fine silk
aato the poper. The scréen is lifted and the printed
sheat remaved.



8 Preparing art for reproduction

On this and the following pages we give you a guide to how
mechanicals are prepared for one<olor printing and [or color
separation in two-color printing. The first illustration in each
sequence is the hnished printed piece, while the numbered pho-
tographs to the right of it demonstrate how the art is prepared
to obtain the effect shown in the printed piece. To get the most
out of these pages, study them thoroughly until you understand
the principles demonstrated. We have kept our examples simple
so that you can relate your own art to them more easily — you
will ind them a valuahle guide to the solution of many problems
in preparing black and white and color-separated mechanicals.

Two-color preparation

Until now, we have been dealing with printing in onc color.
‘I'he methods are hasically the same when a picture with two or
more colors is printed. In every case, no matter how many colors
a job is to be printed in, a separate plate must be made for each
color and each calor is printed separately,

Before he can make his plates the printer or platemaker must
have a guide showing him where each color is to be printed. Pre-
paring these guides is usually the job of the artist, and the work
itself is called color separation. In its simplest form, it can be
done on the basic mechanical. Tn other cases the areas of calor
may be outlined on a tissue overlay or these arcas may actually
be painted in with black ink on acetate or vellum overlays which
are mounted on the basic mechanical and keyed to it. The black
simply indicates where a particular color is to go — it does not
mean that the area will be printed in black.

In the case of color photographs, paintings, or illustrations

D DD

Adhetive-bock regirter marks, printed an
clear ocetote, are accurate ond eory 10 Uk

Examples in line

shich contain colors that are blended together, the platemalker

himself will do the color separation, photographing the art
through different filters which separate the colors. In most other
cases the separation should be done by the artist. Since he created
the design and selected the colors, no one is better qualified. It
is very important that this job be done well. If not, the artist
could easily waste hundreds of dollars of his client’s money on
incorrect plates which must be made over.

Although there are many variations, the methods of preparing
art for black and white and color reproduction that we show
here and in the following scction on the Bourges process are the
safest and surest [or producing quality work.

One thing is very important: Always be sure to key your over-
lay to your mechanical with register marks. These are a guide
to the platemaker in making his negatives and plates; and in
color printing will help assure that the individual color plates
will match accurately and print in perfect register.

Key lines and helding lines. Another guide to the plate-
maker is a red “key” line. This is used to draw on the mechanical
the outline of any art that is to be photographed separately and in-
cluded on the negative. The platemaker knows that lines drawn
in red indicate size and position only and are not to be printed.
When a line is to be printed, or “held,” it is drawn in black and
is called a "holding™ line,

Mechanicals are usually made on inexpensive smooth illus-
tration board. Tt should be able to take ink without blurring.
Remember, a lucy drawing or an accurate sketch can be used in
place of stats to indicate size and position on a mechanical.

Line ort ond type: The art work containg no On the mechanieal, rule the holding lines that 2 If the arl wark contains fine fines and kot te be reduced (or if phote-

Fine lines. Bath art ond type ore printed in the $orm the bon. Then cement in poaitian o glouy dats are not ovoiloblel, let the platemaker make your reduction from

same colar. photostat of the ort reduced to the correct the art. On the mechanicol, rele the holding lines; then use a stat, or
size, ond @ repre proof of the type. With dm- lucy the cutlines of the arl in red for tize ond pasition only. Moun! the
ple line ort work, the plotemoker con moke type proaf in posilion. Mark the ort work for size and key it to the
his plate from the stat itself, 1t i bast to order mechanical with o sircled letter, as shown in the llustration sbove.

glassy stats for reproduction.

Twa-color line ort: The ort work is beld, I Rule the helding lines, then cement photestals 2 If stats of reproduction quality ore not obioinoble or if the ort wark
with no fine lines, and fs printed in two colors. of both pisces of art reduced to the required containg lines that are tos fine to photestat — indicate size ond posi-
size, in position on the mechonicol. On @ Fssve fion on the mechanical with luey cutlings ond key theswe ta the ariginal
everlay, indicate the art that is to print in colar art, (Here, on the erigingl ort ot right, the two lines ond measurements

with 0 postel ar panrcil of thot color,

indicate the reductions for eogles A ond B, one drawing serving for
both.) Helding lines are drown on the mechanical. Indicate in color on
a lisswe overloy the sogle that will print In thet calar,



Two tolors — loose registers Here ane coloe Rule holding lines ond cement o stot of the Tope an ceatate overlay oa tep af the mechonical ond place register
prints over onother — and regitter of the two block art in positien en the mechonicol. Then marks en it keyed fo the enes beneoth, On this overlay, cement o stal
wlors iy nol esentiel. positian regiver morks. of the art whith T3 ta oppear in color. Cwer this, tope o tistee overloy,

then troce in caler pandl or pastel the part ta be printed in thal color.

g o ey

Two colors — tight register: Here the two 'I Rule the halding lines and cement in position 2 Tape an coatate overloy over the mechanical ond edd register marks,
colors must fit exocty. o photestal of the ort thot is te oppear in This ix the overlay for color ond is pointed with black ink. Where this
block. Then eopply register maorks. comes up to the art on the mechonical beseath, lat the block on the
oeetate avarlep the lines of the phetasiat a little to oswure pecfect regis
ter. Add a tivue overlay ond indicete color separation. (Use a “treated’

acetate For inking, ond kesp it free of fingerprints or ink will skip.}

Rule o red key line on the mechenical and Anorher way it ta cemant @ §1at of the ort In position on the methonicz]

averprints — that is, prints on tep of — a color, cament o sta! of the art in position. On o finwe and odd register marks. Tape and key an ceetate overloy en this. Cut o

everloy, ingtruct the platemcher o print the pieee of flal black poper to the exoct sire of the color erea, and cement

area within the key line in sofid coler. this in position on the overlay. In the finol step you will odd o tisue
everlay to indicate colar separation.

Two colors — line overprint: Here block

Reverse line: Here the imoge oppears pure white ogoingt o solid black (or celer) back- Flap: Here the art hos been foapped — or turned fram right to left. You con order o stot
ground. Rule the black kalding lines, then paint the fines o litfle wider with brosh and Acpped and cement it in position on your mechonical, or indicate the mew pasifion with
ink, as has been dome at the right. Get o regotive stot and trim it to fit these heolding o red bey line on your mechonicol ond initrect the plotemaker to flop the ort os shown.

fires with a dight overlap. Point the edges of the stat black ond cement it in position.
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Tint examples

Line surprint: When o piece of art is ta surprinl — that i3, print in solid color an o tint

Reverse In @ fink When o piece of ort ia to oppear pure white againit o Hint of block

or celor, prapare ysur ari os you would for on ordinary reverse by uiing a reverse phato- of its cwn color — cement the ort on the mecharizal and add register marks, Tape ond

stat. On o Huwe averday, specify the size and o percentoge sreen tint for the bockground key an eatate everlay on thin Cut o piece ef flot block poper o the eaoct sze of your

{right}. The fint shown is 40 per cent. fint arem and cement il in poiiion en the ocetote. On o fiwe overlay. mark the back-
ground 1o the desired value by specilying whot per cent fint you wanl.

