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Foreword
GRAPHIC design is a pretty new profession, the last in
a series of job descriptions resulting from the dividing of
labour in the publishing trade, which has now become part
of what is no longer referred to as a trade: the Graphic Arts
Industry.
Gutenberg designed his own type, engraved it, cast it in lead,
composed it, made his own ink, printed the books and
bound them. As the job got more complicated, different people took on some of the more specialised jobs: there would
be engravers, typefounders, compositors, printers and bookbinders- not to mention the manufacturers of inks or paper.
As these crafts got more complex, they required even more
expert knowledge. The needs of advertising gave rise to a
whole new breed of typesetters whose clients were art directors and graphic designers. These clients knew less and less
about the actual craft, which itself became more and more
computerised and thus mysterious in its ways to anybody but
the few who had The Knowledge. One of the results was the
increasing lack of interest in typography, both by practitioners and students of graphic design.
The advent of affordable, accessible computers in conjunction with laserprinters, page description languages and outline fonts has changed the picture. Now that everybody has
access to the tools of the trade, typography has been lifted
from obscurity onto everybody's desktop, workbench or,
indeed, the kitchen table. But just as the free, secret and
common vote allows imbeciles as well as eggheads to influence the ways our countries are run, anybody who has a
power socket at his or her disposal can - and does - have a
go at being a typographer.
I used to want to become Minister of Typography but, being
a convinced liberal, had to admit that everybody should be
allowed to express themselves, even at the price of ugliness
and illegibility. So, in the absence of legal sanctions, there's
only one way to achieve high standards of typographic design
on a desktop computer: look, learn and practice. For this
very purpose, David Collier has put together all there is to
know on the next 140 pages.
And remember: once you've learnt all the rules, break them!

Erik Spiekermann.
Berlin, December 1990.
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Introduction
OF COURSE, I never knew it at the time, but George
used to save my life every day.
I'd send him these scrappy bits of paper with a few scribbled instructions, and he'd return me a beautiful piece of
polished typesetting. Then I'd moan about the invoice.
When I started setting my own type it always puzzled me
why it said "cheapo typesetting". I read books on typography
and dutifully spent many nights kerning character pairs ...
Gradually things improved. I even stopped using hyphens
to separate clauses - you know those bitty little things - and
started using en dashes. And the more work I spent polishing the type, the more I appreciated what George did.
Collier's Rttles aims to preserve the knowledge of generations
of typographic craftsmen, and to show how to implement
those details on desktop computers.
This stuff is the real mechanics of typography. Designers
are as reliant on type as racing drivers are on their cars.
Racers know how to fix their own flat tyres, but it seems not
enough desktop designers know the difference between a ligature and a diphthong. You have to take the knowledge in
this book for granted, to free yourself up to get creative.
New technologies always imitate what they are replacing.
When they first invented typesetting there were variants cut
of each character, so text would look as if it had been handwritten by a monk! Desktop designers have been fighting so
hard to get their setting to look like it's come from a
Berthold system, that most of the new potential of desktop
typography has been overlooked. Never before was it possible to design and implement your own typeface within
weeks, but how many people actually do this?
There's something interesting about this book. It was
designed on computer. And most people reading it will have
computers. So wouldn't it make sense to just give out a disk
with the information? Funny, but we weren't the first people
to think of this. Hypermedia is a small but growing business,
and some of the battles fought in the early days between conventional typesetters and DTP people arc being re-enacted
between publishers and hypermedia producers. At DeCode
we arc developing for these new media and one of the first
publications will be a CD-ROM version of this book. Contact
us if you're interested, and we'll ensure you get a copy when
it's finished.
THIS B 0 0 K IS structured in a "zoom out" style. The

rule for inclusion was "if you can't show it, leave it out".
Each chapter deals with the distinct problem areas
that desktop designers will come up against. Within each
chapter, related points are grouped together in double
page spreads. This format will allow you to keep your
hands free for your keyboard. Collier's Rttles is also written
and illustrated in a user-friendly style which will not leave
INTRODUCTION
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you with any jargon unexplained or graphically presented. There's no waffle in Collier~5 Rules.
The first chapter on characters gives some detailed
information on these basic design building blocks. Look
after the details and the overall look will look after itself.
The second chapter on typefaces and fonts shows you
how to achieve both a classical look and a deliberately
computer-set look.
The third chapter on words and lines illustrates how
the quality of desktop setting can be improved, paying
attention to kerning and letter spacing.
Chapter four explains how to achieve good punctuation which is invisible to the reader. International differences such as those between the UK and the USA arc fast
disappearing, but should still be watched for in case you
need to internationalise your work.
The fifth chapter on paragraphs covers the bedevilling area of hyphenation and justification, teaching you
how to benefit from automatic software features, eliminating widows, orphans and over letter spacing.
One of the delights of desktop design is that it makes
it so much easier to combine text and images. Chapter
six on graphics illustrates this and highlights ways to
enhance poor images.
Beware of the pitfalls of desktop design illustrated in
chapter seven on page layout. Attention to structure and
detail is required to achieve a page with good legibility.
Grids, style sheets and templates arc covered.
Essential points on printing and binding are illustrated in chapter eight. Don't let your work get ruined at
the last stage.
Chapter nine on colour covers how to save money
with basic tints, and illustrates some of the more adventurous colour separation now being done.
Chapter ten on document handling and production
highlights more pitfalls in electronic production.
Keeping track of typesetting is an extra responsibility for
designers.
Chapter eleven provides an introduction to the world
of hypertext -the computer controlled world of multimedia. The elements and structures of design for computer
interfaces are explained and illustrated.
A full glossary and index follows.
And yes, that was a hyphen in the previous paragraph.
Hopefully that mitsake will be fixed in the new release of
the software. All bug reports gratefully received ... happy
hunting!
David Collier

