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Knowledge is learning something 
every day. Wisdom is letting go of 
something every day.  

~J.M. Power

If you want to make your dreams 
come true, the first thing you have 
to do is wake up. 

LIFE has no         
limitations, except 
the ones you make. 

~Les Brown



By Scott Fresener

Secrets to
High-End Printing
                              on Dark Shirts

Quick Tips for Successful High-End Printing
 Printing Simulated Process Color, CMYK and Index 
Color on light and dark shirts can be very rewarding and also 
very frustrating. If you have never done this type of printing 
you might be shocked at the high mesh counts and type of 
ink used. If you normally print spot color and heavy athletic 
printing this will be MUCH DIFFERENT. In order to have great 
results with T-Seps/FastFilms or color separations provided by 
us you may need to change your thinking on how you print 
and make screens. It is important to try to follow these guide-
lines.
 The �rst reaction screen makers and printers have 
when presented with their �rst high-end job is “we can’t do 
this.” The truth is if you go to www.T-Seps.com and look at the 
handful of sample images, they are ALL done using the 
following techniques. Hundreds of thousands of shirt jobs 
have been printed using these methods. This is NOT the same 
as general logo/spot color printing and it requires an open 
mind. The truth is that printers and screen makers just need to 
buy into how the world of high-end printing is done and be 
open to new ideas that on the surface appear impossible.

 This article was promoted by yet another call from a 
new T-Seps user (large company) faced with the same old 
“we can’t print that” comment from the screen and produc-
tion departments. True. It comes from the fact that in the 
every day world of garment screen printing, many shops 
NEVER do high-end work and rarely have to expose a 
halftone dot. And, if they do have to burn halftones it is 
probably something simple that still works if they don’t 
hold anything lower than a 20% dot. Plus, a lot of printers 
print white ink through a 110 mesh and are convinced they 

can’t get white to go through anything higher – let alone a 230 (90cm) mesh!
 If you plan to do any high-end printing on light or dark shirts – regardless of who’s color separation program 
you use – you need to read this article and force your screen makers and production people to read it. And, when they 
tell you it is BS you need to tell them to “just do it.”  I have often used stronger words over the years. Yes, there are 
certainly variables and each job seems to have a life of it’s own. But, for most jobs you can take the following informa-
tion as “the word.”

Color Separations
 You can pay to have an experience color 
separator do the seps or you can use a program like 
T-Seps or FastFilms. These programs have been used 
for over 10 years by most of the world’s largest print-
ers. The following directions are the same exact 
speci�cations found in the Manual for those 
programs.
 If you own T-Seps or FastFilms why would you 
need to use an experience separator? The truth is I do 
separations all day long for large and small compa-
nies. Large companies doing work for NASCAR, 
Disney, Harley and others often have a season rush 
and get behind. I do their over�ow. Most printers 
who do this type of work use FastFilms or T-Seps. 
Smaller printers with these programs often get com-
plex jobs where they want to really shine. And, some 
printers don’t do enough high-end work so they are 
not always as familiar with the tweaks needs for 
critical jobs. For a �at fee of $50 it is sometimes easier 
to have the seps done outside to save the hassle.

Film Output
 When trying to expose very �ne halftone dots you 
must have a �lm positive that is dense black in the image 
areas. That means vellum many not be the best choice for 
critical work. Many printers still use a laser printer with 
vellum and if that is all you have then you will just have to 
work hard to hold the small halftone dots.
 You can get excellent and dense black �lm output 
from imagesetters or from inexpensive inkjet printers 
using a software RIP like T-RIP (raster image processor) 
that tells the inkjet printer to lay down more ink. One of 
the secrets to printing photorealistic images is HOLD THE 
DOTS on the �lm and on the screen. If you lose halftone 
dots then the image on the shirt will not look like the 
image on the computer. Halftone dots on vellum or laser 
acetate are not very dense and the exposure light burns 
through the �ne dots.
 The proper halftone screen angle is also impor-
tant and may seem unorthodox to the untrained printer. 
For Simulated Process Color (not CMYK), use 25 degrees, 
elliptical dots for ALL COLORS. Trust me.
For real CMYK prints use the angles of C 15, M 45, Y and K 
75. Again, trust me.
 For most general high-end jobs use a line 
count/frequency of 55lpi. If you run automatic presses 
and have critical jobs you can go to 65lpi and even 75 lpi. 
If you are using vellum or laser acetate then drop down to 
45lpi.
 If the job is Index Color (no halftone) the art 
department MUST have the job at the �nal print size and 
around 200dpi resolution before they separate it. The 
resolution will be the size of the small square pixels/dots 
and these will be VERY SMALL on the �lms and a typical 
screen maker comment is “we can’t burn that.” Read the 
following….