Halftone examples

'[ First, rule o block helding line, Then, with o Key the cutline ta the finished ot with an identitying letter, a3 shown, Instead
of o leey diowing, you con ew a photostel to indicote the sire and pautlion.

red pancl, lvey the outline of the halftere in
pasition on the mechonical. If yau do, be sure to key it 1o the eriginal ond drow an X thraugh the stat o
the platemoker will nat think it is finithed ort.

Holftone in position: Here a halftone @
printed In @ cerfain size end position within o

ruled box.

T 8%

-~ e e

Combining twao halftenas: This is the prooe First, silhouatte the object in the phategroph. Ruls o hlock holding line oa the mechonical. Then, viing 2 red pencil, luey the
dure to fallaw when you wont the platemaker To moke sure any very light edges wen't get eutlings of bath halftanes in the excct pasifion ond size in which you want them
ta oppear, indicafing whith is to ovedop. Key the art to the mechanical.

1o combing two holftoner. In this exomple, ene lags, darken them with retouch grays.

is o painting. the other a photograph of irreg-
ylar shape.

A second wey: Put o s'at of the tonal ort for size and gosition on the mechan-
ieal. Then tope ond key an ocelale cverley on this, Paint the orea thal is to
appear in calor en thit evacloy in Black ink, latting it genzrously overlop the
tonal art. On o thsoe everloy, indicate color wpurnfinn,mzl the plate-
maker o register the two colors. On o fight fif of two colors, the plotemaker

tiviwe overlay, indicate colar separotion, can abways moke o more occurate register than the artist.

Rule o holding line ond cemen! o slat of the
tonal art = or lucy in the cutline in red — for
sire and pasition on your mecharicol. Then rule
a red key line o3 shown, to indicate the exoct
size ond position of your color oreo, On o

Black holftons with tight color register:
Hare you hove a tonsl drowing with o second
calar fitfing in exoct regirmer 1o it



|

FE
Black halftene with loose register of color: " Tope end kay on acetote sverlay on the fin: Rule o holding line an the mechanical wnd then, in red pensil, loecy in the out-
Here the second ealsr is used in o very loose ished art. Using o brush with black ink or wash, line of the art, indicafing size and pasition of the ert for both celars. Key this
treatmant, which ¢reates ra register problem. paint In the orea for your second coler on this to your finished art, On @ fiswe overlay, indicate ealor separation.

averlay.

Combining line and halftone: Here line ot 'I fule & halding lire on the mechorical, Then, 2 Mow draw ar cement your line art in poaiticn on the mechanical. Use cpagque
of one colar (the werd “eogle') i surprinted uiing a red pendl, luey an qutling of the tonal white ta painl @ breck between the red key lines gad your black line ert, Uk
ever o holflane of the some color, art to indicate sire end position. & tistve overley for inttruclions 1o the platemaker.

= w o e §
Ghaosting: This is vsad to amphasize o certoin First, vaing retouch grays, separote the subject You can now: (11 frisket the subject and spray the bockground lightly with
wection of @ phetogroph, ond wan eosly bBe from the bockground hy pointing eul objects opogua white in oa cirbrash; er (2} vse o grey Bourges sheet.
done in twa waoys, whith we demonstrale. that overlep bath.

Spot duotone: This i cecodonally ued in With retouch grays, remove elements overlop- On gn ocetate overlay toped sver your phologroph, wee Bladk ink in a pen or
twstalar jabt ta emphaosize o cerfein section of ping the 1ectisn to he smphosired, moking the brush to outlice exacily the area that you want to appear In colar. Special in
o phatagraph, outline or cleon o3 possible. Then lighten oreos srustizns ean sl be written on this overloy — for instande, f one area should

whare you wan! strong color. receive mare color thon orother. The rest I up to the platemaker,
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These poges describing the Baurges process

of caber separation were prepared with the help and
co-operation of Jeon Bourges, President of the
Bsurges Calor Corparotion.

The Bourges process

Here, and on the pages that [ollow, we demonstrate the Bourges
process of color separation. For the purpose of clarity we present
this in two sections — line separation and halllone separation.
We will also explain how to handle tint copy and, finally, show
how one drawing can be treated in six dilterent ways to create
different effects.

The Bourges process is based on the use of transparent color
sheets which are matched to standard printing inks. They offer
thie commercial artist a simple way to create two-color or multi-
color scparation using these sheets as overlays. There are two
types available: overlay sheets and adhesive sheets. The adhesive
sheets are used primarily for indicating color on layouts, while
the averlay sheets are used for the most part in color separaton.
Both types of sheets have a unique surface which can be worked
on hy the artist, removing or adding color as he finds necessary.
The only materials you need, in addition to the Bourges sheets
amd a brush, are some cotton, a stylus, and liquid “coloremover,”
which are used for removing the color coating for both line and
halftone separation; liquid colors and pencils for adding color,
modeling, and tonal gradations on halftone art; “B" adhesive,
which is added to liquid color when it is diluted to restore its
adhesive quality; and the modeling eraser, which is used mainly
for soltening hard edges and creating textural elfects.

The Bourges process can also be used to produce the same
results shown in several of the demonstrations in the previous
four pages, such as twocolor tight register, two-color overprint,
line surprint and others.

70% TO0%:
Baurges sheets are bawed oa standord printingdnk colors: process red, blue, and yellow
—ond poster red, blus, yellow, orange, green, brewn, oha black, white, and
grey. Thewe colors come in fve different volues which torrespond 1o the platemaker’s
screentint volues sthown obove, Thers s olis o cear ocetale theat colled Kleerkote on
which yeu fon work with ink, hguid color, or paint.

10% 30%

Bourges sheety

Coloremavar

__— "B adhesive

.__%,.-’"' Stylus

Modeling eroser

These ore the basiz tools ond motericls recessory when uiing the Bourges process.

For line color separation you use the 50, 70, or 100 per cent color overlay sheet of
any color. For our demonstration we will use a 100 per cent value of red, but we

Line separation

could have used any other color 50 per cent or stronger. Begin by attaching the

long edge of the overlay sheet to your illustration with masking tape. Then, with
register marks, key your overlay to the illustration and you are ready to go to work.

Here color i3 1o be used over most of the sutude of the 2 Large oreas of the colar coating can be quickly re

with liquid eolaremevar. Dampen the area slightly with
cotton and calaremever, then wie o clean piece of cofton
or the stylus to remove the color.

car bady. The first wep it to remove unwonted color
argund the edges ond from the inside oreas by scroping
it off with the stylus to enobiih an outline and high
fights. You will notice the everloy is tronsparent — you con
e the black ard white illustration usderneath.

Repalry ore mode easly with hguid color ond o Brush,
Here, o sorotch is being filled in with liguid color to
demonstrate this point.