2
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David Collier, creative director of DeCode Design
conceptualised and outlined th e subject of each double
p age sectio n . After th e conten t was decided, each sp read
was designed like a poster, using a mi xture of conventiona l typographic refin ements and desktop techn iques.
The fin al look o f Collier's Rules is the result of the
dedication and imagination of our pro duction designers,
Alex Gollner and Lynn Clark.
Alex has bee n involved in d ig ital d esign as a consultant, write r and artwo rke r for ove r e ight years, lo nge r
than anyo ne in the company d espite the fa ct that h e is
th e youngest. His sense of humour is secre tly buri ed in
many of th e sp•·eads. Lyn n be lo ngs to the new generation
of graphic d esigne rs for whom the digital way is th e only
way to work. As well as workin g on th e book layouts,
Lynn wrote the introduction for th e 'printing and b inding' cha pter.
Credit is due to editor Carol Atack of MacUser magazin e, Britai n "s lead in g Apple Macintosh related publicati on , for sorting out the tremendous amount o f information gener ated into concise captions. The result is that
you will n o t have to take yo u r eyes off th e screen for
longer th an is necessary wh en using this book LIVE.
Tim Carrigan, editor of Mu ltimedia Magazine, collaborate d with David o n the h ype rm ed ia cha pte l". T im
runs EMAP Publishing's multim edia laborator y, investigating th e possibli ties for exploitin g n ew media.
Man on a stick, Paul Khera design ed the cover and
th e spread on record sleeve design.
Nico MacDonald gave info rmatio n for the colour
chapter. Nico runs Spy Graph ics, specialising in high-end
production and page make-up on the Macintosh.
DeCode partner Nick Franchini, ma naged the who le
project, keeping everyone togeth er a nd cheerful,
and away from breac h of con tract.
Numerous oth er DeCode associates contri buted to th e content of this book and thanks are due
to most of the m .

I Characters
C 0 M PUT E R S have changed the nature of type .
What used to be solid and permanent- and there's nothing
more solid than metal type - is now reduced to a flickering
collection of dots on a screen, completely at your command.
To the computer, type is not a physical object but a set of
arguments and equations- the object is now an idea, which
opens myriad possibilities for creative interaction.

But first there arc the new jargon and new skills to learn.
The o ld knowledge is still important: understanding the
impact of type on the page, how one typeface makes more
sense than ano th er in a particular context, and the basic
geometry of type - x-he ig hts, baselines, ems and e ns. T he
computer brings more terminology into play, and while you
don't need to become a programmer, the more you know
about how the applications you use work and how the computer handles type, the more you will be able to do with it.
Once you know how your computer understands type whether it sees it as a set of equations, as PostScript systems
do, or as a collection of dots, which less sophisticated systems
do- you'll be able to understand what it can do with it, and
exploit the possibilities and avoid the pitfalls of asking for
more than it can deliver. Take time to play with applications,
read the manuals, and learn from your experiments.
Creating a font used to be a long-term project. Famous type
designers of the past are known for one or two signature
fonts. While computers have not reduced the creativity and
inspiration needed to produce a classic typeface, they have
eliminated much of the difficulty of designing by hand and,
in doing so, have democratized typography. The computer
can ensure that all the stTokes you want to see equal in width
or length really are, and so on. It's now perfectly feasible for
a magazine designe r to reject all the choices in the digital
type catalogues- which is not to say that there is any lack of
choice - and create an e ntire ly new family of fon ts from
scratch. And if the cu rves of the serifs don't work on the
page it's just as easy to go back and tweak them. But the relative ease of creating a typeface with computer assistance
docs not mean that long-established common-sense principles of typography should be disregarded.
This is not to say that computers are perfect.
Desktop systems still have a long way to go;
kerning, the precise alignment of letters in