Screen Making
 All screens should be properly tensioned. At best, 
use retensionable or rigid aluminum screens that have a 
tension of 25 – 30 Newtons. If you have wood frames, use 
the tightest ones you have. Yes, these images will work 
with wood, but you will lose some detail and may not have 
as good an Underbase. Don’t let your lack of the best 
frames stop you. Just work to use tight screens that are on 
stable frames.
 The proper mesh count is critical. For most photo-
realistic jobs use a 230 mesh (90cm) for the underbase (go 
lower if the design has a lot of solid bright colors), and a 
305 mesh (120cm) for the top colors. The �rst reaction is “I 
can’t get my white ink through a 230 mesh.” Not true. If 

you use a small amount of curable reducer and reduce the 
viscosity of the white so it is creamy it will work. You are 
NOT trying to lay down a rock solid white layer of thick 
plastisol for an underbase. The highlight white (last color 
down) will make the white pop where you need the pop.
When ordering screens try to get the 230 mesh screen for 
white ink with a thicker thread diameter. This will help 
make the stencil thicker and give you a better deposit of 
white.
 Proper stencil preparation is critical and goes 
along with HOLD THOSE DOTS. If you have never exposed 
high mesh screens you need to forget what you know 
about exposure. Your exposure times for 305 mesh will be 
20% of that for your 156 mesh. You MUST use direct emul-
sion. You must use thin coats of emulsion (1 coat on 
outside/bottom, 1 coat on inside). If necessary come back 
after you dry the screen and give it another coat on the 
outside. And, use the sharp edge of the scoop coater.
The best emulsion to use is a dual-cure (two part) emul-
sion. It has more latitude and is more forgiving that one 
part photopolymer emulsions which have a very fast 
exposure time.
 The way to tell if you can hold the small 5% dots is 
to do test screens. Have the art department create a test 
�lm with squares �lled with 2%, 5%, 10%, 20%, etc., 
halftone dots. That way you are not guessing at what size 
a dot is. Coat and expose the screen. Work hard to expose 
the 5% dot. Yes, it can be done. You will probably not be 
able to hold the 2% dot. That means if there are very 
subtle design changes these might be in the 2% to 5% 
area. Great screen makers do it all the time. The secret is 
keep reducing your exposure times. If you are using a pure 
photopolymer emulsion (one part), you might �nd times 
as low as 10 seconds!
 For most non-critical cartoon or freeform graphic 
images it may not really matter if you don’t hold anything 
below a 10% dot.
 If the job is Index Color then all the dots on the 
�lms are the same size. If you can burn one of them you 
can burn them all.

Inks
 Simulated Process jobs are normally printed with 
a good high-opacity white for the underbase and high-
light white, and standard o�-the-shelf plastisols for the 
top colors. Most colors are fairly creamy in the container 
but the white can often be very sti�. To get the white to 
print better simply add a small amount of curable reducer 
to the ink. Many brands recommend “soft hand” and this 
can work but a liquid reducer is better. It may seem coun-

ter intuitive to reduce white ink to get better opacity but 
the truth is when it is very thick it requires much more 
pressure on the squeegee which drives the ink into the 
shirt. By reducing the ink it clears out of the screen easier 
and lays on top of the shirt.
 If the job is Process Color CMYK, you must use 
special inks. You need the colors of Cyan, Magenta, Yellow 
and Black. These inks are very thin and transparent. They 
work well on light shirts but tend to mute down if printed 
on a base of white. That is why they are rarely used on 
black shirts. Some companies o�er “triple strength” 
process plastisol with a heavier pigment load. If you must 
print CMYK on an underbase on dark shirts, consider using 
triple strength.