This illustration calls for o relatively
ymall spat of color, Here o drcle is oot
out of the odhesive Bourges sheet and
applied ta o sheet of cear ocetote
which hos bee¢n toped cver the drawing
and kayed, Steel wool wos vsed 1o give
the rough edge to the color.

Hare the wasdout technigue wsed in this bleck ond white illustration was carried thraugh on the color aver-
lay. The charocteristic woedeut efest was eosily created on the Bourges everlay almply by osing the stylut.
It is not mecessary to saffen the color coting, Just use the wedge end of the srylus ond keep Tt sharp by
rubbing it frequently on your sandpapar bleck. I

e

It would ba dificult to obiuin this effest on a trom-
parent overlay by pointing with speque block. With
the transporent Bowrges overley, the drawing wnder
neath can clearly be seen, This allows you more crea-
thve latitude on the overlay ond gives batter register.

This freeling techalque was ochieved by sofrening the eolor cooting with liquid
coloramaver on eottan; then, working loowly with the fine point of a stylus, the
colar wet removed. The eooting dries botk fo ity ariginal hordness quitkly. but
con be resaftenced as offen os necessary,

Hare o seratchbaard techniqee wos wied an the calor averlay to match the style of the block and white
ilustratian under it. To do this you con use the stylus or, if you prefer, regular serotechboard teoli.

This illustration demanstrates baw the Bourges everlay
can help to crects o thres-dimentionol feeling, In thiy
cose it wor used to push ome figure info the bBock.
ground and focus attention on the foreground fgure.
The color way ramoved fram the sverlay with the sylus
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Bourges — halftone separation

Halftone separation is handled in much the same manner as line separation. One
dilference is that you use a light-value Bourges overlay sheet — either 10 per cent
or 30 per cent. Color is removed with the coloramnover and stylus. The liquud
colors and pencils are used for adding color where you want modeling and tonal
gradations. The liguid color comes in full strength and can be diluted with water
for lighter values. Also, excess liquid color can be removed with water without
affecting the color coating on the overlay sheet. A soft hrush or cotton is best for
this operation. Cauwtion: Halftone overlays on which pencil and liquid color are
used should be sprayed with clear lacquer to protect them in handling; or a sheet
of clear acetate should be taped over them as a protective overlay.

i > ! y T i
| | i LT
HEL L L RR g H ool i3

Bemove the umwarted ealor oround the edges with the stylus

The df._‘mu:rnslra::mn hegins ar rhf! r:g_ht, wnrh a 30 per cent Bourges overlay taped l This vy vou e e whih 904 can-work up' o wiltom
aver the illustration and keyed to it with register marks. damaging areas in which you wish e retain caler.

Soften the lorge oreos of vewanted color with colaremover
on colton ond gently remove the coler with o cleon plece of

cotten ar the broad edge of your stylus

Stroke the pandl color on the overlay to add madeling. The 4 The quid color con be odded ke o regular wosh on the
pencl fone can be smudged for o blanded effect with your woler coofing or directly over the pencil modeling. Use it

fingertip or o postel stump. Remove pxcess pencl color with freely. Excess fiquid color con be easily removed with clear
o piece of cotten or o very soft erajer, water and o brush. B

The picture of the right is o good example
of o twocolor tenal illustrotion, pre-sepa-
rated with o Bourges everlay. The cambing-
tian of the lones on the Black and white
arl and on the colerseparofion overloy
produces o very rich offect. It is ol very
woiy to reproduce. Al the far right i the
everlay by itself. By careful comparisan
you ¢an see thot the arfist has token full
edvontoge of the pownibilities of this proc-
a1, Working with the coler ond block sep-
aroted gives you the advantoge of obsalute
contral aver both colars.




Here the Bourges everlay is 10 per cenl. However. instead of viing the liquid color
for tanal grodations, just the pendl wes used, in order ta carry through the some
fealing ond technique o1 in the block and white drawing undar the color ovedday. If
you lock cosely you will be able to see the pencl teature in both the Black and white

oreos and the color.

sl
=] ) o
i ; ey

= PEy

o ‘——--..______ o
E : =
% Here is yat orother kind of twocolor trealment, in which the ealor is handled in a
B = very free, loose technique on an everlay ploced over o sumple block and white line

e == —— drawing. First, liguid coloremover was used 1o remove the color coating from the bock-
ground, leaving the pale shope of color that carries the eye through the illustration,
The stylus was wied sparingly for tha high lights; then both pendl ond liquid color
were used ta odd the grodations. The pandl wos smudged inte the coafing for blended
tones, and the fiquid coler wos vied for brush work to biing cut deteils.

Liguid eolor wos oirbrushed on o 30 per cen! Bourges cverlay to ereate modeling in
this drawing. The sharper high lights were made by remaving the color cocfing with
the srylus. The saftar high lights were ochieved by girbrushing white opaque on the
¢alar coating. The airbrush wai contralled by sproying through slols ewl in light
cordboard held slightly cbove the surfoce of the art. In thiy way, soft edges were
malntained, ord tha sirbrushing wos done without the use of friskets
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Bourges — line, tint, and tone

As you have already learned, line, tint, and tone are the three basic categorics {or
reproduction. ‘This holds true for art prepared by the Bourges process of colar
scparation as well.

You know that the simplest kind of color to reproduce is line, which would
mean a Hat. solid color. A screen tint of that color would give you a Hiat light color
and create quite a different effect. You would prepare your color overlay just as
vou would for line copy, and instruct the platemaker to give you a screen tint in any
percentage you desire. This generally costs slightly more than ordinary line copy.

A wolor overlay with gradations of tone and maodeling must be reproduced as a
halftone. In the example we shaw helow, a dropout halltone was usedd because of
the complete absence af color in gloves and shoes. The halftone, of course, costs
more than cither the line or tint overlay, but with pre-separated art this would
still represent a saving over the cost of reproducing a drawing painted in two colors.

il

Line: Here the overloy was salid cober, and Tint: Here the some overlay wor used o3 Tone: Here liquld celor wos odded over @ 30 per cent Bourges
wos reproduced as line under the block and for lina copy ot the lefi, but a 40 per cenl cverlay. The kigh lights were removed with the stylus.
white halftone, tint of color was requested.
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Variety in technique

On this page we take one black and white illustration
and show how you can apply diflerent techniques to
it w create various effects. Sty these examples care- e
fully — they give you [urther insights into the possibil- .f.:’ir."-“f..-"- Srat

ities of the Bourges process and how you can use it o J

get your picture idea across to the viewer. The drawings This is our sterfing peint, the black and white illustrafion. Now let's sew some of the
on this page are reproduced in their original size. differsnt effects thal con be ochisved by viing a veriaty of techniques.

B .