a word, causes most desktop publishing software some problems, as the software is not yet soph isticated enough to judge
the placing of le tte rs as well as the trained human eye can,
and is unlikely to close up headline type to perfection without yow· help. Some shortcuts offered by the computer, such
as 'italics' faked by mathematically slanting the Roman letter
forms, may not be a great success and you may prefer to
install a u·ue italic font instead. While disLOrting type for
graphic effect is simple, squashed type will be difficult to
read because the shapes of the letters, the bowls inside
round letters and the alignment of each part of the letter
will be out of kilter.
Other potential pitfalls are caused by the lack of standardisation among computers. The practical difficulties this causes
can be cleared up by good organisation. lf, for example, you
are using a bureau to o utput your work, you should make
sure that it has the fonts and applications you are using.
There are several versions of most popular typefaces (wi th
minute differences, such as width of characters) so copy
which fitted on your screen will no longer do so when output by a bureau if it has a different font ver-sion. DTP and
design applications are constantly updated and the changes
between each ver·sion are another source of headaches. Font
clashes can be caused by different fonL~ having the same
computer identity code - as the range of numbers from
which these codes can be chosen has increased most fon ts
now have a unique code so that they can be easily recognised, and work created on one system can be output somewhere else.
Unfortunately, the world of computers is not moving
towards standardisation. PostScript, the page description language developed by Adobe Systems and originally t~e9 by
Apple, has been the lingua franca of desktop design, but in
a move which probably had more to do With computer
industry poljtics than the best interests of design~ Apple
has turned its back on the standard and is promoting a rival,
TrueType. Adobe in return has retaliated witJ1 a revision of
PostScript. The technical merits of the various standards are
djscussed in this chapter; the important tJ1ing is to -know
enough about the technology to use it to your advantage.
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I I I Letters in detail
TYPE is traditionally measured in points- one point
is roughly l / 72 of an inch - but this gives liLLie indication
or what size the letters are going to be. Fo r a stan, the type
size indicates the depth or the type from baseline to baselin e
when set solid (with out any extra space or leading between
the lin es), so even the distance from the top of an ascender
w the bouom of a desccnder is not going to be as far as
you might think. Bear this in mind when selecting type lor
headings.

Cap lin e

- - - - Stem
Type Size
in poinL~
x-heig ht

r
6

Different fonts have dificrent
x-hci ghL~, which is si mply the
heighL of the lower-<:ase leller
x. 48 poin ~'pe in Coud)' "ill
appear smaller than the same
size in Avant Garde, even
though the capitals arc the

COLLIER'S RULES

futurafutura

Some faces are simpl)' smaller
for their si>e than oth ers; and
bold type with iL~ smaller
coun ters, the negative spaces
within and a round le tters,
a ppears smaller than normal
type the same size.

Cross su·oke

A great deal of the individual
'style' of a type face can be
found in t11e counters and the
white space around the

a nt

same he ig ht. The x-hcight of a
folll is critical to nibi lity; a
larger size of a
a
smalle r x-heigl;
t wilf .tpgj;:<U
the same as a 11allc1 ·iz of a
fo nt wi th a re ativc ly larger xheight.

't~~vi~
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I/2 Computer type
T H E A R R IV A L of type on the desktop has freed it
from virtually all creative restrictions. The choices are almost
unlimited; you can buy a font and use it in a straightforward
way, use design applications to distort it or create your own
fonts with the help of type design applications.

Outline Fonts
If your final output was exactly what you saw on the computer screen, it
would not be very high quality. The Mac displays 72 dot-; per inch,
compared to the 300 dot-; produced by laser printers and the
thousands produced by typesetting equipment. Outline fonts
get around this problem by remembering a letter as a shape
rather than as a set of dots; when it comes to printing, the
letter is formed to make the best possible representation
of the shape to produce the smoothest possible output
- but this depends on the resolution of the output
device, the number of dots it can print per inch.
PostScript is the best established computer language
for this purpose. PostScript fonts are much more
flexible; once the font is installed in both your
computer and the output device, you can use any
size or degree of rotation your software will allow.
There are two kinds of PostScript font; type 3 fonts
include the basic outline information, and type I
fonts include extra information known as 'hints'.
Hints are extra intelligence to help the font look its
best at different sizes and at different resolutions.
Hints can simplify serifs at small point sizes and
ensure that the legs of letters like h and n stay in the
correct proportions to each other.
Some computers use PostScript to create the computer's display; these include the NeXT computer. Adobe,
the developer of PostScript, continues to add new features to the language, and Apple and software developer
MicroSoft are working on alternative Page Description
Language and display technology, TrueType. This will add
anti-alia-;ing capabilities to font-;, displaying smoother text on
screen by blurring the edges of letters with grey pixels (screen dots).

8
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When the computer displars
som e type, it rastmsPs 1he
outline- the lines and cur\'cs
a rc placed o n a g rid. Those
squares within (or mostly
within) the o u tlin e arc tillcc\i •
in (St:e below). Wh e n the fl)
resolutio n is low, there a rc

less squares to show the
character of the I) pcfacc.
Abo\'e left shows a direct
raster image of 16 po intl\'ew
Baske rvi lle. Th e ste ms o f the
h have differi ng widths andh i
the curve o f 1he bowl is
not visible.