Printing Technique
 Use medium-hard squeegees that are sharp. Triple 
durometers are better (70/90/70).
 For the underbase try to do one good stroke. If 
necessary a second stroke may help coverage. You may 
need to slow down the stroke to get the ink to clear. Try to 
hold the �ne detail in the image. You ARE NOT really look-
ing for the white to jump o� the shirt. This is the job of the 
Highlight white! Flash cure after the Underbase. This is the 
most critical print. If the underbase looks good as a black 
and white image then everything else should look good.
 If the job has a lot of solid spot colors you may 
have to print the underbase through a lower mesh count 
and in some extreme cases print the base, �ash cure, print 
the base again, �ash and then print the colors. This more 
important when doing athletic type photorealistic images 
where the �nal feel/hand of the print is not important.
 Since the underbase is through a high mesh, it will 
�ash cure very quickly. You can place the �ash cure unit 1 
to 2 inches above the print and often get a skin cure in �ve 
to ten seconds.
 The colors are printed wet-on-wet ontop of the 
underbase white. If they are smooth and creamy on a high 
mesh you should be able to do one clean stroke. Some 
jobs with a lot of colors may need an additional �ash part 
way through the print order.
 DO NOT PANIC until the last color is printed. Often, 
it is the Highlight that brings it all together. It brightens 
areas and lightens other colors. If printing a second white 
last in the sequence seems totally wrong, just give it a 
chance. This is often the magic that makes the print pop 
o� the shirt.
 For CMYK Process jobs, you must use a very 
consistent squeegee stroke. If you do too many strokes or 
“mash” the ink through the mesh, you dots will gain too 
much and the print will be muddy.

General Suggestions
 If a design does not look like the original art, 
modify an ink color and try di�erent color sequences. This 
is normal when printing on dark shirts. It generally takes 
more than one shirt for an image to settle in and print 
correctly. There are many variables that a�ect the �nal 
print, from screen tension to quality of the printing press, 
and technique of the printer or machine. Adjustments at 
the screen press are commonly performed by high-end 
printers.
 Print on a good shirt. DO NOT use a test square – 
other than for lining up the screens. The print needs to 
have the absorbency of the shirt AND the tighter the knit 
the better. 100% cotton is obviously better than a 50/50 
Cotton/Polyester blend because of the dye migration 
from the shirt.
 If you are printing on �eece or a polo shirt with a 
rough texture you will need to lower your line count and 
accept the fact that the print will not be as clean as on a 
T-Shirt.

Be Positive
 Having done thousands of separations and sold 
thousands of copies of T-Seps and FastFilms, I know that 
some customers will simply not agree with the proper 
techniques and will use low mesh counts (110 is all we 
had), poor �lm output, and bad printing technique (this is 
not athletic printing). At the end of the day, the bad print 
quality is blamed on bad separations. Once you have had 
success with these techniques you will go out of your way 
to tell customers to “bring it on.” You won’t turn down any 
jobs or be afraid of photo realistic images.
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sion. It has more latitude and is more forgiving that one 
part photopolymer emulsions which have a very fast 
exposure time.
 The way to tell if you can hold the small 5% dots is 
to do test screens. Have the art department create a test 
�lm with squares �lled with 2%, 5%, 10%, 20%, etc., 
halftone dots. That way you are not guessing at what size 
a dot is. Coat and expose the screen. Work hard to expose 
the 5% dot. Yes, it can be done. You will probably not be 
able to hold the 2% dot. That means if there are very 
subtle design changes these might be in the 2% to 5% 
area. Great screen makers do it all the time. The secret is 
keep reducing your exposure times. If you are using a pure 
photopolymer emulsion (one part), you might �nd times 
as low as 10 seconds!
 For most non-critical cartoon or freeform graphic 
images it may not really matter if you don’t hold anything 
below a 10% dot.
 If the job is Index Color then all the dots on the 
�lms are the same size. If you can burn one of them you 
can burn them all.

Inks
 Simulated Process jobs are normally printed with 
a good high-opacity white for the underbase and high-
light white, and standard o�-the-shelf plastisols for the 
top colors. Most colors are fairly creamy in the container 
but the white can often be very sti�. To get the white to 
print better simply add a small amount of curable reducer 
to the ink. Many brands recommend “soft hand” and this 
can work but a liquid reducer is better. It may seem coun-

ter intuitive to reduce white ink to get better opacity but 
the truth is when it is very thick it requires much more 
pressure on the squeegee which drives the ink into the 
shirt. By reducing the ink it clears out of the screen easier 
and lays on top of the shirt.
 If the job is Process Color CMYK, you must use 
special inks. You need the colors of Cyan, Magenta, Yellow 
and Black. These inks are very thin and transparent. They 
work well on light shirts but tend to mute down if printed 
on a base of white. That is why they are rarely used on 
black shirts. Some companies o�er “triple strength” 
process plastisol with a heavier pigment load. If you must 
print CMYK on an underbase on dark shirts, consider using 
triple strength.