On o 100 per cent averlay, the breod end of o stylus wos wied to remave the color The textured sfect in the background was crected by putting @ 100 per cent averloy
coating arcund the outids of the drowing and from the more solid oreos within it shest an coarse-textired poper and seraping the color coating with the flot edge of o
Then the fine paint wos vsed for the detally, such o the proirie gros in the foreground. rozor blade. This duplicated the texture of the paper barenth. The solid shope of caler

in the faregraund wos eut oot of o 1009% odheiive thee! ond applied to the averloy.

Hare the eolor itself creates o design. The ertivt did not follow the Block liney on the Here the same overlay was used as in the drawing to the lefi, but the color was
illustration, But uied the colar shopes to odd interest ond dapth. sereened fo o 50 per cent volue, Hate what o differance this lighter volue mokes

This tonol color overlay Iy, of course, reproduced in halftane. To get the loci. free This efect wos created with o little moce eloborote handling, on o 10 per cant sheet.

fealing with the color, o liguid color wash wos sdded over o 10 per cent overloy, and

The cloud formations and efects in the Background were dore with liquid color in on
thea the color coating wos removed vp to the odge of the wash tene.

pirbrush. In the wogon and grows, modeling woi odded with o brush and liquid color,
and the kigh fights were dene with the stylus
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Main illustration — a line and
woih drowing with a line
overlay for o second colar

e

Heodline and subhecd —
the Albert Dorne
signature in color — — |
the remainder of the
fitle in type

Body text — type matier,
beginsing with a boldfoce
eapitol initiol printed over

o tint of colar ‘\

H H L e—
Small illygtration — 8 ————T1

photograph with o screen tinl
of the second color

Y 1.BERT

DORNE

poiints
with
colored
inks

an llustrated lecture

Captian for phategraph

Copy box — —_— ]
e
ruled box around pr— e
. e
baldioce type - ==

Here iz on orfist’s two-celor laysut done In pendl and pas.
tels. In the follawing step-by-step photogrophs we demon-
strate how 1o moke o mechanical for this or o similar layout,
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How to make a mechanical

Much of the knowledge you have gained in this and the previous
lesson may eventually be put to use in making mechanicals. It
is saidd that mechanicals are the backbone of the art business.
Certainly this is true of art studios — and the artist who can make
the best mechanical will be the backbone of his particular studio.

Never underestimate the importance of rendering a mechan-
ical carefully. A mechanical is the layout come to life. The finest
layout can be ruined by thoughtless preparation of the mechan-
ical —and it is the responsibility of a good studio arrist to see
that this never happens. A mechanical must be clean and ac-
curate — remember, the slightest sinudge or blur may cause trou-
ble for the platemaker. A mechanical well rendered by an expe-
rienced artist almost sparkles with cleanliness and accuracy.

The first and perhaps the most important requirement [or
making a good mechanical is thought. When you receive a
mechanical to prepare, it’s the thinking, checking, and planning
you do in the first ten minutes that often determine wherther you

Check the job to be dane. First, study the loysut. bs it
ia one calar or twa? What Tt the poge size? Is the main
ilugtrotion line or halftane — square hotftone or silhou-
etsa? I5 it to be reproduced some size, or will you have
to order o photestat to indicate size and pesition? Has
the taxt been proafread? Check the copy erea in the loy-
oul to e that it earrespands fo the type proof — if @
deesn't, o size edjustment hos to be made for it [mipact
the type proof to be sure there are no broken letters, the
lines are aligned, and the type is crisg and cdean, How is
the time to otk guesljens. Keep in mind that this is that
firgt ten-minute check which will pay big dividends later on,

The first thing to do i1 order pholostats er moke lucy
drawings. Stort with the main illustrofien — notice it is
larger thon indicated on the loyout. Since it size and
position are to be indicoled on the machanical, either
mark It for o reduced phatestot or use o comera lucida
ta reduee it. We will demoratrote both methods.

are going to put this one together fast or slow — and perhaps
right or wrong. Fixing errors can be very time-consuming. T is far
better o take a little longer at the start and do the job correctly.

In this demonstration we show you how to prepare a two-color
mechanical. Let's say that you have just received the full-size Tay-
out on the facing page from an art director and he has asked
you to make a mechanical for it. He has also given you the ele-
ments that go into this mechanical. You might begin by making
sure your T-square, triangles, and table top are clean — pencils
sharp — everything on hand and ready. All photographs, photo-
stats, type proofls, etc,, from previous jobs should now be filed or
discarded so that nothing will imerfere or distract.

All the procedures shown in this section have been deman-
strated in more detail earlier. If there is anything you do not
understand, we suggest that vou review Lesson 21 and the pre-
ceding pages of Lesson 22. The mechanical which is to be made
could be used in cither offset or letterpress.




To mark the art for o stat to the size the layout calls for,
tock fhe (llustratisn to your drowing board and, wsing
your Tasgquore ond triangle. run twa short vertical lines
down from the left and right of the illustrotion cs shown,
HMext, mamwre the width af this art on the loyout ond
write this meajurement below the illvstrotian. Drow or-
rows from this number to touch the verfical Lises.

IF you decide ta lucy the ort down to the reguired size,
tock the main illustration up in line with the lens of the
lucy ond ploce o pad of hight boad poper on the lucy
table. When the luey Is correctly edjuvsted, you will see
the reduced imoge directly benesth it on yeur pad. Mow
drow an oullice of thia imoge in red pencl. As we gx-
ploined eorlier, red lines on o mechenical are called
“key” lines ond marely indicote position. The platemaker
will alweys remove them from his negalive.

e =

Dry-meunt the photogroph on o piece of mounting board,
then check it ogoinst the loyout to see if oll of it is to be
included, or where to erop it. Maw tock the maunted
photegraph o your drawing board and, with a Taquare
ond triongle, indicote the cropping oa the mounting
beaard, Befare maunfing o phategroph, sheays check the
bock for the phologropher’s cedit line or othar infor-
mation, and copy it on the mounting board,

Like your main illustration, the phato needs reduction to the sze
shown in the loyoul. The reduced width for the stot is indicoted
batwean the lower erop marks. Then, on o sheel of froung paper
ever the phete, lightly draw fines fram each of the erep morks
ynfil you hove drown o rectangle of the cropged size and shope.
Remove the tracing poper from the phote ead, using o diogonal,
scale this rectongle dewn to the wze shown on the loyout,

7 Mow tock 1o your drawing board o piece of illuitration
beard at least 2 inches larger all araund than your pags
size, This will be your mechanicol, ond the 2-nch moargin
is for writing directions aad to protect the edges of your
mechanical in hondling. Once tocked down, the mechani-
cal it not moved vatil finished. With o light blee pancil,
rule o rectongle the size of the poge — in this coss
Bl x 114 inches — on your [llustration Board, The lines
ore drawn in light blee beccute blue does not register
on the plotemaker’s Alm.