A 16 poin t bitmap looks m ore
like the original outline. If
the fo nt has in-built hints, the
outline is mod ified to fit the
grid of dots avai lable at th e
rcsolutiou at wh ich it is
printt·rl. A sep-arate bitmap ·
uot uecdcd.

bi

Bitmapped Fonts
Some computer systems form letters as partic ular patterns of dots or
"biu11aps·. To usc a biunapped fon t, the compute r· and the output
device need to have a co py of the font in ever y size used; some
systems can blow up or reduce bitmaps to different sizes if the
acLUal size needed is not present, but this will result in
blocky looking omput with letters with jagged edges.
Unlike PostScript fo nts, biumtps do not have the
intelligence to smooth out jagged lines; when blown
up they reproduce the smaller size fa ithfully, without
adding or remO\~ ng anything.
S)'Stems which rely o n bitmapped fonts include
most laser printers which arc not PostScript compatible; wide ranges of fi:mts are available fo r the
mo re popular systems such as the Hewlett Packard
Laserjet range of printe rs and compatibles.
Because bitmaps used be)'Ond their true sizes can
look unn atural and ob\~ ousl y computer-generated ,
they arc a useful graphic device, but the price is
readabi li ty. Bitmap fonts arc more o b~ousl y suitable lor design for th e sc ree n -where the reader
will be reading from another personal compute r o r
television screen , rather than a paper-printout.

CHARACTERS
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I /3 Creating fonts
THE BEA UTY of using desktop computers for design
is that there are prog rams to allow you to create your own
fom , which can then be used as easily as any lolll you have
bought. Applications such as Fontographer and FontStudio
for the Macinwsh allow you to forget all the donkey-work
involved in font design and to concenu·ate on the aesth etic
side of your creatio n. If no fo nt in the catalogues matches
your needs, you can make your own, and change it again just
as quickly, adding or replacing serifs.
A quick glan ce th rough th e small ads of computer and deskto p publish in g magazines will, h owever, qu ickly sh ow you
th at the power to create fon ts is often abused.

Most fo nt d esig ners will work
lirst o n paper to create their
initial shapes. The drawings o f
their font can the n be scanned
into the compute r. A font
creation program such as
Fo ntS tudio can then be made
use of to trace the bitmapped
images of the letters and
then fi x the m to make the
fon t outlines.

10

The fi rst ha lf of d esign ing a
fon t is the creatio n of letter
o utJi nes; the secon d half, just as
important in creating the total
look o f a t)'pcfacc, i• tJ1e
allotmelll of spacing and
kerning the letters.

COLLIER'S RULES

A useful feature of
Fo ntSUtdio is the serif
ba)•, where diffe re nt
types o f serif can be
stored before being
called on for usc.
Changing the serif from hairlines to slab
or vice versa- is a
quick way to give a
face a new image.

Design capital letters in this
order to save time

I
0
E

v

w

ste m establishes the weight of
the fo nt
establishes the weight of curves
and the a ngle of su·ess o n thick
ancl thin strokes
d e lines the weight or the
crossbars in the font
the downstroke is hea\ier

should be narrowet·than two Vs

Hamburgers

lig hte n the angled central bar

Hambturgers

derived from the P but with a
slig htly smaller bowl
same weight as 0 but lig hte n to
allow for the smaller bowl

\¥11c n designing lower-GL~e
le tte rs, d esigne rs usc a keyword
which features the le lle rs with
the ascende rs, dcsccnclcrs,
bowls, ears and cross-strokes
u sed in the rest o r the alphabet.
Once they ha-·e modified the
letters such that the k c)~'·ord
looks consistent, the)" can use
the clements thay have
created to d esign the rest
or the typeface.

the bottom bowl should be
slightly larget·
slight!)• narrower than the E
because o f the extra space
within it

F

the insid e foot serif should be
enlarged to counte r the
upper dements

c

take from the 0 but
st rcss the rotation

J
Q
X
CHARACTERS

the bowl should d escend be low
the baseline and the top left
serif sho uld be widened
this rarely-used capital offers
scope for g t-aphic flair and can
be made quite distinctiv<'
top left to bouom right stroke
(th e down su·oke when writte n )
sho uld be slightJy thicke r

I I

I /4 Numerals
NUMERALS are full of pitfalls for computer setters,
but th ese are easily avoided once yo u know how to spot
the m. Where computer-based typefaces may not include l11e
wide selectio n of fraction s which appeare d in h o t metal
fonts, DTP applications incl ude facilities for creating your
own fractio ns, although we resul ts may not always meet your
expectatio ns. However, you ca n buy fon ts which con tain
noll1ing but frac tions.
The ol11er important thing to watch is that d ocuments at·e
con sistent in th ei r use o f words and figu res to represent
numbers, a nd in pun ctuating la rge numbers. Most magazines use words fo r fig ures up to and incl uding nin e, and
numerals fo r 10 o r greater. English uses commas to punctuate l11ousands and millio ns, but some other languages do n 't.

Lining numerals
There arc two types of
numerals available; lining
(right, above), which all
ascend, a nd non-lin ing (rig ht,
cem re), which ascend and
descend with the body of the
numeral sitting o n the
baselin e. Non-lin ing numera ls
a rc associated with old-style
faces but computer versio ns
may no t have them - fake no nlining numerals by baseline
shifting a nd resizing a capilli! i
for I and lower-case o for 0
with 20% extra widtlt.

_1_ 2_

3 4 s__

Non lining numerals

Faked non lining numerals

~
2~ 3

---1

4 }4 5

Old and character-based
compute rs slash the 0 on
screen to di ffere ntiate it from
the capiwl 0 . More modern ,
hig her resolution displays can
show the 0 as it really isusually narrower than the
capita l 0. Beware typewritc ru·ained writers who do n ' t kuow
the difTc rcncc ...