Printing Technique
 Use medium-hard squeegees that are sharp. Triple 
durometers are better (70/90/70).
 For the underbase try to do one good stroke. If 
necessary a second stroke may help coverage. You may 
need to slow down the stroke to get the ink to clear. Try to 
hold the �ne detail in the image. You ARE NOT really look-
ing for the white to jump o� the shirt. This is the job of the 
Highlight white! Flash cure after the Underbase. This is the 
most critical print. If the underbase looks good as a black 
and white image then everything else should look good.
 If the job has a lot of solid spot colors you may 
have to print the underbase through a lower mesh count 
and in some extreme cases print the base, �ash cure, print 
the base again, �ash and then print the colors. This more 
important when doing athletic type photorealistic images 
where the �nal feel/hand of the print is not important.
 Since the underbase is through a high mesh, it will 
�ash cure very quickly. You can place the �ash cure unit 1 
to 2 inches above the print and often get a skin cure in �ve 
to ten seconds.
 The colors are printed wet-on-wet ontop of the 
underbase white. If they are smooth and creamy on a high 
mesh you should be able to do one clean stroke. Some 
jobs with a lot of colors may need an additional �ash part 
way through the print order.
 DO NOT PANIC until the last color is printed. Often, 
it is the Highlight that brings it all together. It brightens 
areas and lightens other colors. If printing a second white 
last in the sequence seems totally wrong, just give it a 
chance. This is often the magic that makes the print pop 
o� the shirt.
 For CMYK Process jobs, you must use a very 
consistent squeegee stroke. If you do too many strokes or 
“mash” the ink through the mesh, you dots will gain too 
much and the print will be muddy.

General Suggestions
 If a design does not look like the original art, 
modify an ink color and try di�erent color sequences. This 
is normal when printing on dark shirts. It generally takes 
more than one shirt for an image to settle in and print 
correctly. There are many variables that a�ect the �nal 
print, from screen tension to quality of the printing press, 
and technique of the printer or machine. Adjustments at 
the screen press are commonly performed by high-end 
printers.
 Print on a good shirt. DO NOT use a test square – 
other than for lining up the screens. The print needs to 
have the absorbency of the shirt AND the tighter the knit 
the better. 100% cotton is obviously better than a 50/50 
Cotton/Polyester blend because of the dye migration 
from the shirt.
 If you are printing on �eece or a polo shirt with a 
rough texture you will need to lower your line count and 
accept the fact that the print will not be as clean as on a 
T-Shirt.

Be Positive
 Having done thousands of separations and sold 
thousands of copies of T-Seps and FastFilms, I know that 
some customers will simply not agree with the proper 
techniques and will use low mesh counts (110 is all we 
had), poor �lm output, and bad printing technique (this is 
not athletic printing). At the end of the day, the bad print 
quality is blamed on bad separations. Once you have had 
success with these techniques you will go out of your way 
to tell customers to “bring it on.” You won’t turn down any 
jobs or be afraid of photo realistic images.



 Our society generally frowns upon bragging. Your mom   
may have even scolded you when you tried to toot your own horn. 
We recall her wisdom every time we are cornered by colleagues who 
blow hot air about how smart they are.
But can we surmount the "mom hurdle" and accept the fact that 
bragging, done right, can help you further your career and your 
business? Most assuredly. But don't think of it as bragging, think of it 
as becoming known as a thought leader.
Let's take a look at three content-delivery approaches you can use to 
launch a thought leadership campaign for yourself or the executives 
you advise:
1. Speaking
2. Writing
3. Research

Thought leaders speak
 Social Driver Chief Strategy O�cer and co-founder Anthony 
Shop pursues appearances that spotlight his expertise in digital 
marketing. "My approach is not to 'sell' Social Driver's capabilities or 
services as much as to educate [audiences] about what we have 
learned from working with a variety of clients," he says. "Whether the 
audience will be composed of potential business leads is not my sole 
concern. I also am interested in an engaging discussion where the 
audience and I can learn from one another."
 Pro bono speaking opportunities can boost thought leader-
ship and top-of-mind awareness. My own approach is to accept this 
type of engagement if it puts me in front of an audience that allows 
for an interesting exchange of views. One important note: no 
holding back when speaking pro bono; you still have an obligation 
to deliver meaningful content.
 Video can support your speaking endeavors, too. Witness 
the Harvard Business School's Amy Cuddy, who made a name for 
herself with a video that became one of the 50 most-viewed 
TEDTalks ever. "Your body language shapes who you are" featured 
research-based yet accessible content related to nonverbal commu-
nication.