6

Trace this reduced rectongle to o shest of boad poper
and, with red ink and your ruling pen, ink in the
rectangle, odding !4 inch to the right slde, where
the ort touches the edge of the loyoul. This extro 'a
inch is colled “bleed” ond iy vied wharesver art loveh-
¢1 the edge of a poge. It allows o little toleronce for
error whea the poper iz frimmed. This rectongle will
be o key line to indicote the position of the phato.
Laoter you moun! your photostat for identification with-
in this key line. It could be ruled directly an the me-
chanical, but adjuitments ore mode easier when it is
on o separcle piece of poper — o you will see later.

Tock your loyout in frant of you for convant reference and, 35l vsing light blue pencil,
mark on the mechonical the opproximote posifion of cfl the elements thown on the
layoul. How, with your ruling pen set wery fine, wie block ink to drow in the crop
marks to indicate the cornert of the poge. Cross the corrers abeul 116 inch inside
the poge margin. To avoid damaging your type proahs, it It best to ds all inking on
the mechonleal before cementing them down,
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The layout Indicoted o box with copy insde. With ruling pen, T-square, ard triangle, drow Iu How you czn thllz spray your type presf with o type finafive. This is not absolutely

this bex on o sheet of bond poper. Dan't try to s=t your ruling pen wide encugh fo drow

necessary, and is done chisfly in rush jobs where the type proof is shill wel Mathing is

ane thick line. It is better 10 draw tws finer lines and Ink in between them wilh @ wmoll mare exasperating than smeared type on o finithed mashonical ready for the printer.

brush. (The Bax could olsa be mode with rulea by the mypogropher.)

Using on old pad back to rut an ond o sharp razer blade or
X-ocle knife ogoiast o straightedge, cut the bady capy cut of the
type prosf, leoving o morgin of wbout % inch all around the
type. Den't do your cutting with scissors — they won'l give you
the precise edge you need for @ neat-locking mechanical, The
body type will ke wet mounted. (lerge proofs ore affen wel
movnted becouss they con be eculy moved inte exoct pasition
while the cemant is snill wet)

The rest of the proof consists of wmall blecks of type which con
be dry mouated, because they are eosier to position. 5a turm
the sheet foce down ond coat the remaining part evenly with
rubber cement. The photortots hove been returned by now —
oot them in the some monner ond set them aside to dry.

'I This is the eritieal paint — when you cusemble the elements In o mechanical ond compore
it with the loyour. Does it do what the loyout intended? Before cementing the elements
dawn, carsiully position and adjust them so they follow the layout properly. Lightly tope o
piece of trading poper over the mechanical to hide the cut edges of each elemeant — this

will help you see what the finished poge will lock like.

14

When you ore safisfied that everything is in
its propar position, troce blue lines lightly
around all of the elements that will print In
black sa that you con cement them info their
exoct position,




l With rubber cemenl, weal the arecs within the Blue gutlines far

all the elements that ore fo be dry mounted on the mechoni-

cal. While the cement is drying, trim the irregulor shope of the

photostol or skefch for the main illustration, wsing sduars. Mow

ploce a slip shest to within & quarterdinch of the top of the area

to be cowpied by the itar. Pasition the stat over the sheet eacchy
within this area,

I The headline, swbbeod, ond photo coption ore dry 19
moynted on the mechonical. Mow the loige type proof
will be wel mounted. Ploce it fote down en o poed ond
wrenly coat the back of the proof with iwbber comant.

e e

'I Fress the two robber<emented surfoces together ot the l Trim the sfat of the photogreph 1/14 inch smaller

top and gently pull out the slip theet, ot the same fime

en oll sides and cement it within — and not touch-

pressing the stat onts the dry rubber cement. lost, viing irg — the red kay line. The stot identifies the half-
o clean taue, smooth the s1o1 down with o triaagle. tene ond indicates ite size ond positisn. Dry-mount

Ploce 1he preof in ity opproximate pesition on your me-
chanical and line it wp wunder the T-squore. Whils the
rubber cemmant f3 oill dightly wet, the type is shified
gently inla its exoct horizontel posifisn. Them ploce a
elean fiywe over it ond press it flat with the edge of o
triengle. Confinve the process wntil everything that will
print in block is cemented in position.

2] Srick register marks on bath yides ond the bottam of the mechonicol, Then. for
color seporotion, tope o cear acetate overlay en the mechonicol ond position
register marks on this esoctly ever the ones beneath. Register marks con be drown
with o ruling pen, Tsquare and triongle. but pre-printed ones cre real fimesovers,

this unit in posifiea on the mechorical o shown
here. Small piaces are easily held with teweezers.

with ;
colored
inks

'

{an llastrated Leciure |

i
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2 Occosionally an element will have ta be moved — in this

caz=, the photostol, key line, ond coption must be roled

ashaut 1/18 inch. Remember, the red key lina wos drawn

o MEE 45 this and the stot con be od-

justed o3 o wnil, MNow, with a linla rubber-cement thinner

{in on eye dreppar), the band poper and coption ore
loosened ond moved.
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Mexl, o smaoll piece of adbesive-bock
Bourger theel is ploced cver the
phategroph orea and trimmed with
a razer or shorp X-oclo blode ex-
acily 1o the red key fine bBensath it
The urwanted portion can then Be
peeled owoy ai shewn here. Hext o
Bourges shee! will be opplied over
the capitol initial and the signoture
will ba dry mounted on the averlay.
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with
colored

With & rubbercement pick-vp, <lean away every srop of excess cement 24 Fhotostats pleced on & meckonical to indicate positien should be crosied out 10 the plotemaker will koow

on the mecharical and the overlsy. Aay piece left will cant o shodow

which the platemoker will hove to spogue from his negotive.
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Here are the Fnithed mechonical ead ort. Flap the mechanical
with & pirce of trocing papes toped olang the top edge. On this
shew! you should indicate to the plotemaker which elements ore
ta print in color. Lest, o protective fiop of heawy paper goes over
the tep, We bring this two inthes over the hask of the mechani-
cal and dry meunt it. From white bond poper, ¢ut o mat to the
sire of the wop marks ond fape il over the phetagraph. After
@ pretective flap of heawy poper i placed over each illuitration,
the camgpleted packoge is ready for o firal [Papection.

Final inspection: A mechanleal should never [leove yeur
drawing Board unfil it kas received @ finol inspection to make
sure thot it is en expresian of the besl work that you can da.
Check the ever-all poge size, Do you hove crop marks on your
paqe? Did you use register marks for your everlay? If you wvied
a et for repreduction it should be sharply block ond white —
na grays or fuztiness. Check to see if any of your type has besn
blurred or domoged. Did you put B fisue overfoy on your
mechanical and indieate color saparatien? A careful crifical look
ot this time is your beit injurance ogoing mistckes and omiusions.

they are nat copy for phetegrophing. Uft the ocetote everloy and, with o pen or @ Stobile pendl, draw o
large X acroms the photostaty then, in g light area where it will shaw, place o key letter A in a circle. Write
& carresponding crcled A oa the ecual art which i te be repreduced ond is represented by the photostal,
Eoch piese of wporate il should be keyed to in carrespending stat with a differect latter.