12
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0
I
8

To make table
setting simple, all
numcmls should
have th e same
width. The refore
the nar rower digiL~
have cxu·a space to
Lhe left and rig Ill..
When setting digits
in text, you ma)'
want to kern digits
Lo avoid gaps in
your numbers

Dial 001010011 for
the Speaking Clock
Dial 001010011 for
the Speaking Clock

6~-+-7_

831___;[____
]

~7-8---9--06
Lowcr-<:ase ' I' is substituted fo r
Lhe numeral I o n ma ny o ld
manual t:ypewriLers. Althoug h it
may be hard to tell bet"'ec n
numeral, letter and even capital
I o n san s faces, the distin ctio n
is worth making; check that the
rig ht sign has been used.

CHARACTERS

A quick way of setting fractions
is to d ivide lhe numerator and
denominator with a slash .
There is an alte rna tive slash
with built in kerning availablt:
in most PostScript typefaces
(shift-option 1 o n Lhe
Macintosh).
To improve your fractions,
superscript the numerator by a
third of the typesize and reduce
t.he size of the n umerals by a
third. The n kern lhc digits
closer to the slash.
AltcrnaLively, you could set t11e
digits o ne above the o the r o n
separate lines and draw a line
between them!

I=l
II=2
V-5
VII=7
X=lO
XVI=l6
L=50
LXXVI=76
C=lOO
CCCL=350
M=lOOO
Ro man numerals are useful as a
distinctive way of e numerating
sections, but the larger the
number, the more effort the
reader need s Lo work out
exactly what is going on:
try adding XXX III
to MCMLXXVIII!
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2 Typefaces and fonts
WHILE the ' face' in typeface referred originally to the
piece of metal which hit the paper to produce print, the
metaphor runs deeper than that. Just as we recognise - and
unconsciouslyjudge - people by their faces, we impart character to info rmation through its face, the type. While badlychosen type deu·acts from the words it represents,
well-chosen type can underline and enhance the meaning of
the conte nt.
llut while in the past, choice of type was limited either to
which set of moulds you possessed or what your typesetter
had in stock, desktop setting provides cheap access to a
bewildering array of fonts.
Type fo undries have issued most of their historic typefaces in
computer formats, notably in PostScript. Fonts can be
boug ht individually, in bargain packs of ten or in their hundreds on CD ROM storage discs - Agfa is the first major supplier to use this format. The choice has been widened by the
availability of special versions to take advantage of particular
features of desktop setting, or to minimise disadvantages.
Times, the classic newspaper face, for example, is available
in a special T imes Ten version, to reproduce at its best at a
size of 10 poin ts.

·man Zapf

Neville

Adrian Frutiger

With so much choice, and so many new fo nts available, it's
easy either to get confused o r to slick to familiar favourites.
Fonts can be classified in several ways. The most obviou s initial d istinction is bet,veen seriF fonts, which have marks at
the end of each stroke, and sans
Brody
Paul Khera serif fo nts which do not. Serif fonts
then divide into different categories
depending o n the type of serif.
Zuzanna Ucko
However, it is pro bably more useful
to categOJise type by its capabilities, whether it works best as
a display face or as body text, and whether it has associations
with a particular kind of document.
Type suppliers promote their ranges vigorously, producing
e ndless catalogues, with samples of the latest creations and
useful tips o n getting the best out of publishing applications.
Get yourself o n their mailing lists. As well as the major suppliers, smaller specialists, such as Emigre, produce catalogues of interesting fon ts.
The content of your work should dictate what type you end
up choosing. Often it 'viii be fairly eao;y to narrow down the

14
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field of suitable faces - children 's magazines, for example,
usually use a simple sans serif face which is easy to read an d
rese mbles simple handwriting. Business magazines need to
convey authority, and this is usually done with a classic serif
face. But in both these examples there are several choices to
be made. Should you choose a well-established classic face,
o r a new one wh ich no-onc else has used and which you can
make your own ? There are advantages and disadvantages w
both o ptions; a classic face wi ll be immediately recogn isable
to readers, but may become tired from over-usc, as Helvetica
has done. A solution is to look for or to d esig n a modern
equivalent of a classic; slightly condensing the exccllcnL but
well-used Garamond im parts a new flavour to it, with the
narrower letters appearing to have a more mode rn, larger xheig ht. Choosing an as-yet untested face for bodytext has its
risks; it could be that no-onc else has used it because it simply doesn' t work for extended reading. But sometimes it is
preferable to take risks than to usc a face which is worn and
cliched; Helvetica, T imes and Palatino should have the initials 0 , T and P.

...

i

I~H

Sometimes .esthetic considerations m ay have to come seco nd, especially in magazine and newspaper desig n. Type
plays an important role in establishing the identi ty of a title
to its readers, and so no-one wants to use the same faces as
a rival. The same applies to logos and other manifestations
of corporate ide ntity; here, designing type from scratch may
be the best answer. Apple Computer is closely id entified with
its chosen face, Garamond , which appears both on its products, in all its publications, and alongside its logo.
Most faces come in families, including several weigh ts of the
face from ultra-light to exua-bold versions or even a special
headline style . Som e fa milies include book versions,
designed for clarity in closely-set books. Choose a face which
has all the versions and special characters you need. Watch
o ut for numerals; arc they the modern kind, all sitting neatly
o n the baseline, or the o ld-fashioned kind which ascend and
descend? Each has its virtues, but for any document which
includes a lo t of numbers, the modern kind is probably
preferable, as it is easier to read. However, occasional numbers look great in th e old-fashioned style. Special character
fo nts are also available, including every typographical device
from bullets to mathematical symbols to musical notes.