Thought leaders write
"A constant article-writing stream keeps one's visibility and credibil-
ity high and constant," says Ken Lizotte, chief imaginative o�cer of 
emerson consulting group http://thoughtleading.com. "To produce 
only one or two articles means people will soon forget you. But keep-
ing articles coming conveys the message that the author is a thought 
leader year in and year out."
Once written, your articles need to see the light of day. Where to 
start? Some ideas about external publications:
• Membership organizations to which you belong that 
publish newsletters and journals
• Trade publications that cover your industry
• An op-ed in your hometown newspaper
• A column in the local business weekly
Also, don't ignore internal publishing options. Although they doesn't 
o�er quite the same legitimacy, they do add to your portfolio while 

raising your search engine visibility. A few possibilities:
• Your website
• Your blog
• An e-newsletter distributed to important clients and execu-
tives

Thought leaders publish research
 Most of our moms reminded us more than occasionally to do 
our homework. Thank goodness she was so adamant, for that 
discipline comes in handy in our working world. Few things make you 
stand out from your competitors more than conducting research 
projects and disseminating the results.
 Joyce Bosc, President of Boscobel Marketing Communica-
tions, regards her research as a pie: "We serve the whole pie in a 
whitepaper," she says. "We divide the pie up into slices and blog them. 
We tweet bites about the blogs and the whitepaper. In some cases, 
we do events to share the research."
 Don't think you need a PhD to pursue research. Dense, 
footnote-laden, academic language is not required. Settle on a topic 
in which you hold expertise and dig in with one or more of these four 
techniques:
1. Interview luminaries in the �eld.
2. Conduct surveys.
3. Tell stories about your experiences.
4. Use new media channels to gather opinions.
 Once you've drafted your report, circulate it among a select 
group of trusted colleagues to check for errors and to gain valuable 
feedback.
 Finally, be sure to integrate your research into your speaking 
and writing endeavors, taking full advantage of the speaking-
writing-research troika.

Determine the right approach for you
 How can you best use these three tools—speaking, writing, 
and research—to boost your thought leadership pro�le?
Allow me to share a personal story. Some years ago I queried a few 
trusted colleagues. Based on their views of my strengths, I decided to 
pursue the speaking and writing avenues. Only after I had systems in 
place for those two approaches did I then add research to the mix.
The point is to �nd the mix that works best for you.
 You should also pay attention to your inner voice: You know 
what you are good at and what you like to do. In the end, this should 
be a pursuit you �nd pleasurable. Why weigh yourself down with 
tasks you detest?
 It is possible to let your light shine while demonstrating the 
modesty that mom encouraged. Map out your plan for the speaking, 
writing, and research projects that will help you advance your 
thought leadership capabilities.
 Act as if your career and business goals depend on it. They 
do, you know.
 This article is based on Ed's research report, But Mom 
Told Me Never to Brag: Overcoming the Thought Leadership 
Hurdles.

What You Need to Do to
Become a Thought Leader



News from Printex

549-N, Sabzazar Scheme, Near Makkah Chowk, Lahore.
Phone No. 042-35792697-8, Fax No.  042-35792699

E-mail: printexworld@gmail.com
Website : www.printex.com.pk

Printex is 
Exhibiting 
in Hall # 1, 
Booth # 081 
at IGATEX 
to be held 
in EXPO 

CENTRE, 
LAHORE 

from
21st to 24th 
October, 

2014. 

Mr. Josep Gallardo - Managing Director of 
Cresa will be available in Pakistan during 
the IGATEX.

Mr. Gomez Ignasi ( Sales Engineer ) from 
Cresa, Mr. Lasantha Peiris ( Business Devel-
opment Head of Asia ) from Fuji�lm Sericol 
& Mr. Farooq ( Business Development Man-
ager ) from Haycolor will also join Printex 
at IGATEX.

Printex has shifted to their New Spacious 
Site in Faisalabad :
Millat Road, Near Azad Hosiery, 
New Green Town, Faisalabad-Pakistan.
Cell # +92-321-9421418
Ph.# 041-8818417, 8580417
Fax # +92-41-8580418

By the Grace of Almighty ALLAH, Printex 
has got booking of another Sroque Ma-
chine Model Roqprint You P12 XL for  KAY 
& EMMS - Faisalabad.