26

Here is whot this mecharical locks Fle after it i printed. We urge
you to read and rersad this demonstration ond corefully study the
step-by-step phofogrophs and their eoptions. with the boiic keow-
how we give you kere — plus proctical experiance you sheald
sman be moking geod, occurate mechonicals
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Reproduction procofs of all the type — heod-
lines, body copy, and ceptions, large and
sreall — ore Inspected for clignmenl, breken
letters, smudges and specks, If perfect, the
proofs are trimewd to within X to % inch
from the type wherever pouible. Then they
are carefully cemented on the mechanical.

All line drowings or glosy pholostats of
them are corsfully cemented on the me-
chonirol in the exoct size and position they
will hove when printed, The line ort is
ploced on the mechorical with the some
core given o the type matter.

All tomal art work ond pholegrophs that
ere to oppeer in jilhovette are lucied in
the correct size on bond poper ond posi-
tioned on the mechonfeal, then keyed with
o crded letter to the fnithed art, which
is presented separotely. This finivhed ort
oppears of the top of the focdng poge.

Arny tenal ort or photographs that are 1o
be shot o8 squore bolftonss are indicated
with o red key line on the mechonical in
the exact site and position thet they will
hove when printed. They ore clio keyed to
the Falsked art with o circled letter. The
finished arl for the squore haolftones op-
pears ot the bettom of the fucing page.

Thewe poges ore alwoys punched for use
in o ring binder. Punch holes are wiwally
indicoted with red key lines.

A blue pendl line Ty put eround the entire
poge, This is often helpful to the artist
ond, since this color does not register en
the pluhmu'l.ur"l. film, it will nct oppear on
the plate.

| Fire merhamical drawing instrnases aica pos 1o
{ work with, They rogees! scmitivels o L dowach

f)

Tools of the trode

the artst and belp him to moct che muarting
8 ol his profossion. It pavi ea bery 5 wee of
gid gas with peaper care they will lasg
1 lifrrieme. Ry . cheap sev of imstresen
will ofen cost mere ia the leag ren. They et
only tern oot work of ialored qaality, but mas
b zeplioed soneas or laker, 14 i far bertber b arart
wich 8 gt st Yo dan't Bave 1a by the entire |
we ot cecr, eizker. Yeu miphn wan with the par
rhase of 3 pocd raling pen. and fellow thai with
3 combinasion peocl and ink coopas, cvoetaally |
wibr imirosends, Gl poa have an foling B

The sulieg pen bt comamonly macd for icking | |
straight Hoew Tt s dedgand e be med sruimir 3
wrsigherdpt ard males Haes o reonsicent ihick
hlrkmess of line may be vazied by turn- |
ing the AT Sk Exreen b mibe
oty o ap Lart, L e pagts =
strace the bagc Readi irg arcd eace ol |h1 tr\!
cther drawing iEaTUMERIL

i |f I m———— —_, ——— |
drre pies ding e o sy b gl ageies’
piga. Procicy srewleg Lews of mwiwes S

Moz wn of duwing inaremesn coiain (W Civi — largw 2enl amall |
The small dividers open w0 aboun e ioch and 2 Bl O Lage dividens are [
e for acryihng barper tham that up o sl cighe b, Dividiery ane wed |
Bt Jivediong b, estber slraaghit of ooTved, mRto ogeal sepmenin. They ane

atwr olien wend b Ranaferiing D arenioacnts from one drawing 13 aRocher. |
A Litthe practioe will scon srpaaing yoo with the welalees snd hardling of

somr dividen, In the demonstrations below we e 1 mmall pair of dividen. !

| Bast ther kancdbing is kasically the s for bodh siees |
| L = I |
|
¥
|
[Fa advae s swm gnidem, |1|...._.._..4.__.|.|....rrﬂ--|.um
proe dawh el i 'r. e & B8a e sowel waTeeL Teer fedes Brgar pds-
|_M-'1»‘-rl1-hlﬁnrl'ulh4ﬂd-1 wy dyrs Gghtc en g puien wopna s b beteees
iy vy wsaal ba M ey Eeee ""‘-"""I d—l.—l—-l.v.-!--.-rn--un\-miu
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Examples of mechanicals and art

Here, and on the following pages, we show you additional examples of mechanicals
and finished art, so you can see how diflerent kinds of mechanicals are prepared and
presented to the printer. Shown immediately above is a mechanical (reduced about 50
per cent) for page 4 in Lesson 21 of your Course. In this and our other examples, no-
tice that all line art, including the type, is cemented onto the mechanical. Halltone
art is presented separately and is indicated on the mechanical with a red key line; a
black holding line is used if this line is o print. Finished art that is presented sep-
arately is alwavs keyed to the mechanical with its corresponding vircled letter. Notice,
tow, how crop marks are used and "bleed” is indicated.
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Here ore three pieces of art which will oppear as sithouetie holftones on the printed piece.
They hove boen corefully silhouetted with opeque whire, and eoch plece has been keyed to
its eorrespanding lucy owtling on the machaniral. The printer will follow the lucy outline for
posifisn ond general size, But will toke his exoct sire from the dimensions marked on eoch
piece of art. These photographs hove been retouched alightly te correct minor flaws. Some
of the very light tones hove bean darkened alang the edges of the silhouetting in the dividers

Hare four square halftones have been pul on one mounting boord and oropped, then morked
for size. They are keyed to the mechanical ond a size hoy Been marked on coch. Minor re
touching hos been done on these photogrophs

23
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Four-page folder

Front ond bock covers: At the lett is o photogroph of
the front ond bock covers of a four-poge folder, ond im-
mediately below is o mechonical for them. Everything that
is ta oppear in block has been camented on the machanical,
including type ond o glousy photonto! of the figure of the
right. Crap morks indicate the size, and o doted line in
the center indizates whers the piece will fold, An overloy
it regitered cver the mechonicol for the second color,
Everything thot prints in red hos been ploced on this aver-
lay, incloding a glassy photestat of the left Agure on ithe
fram! cover ond o glossy reverss stot for the art on the
bock cover. A smoll piece of odhetive Bovrges wos uvied
for the coler bor on the frent cover, and o tissue overlay

wus added 1o indicale color separation,

e e e
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Bock cover L Front pover

Inside spread: At the left is o photogroph of the inside
of the folder. Immediately below ore the mechanical ead
art work fer the inside. Everything thet by te appear in
block is ploced on the mechanical, and o red key hne hos
bean ruled to positian the illustration. The tocol art is
keyed 1o the wechonicol with o circled lotter. A reverss
sot is wied for the type that is printed in reverse. An
aoetate ovarloy with register marks wos toped over the
machanical ond on odhesive Bourges sheel wos positioned
on this as art far the sezand ealar, A fissus overloy wes then
placed on the sechonicol 1o indicote color separation.