TYPEFACES AND FONTS

15

0

What's the Look1 What's the look1

2/ I The look of type
TY P E has d eveloped com in ually since the first recognisably mod ern fon ts were dcvclopccl in the late 16th century, takin g ove r fro m th e Got hic black le tte r typ e o f
Gu tenberg and Ca.xton which is virtually unread able to modern eyes. The p t·opo rtions of lc ucrs h ave chan ged - mo re
modern faces have a greater x-h eight - and the latest d esigns
are geared to p rovide hig h quali ty o utp ut from mo de rn
imagesettcrs.

Italic Type

Plantin

Based 011 Re11aissa11ce halldwriting, italics were origi11ally
11sed f or e11tire books ar1d
have 11ow become a
firmly established
typograp/Jicaf COIIVelltiOII .

Egypt

Rome

...... ..
~

Gutenberg

Aldus Manutius

The relatively
condensed appearance
of this face has made
it a favourite for
book setting.

..................

~.~

·----~·~--.6

Greece

Dark Ages

............

Christopher Plantin

~------.A

Francesco Griffo

Claude Garamond

William Caslon

I Bembo

-orLe
8AY XIn
XCDX\l!AO
- Ln 8\lf

Italian humanist scholars
preferred R o man type
and it soon succeeded
black letter.
Basl'cl on 17th Cl'nf.ury

Dutch type, Caslon 's
!Proportion s l ool<
stran ge i o our
1n odern ryrs.

Garamond
O ne of rhe classic oldstyle faces, Garam ond is
still in widespread use.

l6o
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Baskerville
The clarity of 18th
cemury Basker ville has
made it a popular
choice for books.

Optima

Gill
The 1920s Gill Sans is
a classic sans serif display face, drawn from
its creator Eric Gill's
experience as a
signwriter and carver
of inscriptions.

John Baskerville

Creating new typefaces to
Rt in with design work
using desktop technology
is now possible for
designers like paul khera

Industria
Kevme Brod~ created his own
~pefaces for the new st~le
magazines of the Eighties. The~
werehandpainted and geometrical.
He found that these t~pefaces were
eas~~ converted to PostScript.

Eric Gill

Giambattista Bodoni

Coyote

Subtle gradations in
w idth give Opti ma the
clarity of a sans serif
font without the
uniformity, giving it a
graceful touch.

Herman Zapf

Stanley Morison

Neville Brody

Adrian Frutiger

I Bodoni
With their· hai.-lin e
sel"ifs thr ma n y Vl'rsions
of Bodoni captur·cd the
essence o f 18th cc ntur·y
•·ationa lis m. and ft·ccd
t ype ft·o m •·cJH"CSc ntin g
h a ndwriting.

Times
The classic newspaper
type designed to work
well in body and
headline sizes.

Paul Khera

Zuzanna Licko

Modula I

Univers
Frutiger created
Univers using
optical principles
to reproduce well in
any circumstances,
and to be available
in a host of
different weights.

TYPEFACES AND FONTS

The wheel hascomefull circle.
Hodem desiqners are expected to
create lljpefaces for new
maqazinesand media.
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2/2 Type classes
THERE arc historical classification s of typ efaces to
help you recognise and pi ck them. Compl ex hi e ra rch ies
have been developed but these arc the most useful groupin gs to get a working grasp o n the development of type,
especially as type is ofte n redolen t of its historical period.
Special display faces escape classification , however.

Old Style

Transitional

Modern

The axis of the curves is
inclined to th e left, as if
written with a broadnibbed pe n. The co ntrast
in thickness o r stro kes is
high , and the bar of th e
lower-case e is ho rizontal.
Serifs on ascenders
arc oblique.

The axis o r curves is still
inclined to the left but the
letter forms arc less
obviously an analogue of
handwriting. Scl"ifs on
ascenders arc o blique and
bracketed, and the bar
of the lower case e
is horizon tal.

Marked by an abrupt
contrast between thick
and thin strokes, modern
faces curve around a
vertical axis. T he se rifs are
horizontal and not
bracketed. These thin
selifs te nd to dissappear
o n low-resolutio n printers.

Cammond,
Bembo Caslon.

eg. Baskerville,
Bell, Caledonia.

eg. Bodoni, Corvinus,
Modem Exlendl'li.

11g.

Modern Digital
Originally hand-drawn fm
style magazi n es in the 1980s
by typographers such as
evi lle Brody, their simple
construction h as converted
well to digital formats.
eg. lndu.l'llia, Modula.

18
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Geometric
Sans Serif

Humanist
Sans Serif

Th ese arc mono lin e faces
which are con str ucted
fro m geometri cal shapes.
T here is little stro ke
contrast and bowls are
circular. Lowercase a is
single storey. Well-suited
to OTP output.

Drawing on the
proportions o f Ro man
inscriptions, human ist
sans serif faces have more
contrast between th in and
thick strokes, o r slightly
fimed stems, an d two
storey lower-case a a nd g.

!Ieavy square seri fs, with
or witho ut brackets,
distinguish typefaces in
th is category. Rounded
slab typefaces such as
typcwr·iter designs also fit
into this grouping.

eg. Futum, Avant Garde.

eg. Gill Sans, Optima.

Pg. Rockwell

Capitals

Q &
M E

u

X

J

p

y

G

w

D

T
H

s

Lower case
a
j
y
g
w e
b s

c

v

h

n

5

2

X

0

k

Slab Serif

A
F

K
B

c

z

L

v

t

f

r

q

p

m

u

I

z

9

6

d

N

R
0
I

Figures

3

7

4
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Whe n trying to ide ntify a
typeface it is helpful to pic k
out cha ra cters with special
characteristics. Usc this list, if
exact irle ntificalio n is not
possible with the Q, try the
ampersand anrl so on until
positive ide ntification is at
last achie,·ed.
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2/3 New digital fonts
teJ 0 0
) *

C 0 M P U T E R S have § a <;I~~ i t.,..easie::r lfor @Fs1ID1~
create new typefaces, as well as Jugg,esti~ gewcKasl~?'ls fo{
type. Of course, noLall com )uter-ueated'lace s ld'ok a'S if they
were designed by machinezyu't thi o p~i ot h ~ f<acitlflcs\_
typographers. The dclibcrc~tcly 'blocky iook otbitmapped
type is favoured because in ~nf111d g ·calfCrslPf [he f.O nl4
~~tcr ,~here they Jim saw th~ s1)e oq lc'Scr, i l crft tl)a
tsuc, htgh-tech feel.

tl'fH

' a b r d e f g h
p Q r s t u u llJ
A A I; E N U

ee
t

0

Cl-:•±

l.

o a

j
~-

-.
'~

Letters can be crealCd eithe r
with straight lines or by using
the careful geometry of Be1.ier
curves.
Many modern, digil:ally
produced fonts, are built orl
mathe matical principles rather
than the whim of tl1e
typographer, and although this
stern purity of form is currently
fa shionable, it may o ne d ay
look dated .
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[
+

9
J K
y 2 [

j

I<

H

y z

'
()

aaa

i .. n 6 0 0 0 0
£ § • <J1 fl (E;) @
~ ¥ .u. o2TinJ
H-1

'\/

"

f

.=· .!::. ·(:( ;~>

A

'>yO O C

;\lew fonts have simple half-slab
serifs, which create a serif effect
but only add rwo extra point:\.-.....,--.....,
to the font o utline, LJilli 'C tl1e
con;•plcx cu rve of old styl
serifs. he henefits are <It
these ff.nts are fnster tO
download anB print, and take
up less memory on disk and in
the laser printe r.
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DOD

•

I

=

)

?

MNO
)

mn

0

}

-;: e e ~

u

(i

k

t

u

Some digital fon ts, consu·ucted
simply out of single-lines and
geomcu·y, take up less memory
and print fa~tcr because the
letter is described in a single
stroke and makes fewer
demands on the computer's
processing powe r. Bold forms
can easily be constructed by
adding weighL

~FEn

Oliffi

oon

The bitt)', pixellated look of
biunappcd type appeals to
many designe rs looking fo r a
modern feel. The effect is the
same as using a dOL-matrix
output device wh ich reduces
the le uer shapes to a pattern of
do4 on a grid.

"**~?o&'

0 1 2 j

4

~

(J*+

b I 8 9

ABC DEFGHI J K
runs I u u wx y z l
@

/

=

?

L M N 0

J

j k I mn o
a b c d e f 9 h
p q T s 1 u v \\rx y l ~ I ) •
A

Arrrqh! Awful Al ex!
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Leuers can be built out of
squares to e nhance the
compute r-generated feel,
imi tating the 'system fonts'
which computers like the Mac
use to commun icate with llSers.

Graue Greg Garrotted •••
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2/4 Intelligent Type
THE LAT ES T gene ration of typogra ph ers exp loit
the power of the compute r to create exci ti ng text forms,
ofte n with an ele m ent of r andom be havio ur. Fonts can
include several differem version s of the same lcuer, and each
letter can appear completely different to the next, simulating the idea o f blackmail notes. Othe r desig ners let the computer take control a nd select the ve rsion o f each lcu er or its
placing when the text is printed.

You can t·adically change the
look of a type by cha nging the
' nib'
with
ich th e H
prin
draws
thewh
typeface.
ereter
is
llclvetica Outline and Courier
dmwn wi th a nib at a 45° a ngle.

s lln fill s

~

ft

.,

~

fill e

Rainbow
As each PostScrip t ty pe lace is a
program (see top right), )'OU
can write trpefaces tltat change
the ir look dependi ng o n the
lime of day. Unfortunately, yo u
need to make yo ur DTP
program send special codes
that te ll the ty peface wha t time
it is. You could make the
typeface look out for a special

set of characte rs (such as 4
<nul> char.tctcrs- which d o
not prim anyway) tltat would
te ll the typeface that the next
few cha racters defi ne the time
of day. and arc no t to be
primed. T his means adding
code to you r own DTP progra m
so that it sends any codes
need ed automatically!