CIRTS

wees shosirg m T d
R orew KT A |
keghy gift for thal

spechil aefeon ., treta |

i & Falriawn Park |

Small-space ad

Al the left is o reproduction of o smoll-spoce od somewhat reduced In sire,
Ta the right of this s the mechonical for this ad. Fir, the ruled fine wou
drawn, then the crigingl line drowing was cemented In pasition on this
mecharieal. The lettering for the word “Gifts™ weos done about twice the
required size ond reduced in a glosty et which wos positioned oa the
mecharical, Below this, o repro presf of the type wos ploced in pesition,
ond then o stat of the store name. The oddress is in type.

&

Inside spread

WLIDA FLLTSROP

MOIARTS CONIC CFLEA

BASTIEN & BASTIENNE

BEMIHITE MWL LWLANRE

THE MEDILIM

Poster

Al the left s o reproduction of o twocolor poster thot waos printed in silk
sereen, To the right is the mechanical for this poster. The poster way printed
in white ond red on o block cord. Hotice that the while bleeds of the lefi
and bottem. The drowing of the music stard woy mode in Block frk on
while paper, and o reverse stat woi posilioned on the mechonicol. & reverse
ot wos also used for the type. A fipsee overlay was positionsd over the
mechonicol to indicote the color separahion to the silk-screen printer,
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Famous Artists Course

Lesson

Reproduction type and photostats

Type

A BETTER TOMORROW FOR AMERICA

A BETTER TOMORROW FOR AMERICA

B.H'Zf- research — these bwa magic words
are bmilding a bettér tomorrow far
Amerea. Only where the hest minds

are free to explore new, promidging paths . L.
where the imagination is free to soar. ..
are major breakthroughs being made today,
And nowhere have more breakthroughs
been made than in the member laboratories
and workshops of the American Basic
Rescarch Foundation,

Who supports the Amurican Basic Rescurch
Foundation? Over two thousand major
corporations, each a leader in its feld.
contribute to the support of this
pioneering effort in basic research
In return, these companies have acccss
to the discoveries of some of the
oreatest scientific thinkers of our
reneration — discoveries that have
led to the development of great new
industries that are huilding a better

tomorrow for America.

WHITESTONE RESEARCH BUILDING, TUSCALOOSA, [OWA

B.H'il" research — theses [ ERA] |||:|:_;:'|_' 1.'\.'.'_|r|_'|5
AT -!‘.I'.'ilr]il'.-g' a hetler Eosmorrowy fur

Amerca. Oalv where the best minds

are free to 1"\.|‘|]f‘|||-‘~ DEW, PIOIILLEIE l_l._l,'..:ls oy,
where the imagination is free to snar .. .
are majnr hreakthroughs being mode teday
And nenwhere have more hreaktheoughs
been made than in the member laborataries
and workshaps of the American Rasic
Research Foundation.

Who supports the American Basic Kesearch
Foundation? Over twa thougand major
corparatinnz, each a leader in its Hald,
contribute ta the support of this
pioncering efort in basic research.

In retumn, these companics have access
to the discovenies of saome of the
greatest scientific thinkers of our
generation — discoveries that have

led to the development of great new
inddustrics that are building & better

tomorrow for America.

HI':I'_ 1T s !I'.. 1E||' LR RS |||l!s-"r
laborataries of the

Armserican Basic Research Foundatien,
a chemist is on the trail of 2 new
method of food symthesis.

Here, in one of the member
laboratarics of the

American Basic Research Foundation,
n chemist is on the trail of 2 new
method of food ssnthesis.

WHITESTONE RESEARCH BUILDING, TUSCALCOSA. 1OWA

Photostats

AMERICAN

AMERICAN

BASIC RESEARCH FOUNDATION

BASIC RESEARCH FOUNDATION

Gt Fotraechh, Bttty Btrse, Reseascht, Gttt




FAMOUS ARTISTS COURSE
Student work
Lasson 22
Sstudio production

HOW TO FRACTICE AND PREFARE FOR THIS LESSON

The purpose of this lesson is to show you how
to prepare art work for reproduction. We have
explained the main processes of reproduction.
If possible, visit your locel type shop, en-
graver, offset, letterpress and silk screen
printers. Anything you cen do to learn more
about printing processes will help you do e
better job in preparing your art work for them.

In addition to materisls you have used in other
lessons, you will need these materials for
Lesson 22;

Smooth-finish illustration board -- 1 sheet,
11 x 1B inches. Bainbridge "172" is fine.

Red ink -- red pencil will do.

Treated acetate -- 1 sheet, at least 10 x 12%
inches. Bourges Kleerkote is fine; however,
you may use tracing paper or tracing vellum.

Black paper -- 1 sheet 6 x 9 inches, or 100%
red Bourges adhesive sheet.

Hed pencil.

Light blue penecil.

Wrapping paper for flap -- 1 sheet 11 x 16
inches.

FOR FRACTICE, you may wish to get:

Famous Artists-Bourges Kit -- In sddition to
materials to try out color separation methods
in the lesson, this kit contains treated ace-
tate and adhesive sheet mentioned sbove.

Do the following practice work before you be-
gin work on the assignment you send in for
criticism;

1. Reread the text of the lesson and pay par-
ticular attention to the examples in the sec-
tion "Preparing Art for Reproduction,” on pages
8 through 11. These exsmples will be particu-
larly helpful as a reference on jobs you do in
the future.

2. GSelect several line drawings you have pre-
viously done and make color separation overlays
as shown in the "Two color -- tight register”
demonstration on page 9. BEe sure to key the
overlays accurately, with register marks, to
the drawings beneath. You can either use the
prepared adhesive-back register marks or rule
your own. (Simply rule little crosses -- you
don't need to draw circles as in the prepared
marks.) If you don't have treated acetate
sheets or tracing vellum, you can use regular
clear tracing paper for this practice work.

3. 8Select r simple tonsl drawing and meke a
"tight register” color separation overlay as
shown at the bottom of page 10. Key this with
register marks.

i, If you have Bourges materials, try a num-
ber of the methods shown on pages 12 through
17. Make several different color overlays over
the segme draving to see what different effects
you can create, as shown on page 17.

5. Reread and study pages 18 through 23 on
"How to Make & Mechanical" and study the exam-
ples of mechanicals on pages 24 through 26.

THE ASSIGNMENT YOU ARE TO SEND IN FOR CRITICISM

Your assignment for this lesson is to make &
completely color-separated mechenical for the
two-color layout on Flate 1.

Cn Plate 2 are all of the elements you will
need to make this mechanical., You will find
"ghotostats" of the hand-lettered section of
the headline, the photograph, and the trade-
mark which appears in the bottle stopper. You
will also find m reverse photostet of the com-
pany name. Also, there are reproduction
procfs of the balance of the heedline, the
caption, the body copy and the address. You
will see that each of these elements appears
twice -- 50 you have an extra proof in case you
speil one.

At first glance, the leyout on Flate 1 may ap-

pear to be very complicated. However, we as-
sure you that it will be easy to do if you
simply follow the step-by-step procedure des-
cribed below. Don't be concerned with how
long it mey take you to make this mechanical.
Speed, in this case, is not as important as
BCCUTAacY .

AD SPECIFICATIONS. This is a full-page ad.
The page size is 8- x 11 inches. The mechan-
ical is to be made "same size" -- the actual
gize the ad would be printed. The ad bleeds
1/8 inch at the top, bottom and right. The
photograph bleeds at the top, so extend it 1/8
inch beyond the page size. The company name
bleeds at the right, so extend it 1/8 inch to
the right and carry the outline and the tint
area in the bottle 1/8 inch beyond the bottom

(over, please)




Student work -- Lesson 22

edge where it bleeds.
three parts:

Your assignment is in

Part 1 is the basic mechanical or flat on
which you will cement or draw everything that
is to be printed in black. Do this on illus-
tration board.

Fart 2 is the color separation overlay on
which you place everything that is to print in
red. This overlsy is tracing paper or acetate
or vellum.

Part 3 is the tracing-paper flap on which you
indicate your color breakup and write your fi-
nal directions to the platemaker, and the pro-
tective flap which covers the mechanical.

Fart 1

A. Tape or tack an 11 x lk-inch piece of
smooth-finish 11lustration board to your draw-
ing board. Now, using your ruler, T-sguare,
triangle, and a light blue pencil, measure an
area 8-1/4 x 11 inches in the center of your
illustration board and rule the outline for
your ad. Then rule & line 1/8 inch beyond the
top, bottom and right side to indicate bleed.
This will give you an outside size of 8-3/8 x
11-1/4 inches. This piece will become your
basic flat.

B. Set your ruling pen to make very fine lines
and draw in the crop marks to indicate the cor-
ners of the page. (See page 20, No. 8.)

C. Using dividers or a ruler and your light
blue pencil, mark cn the mechanicael the posi-
tion of all the elements shown in the layout.
These marks serve es guides for making the
basic flat -- and also for doing the color
separation overlay in Part Z2.

D. MNow begin at the top of the mechanical and
indicate the area for your photograph with a
red key line. You do this by ruling a red
line to the size of the photograph, including
1/8 inch at the top for bleed as in step 6 on
page 20, (Because this is an accurately done
layout, it will not be necessary for you to
rule the key line rectangle on & separate
sheet as demonstrated in step 6.)

E. Next, cut out the photostat of the photo-
graph. Trim it about 1/16 inch smaller all
around than your red key line and cement it
within that red key line for identification.
The platemaker will make the photograph to the
gize shown by the ruled line.

F. The black outlines for the botile, the top
of the flask, and the black arrows can be
drawn directly on your flat with brush or pen
and ink. Or they can be drawn on 8 separate

Page 2

sheet of peper and then cemented into position.

GC. PFule your red key line to indicate the

gray tint area within the bottle, allowing 1/8
inch for bleed at the bottom. Stop the red
key line about 1/32 inch short on either side
of the bleck arrows for & clear separation.
Then rule the red key lines for the tint areas
which form the stopper in the trisngular-shaped
flask.

H. Rext, cement the stat of the trademark in-
to the bottle stopper. Then rule the shape for
the company name, "American Basic Research
Foundation" (allowing 1/8 inch at the right for
bleed), and trim and cement the negative stat
of the company name within this shape. ©See the
"Reverse line" demonstration et the bottom of

page 9.

I. Finelly, cement into position the headline
type, the caption, the body copy and the com-
pany address, Before cementing the body copy,
remember to cut out the boldface capital ini-
tial which you will later cement on your cover-
lay, because it is to be printed in red. At
this stage everything that is to be printed in
black should be on your basic flat. =

Part 2

Now comes the separation for the red overlay.
For this it is best to use acetate or vellum.
However, since this is en asssignment, we will
allow you to use tracing paper if you do not
have acetate or vellum. (Tracing paper should
never be used on & ,job you are doing profes-

sionally. }

A. Tape your overlay on top of the basic flat
-- and key it to the flat with three pairs of
register marks placed about 1/8 inch cutside
each side and the bottom of your ad.

B. Next, cement the stat of the hand-lettered
headline in position on the overlay.

C. Now, on the overlay, draw (with black ink)
the red stopper for the bottle and the red ar-
TOW »

D. t out of black paper the shape of the red
flask and cement it to the overlay. Or you can
use & 100% red adhesive-back Bourges sheet if
you have it. (Step 22, page 22, demonstrates
this method.) If you use ecetate or vellum,
you may prefer to ink the flask shape directly
on the overlay. Don't try to use ipk in large
areas on tracing paper; it will buckle.

E. Cement in the initial capital B which will
print in red. You will find small pieces like
this ere more easily positioned with tweezers.
At this point everything which is to appear in
the finished ad should be in position on the
bagic flat and on the overlay.

(Continued)
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Part 3

A. Put a tracing-paper flap over your mechan-
ical, fastening it with tape along the top
edge.

B. BShade in red pencil or pastel a&ll areas

that are to appear in color, such as your head-

line, the bottle stopper, the arrow, the ini-
tisl cepitel and the red flesk. If you use
pastel, spray it with fixative.

C. With pencil or gray pastel, fill in the
gray areas that are to be screened by the
pletemaker and select a percentage tint to
match the lasyout. Refer to the screen tints
on page 5 in this lesson to meke your selec-
ticn, and write this percentage on the tissue
overlay within or near the gray area.

D. Where the red bottle overlaps the gray
screen tint of the second bottle, you should
indicate to the platemsker that the red will
overprint the gray. ©G5imply write a brief no-
tation to this effect on that area.

E. Lift both overlays and, with dark pencil

Page 3

or ink, cross out the "stat" of the photograph
on the basic flat so that the platemaker would
know he must refer to a plece of finished art
for that illustration.

F. A protective flap of white bond or brown
wrapping paper should now be cemented to the
top edge of the back and folded over to cover
the entire mechanical as in step 25, page 23.
Give the mechanical a final check to make sure
everything is in position as the lsyout calls
for.,

If you have followed these directions careful-
ly and referred to the section on mechanicals,
you should now have a mechanical thoroughly
color-separated and ready for the platemaker.
Since this mechanical is prepared same size,
simply 1ift the two flaps and the overlay and
on the bottom of the basic flat write the let-
ters "S55", which indicate to the platemsker
that this mechanical is to be reproduced "same
size." If this were a jJob to be actually re-
produced, you would hand him, at the same time,
the photograph (keyed to the mechanical by a
letter -- see step 24, page 23) from which he
would shoot his halftone.

TMPORTANT: PBe sure to letter your name, address,

and student number neatly at the lower left-hand

corner of your assigmment. In the lower
corner, place the lesson number. Do this letier-

ing on the back of your mechanical.

Your lesson carton should contain:

Check 1 Complete mechanical

before mailing

1 Return shipping lsbel filled cut completely

Mail this carton to:
FAMOUS ARTISTS COURSE, WESTFORT, COHN.

c-he2
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