Dl

~~[J)DDO
~~ ~[J)DDO ~~[J)DDO

&am 12 2pm

®ruouo

~~~~
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/BuildChar{AltRTS
begin exch beg.n BC2 end
end}B
/BC2{save exch
Stroi<e\~idth se-.linewidth/Str~ 0 store
Encoding exch get cup
CharOefs exch known
not{pop/ . notdef}if
CharOefs exch get ne·.-~path
dup type exec restore}B
/Weer ( rmoveto}

(rlineto} (rc urve to} {ShowExt} {]concat}
[Cache} {set 1 ine1<1.dth}
{Showin-.) {setlinecap)
{setlineJoin} {gsave) {[}
{Fill} {Eofill} {stroke}
{SetWid}{lOO mul add}
{100 mull {100 div} {Cp}
{Sstrk} {setgray)}de:
/period<780964585FCDB9EE6
464E964B4EAB464EA6414EAFC
FS>def

The Drunk a nd Disorderly type
shows how the ang le of each
le tter's baseline can be
chosen randomly.

PostScript is a progra mming
language used for prin ting
graph ics. Your OTP softwa re
conve r ts the documents you
create into a program that you r
laser p rinte r executes; a
progra m that d raws you r images
onto pa pe r, bro mide or fil m
with a laser beam .
Simple PostScript programs arc
made up of a list of instructions. This program is to draw a
u·ianglc: "move to co-ord inate
100, I 00 then draw a line to
150,200 th en draw to 200, I 00
a nd back LO 100, 100".

6

a lt-xlim·tn can be some
PostScript cod e tl1<U dt-aws a
diffe ren t curve to the poim
specified. Below is a special
versio n of Neuland tllat has
been modified so that tlte
positio n of the poinL~ it is made
up of are randomly modified by
a small a mo unt.
This can make a typeface have a
' ha nd-<lntwn ' feeling, as every
instance of the same letter has a
sligh tly differen t shape.

j$1),200

100.100

"move to 100,100 2 ,50, 100
2 ,50,-50 2 ,-100,0··. To radically
a lter the look of a typeface, you
can ch ange the coding so that 2
meansal<·,linew instead of
tlineto .

200.100

PostScript fonts are programs
that draw typefaces. They
contain lists of instructions of
how to drmv eve ry letter and
number.
As the same instructio ns (fiJr
exam ple rliiH:to -draw a line
relative to the current positio n )
occur a ll the ti me, they arc
given a code like 2 so that
typeface is more compact. Th e
progr<~m ahove is u-anslated as

NEULAND
NEULAND
NEULAND
NEULAND
NEULAND
NEULAND

L
BEA146~EA6428;:J5Ei'..FCA'JD98C
DCE964BCDAEA146~EA640C

You can also include more than
on e way of drawing each lette r
;md have tl1e l a~e r printer
mndomly choose which version
of the leue•· to draw. Yo u can
create hand drawn variable
versio ns o f type (Neu la nd) or
blackma il typefaces...

GiVe us the film ... or
You 'A neve, see the

rest of the advance! !

7A427A2AEB643CD6EAb~.JC

5F3B4E2t\EB5353424E2A·l::.t.df
CFS>def
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2/5 Special fonts
N 0 T all the forms needed in typography are lette rs
and nume rals. Specia l c ha racter fonts are a flexi ble
means of getting signs, symbols and more esote ric markings into pdnt. se an established version, such as Zapf
Dingbats, or create your own, assigning a key to eacli symbol yo u regularly need to usc.
PostScript ve rsions or Gree k, Hebrew and other scripts
are also availab le from specialist suppli ers, a nd s arc
libraries of symbols such as those used on maps.

FR END
Doctor A. Harding

Add f•·equently used pic tures,
logos and symbo ls to a font
using the Art Importer (on the
Macintosh) from Altsys

... ,

.... ~

'~

'

Wh en setting forms, usc S hiftOptio n-1 for a cutting pair of
scissors.
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Sym bols arc a good source of
cheap illustratio n lo•· quic k a nd
dirty design jobs. There's also a
huge quamity of cl ip an, read y
to usc illustrations, in most
compute r formaL~. but these
arc rarely of a high qua lity.

'
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P
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f1il Oil F ~ IReiUrill
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L
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z
XCV
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I

·lshfft
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!Option i!Control II Cmd' LI______:..:.__ ______JII Cmdl ~ ' Option I
Space
Here a rc the keyboard laronts
(printed using FontStudio) for
two of the most popular special
typefaces. Zapf Dingbats
(ab vc) is built into nearly
every ostScript lascr printer.
ta (below i used to illus-

Sonata is a l}lJt:face created for
music programs to set, though
it is available to designers fo1·
setting and illustratio n .

~ [*1 ~ ~
<7> t L!_:J L
• ~d I.:!:..!.J l!.!J

I*
J

F

~ ~l t~
Z

X

C

K

Return

L

V

!Option I 'Conffol I'Cmd' L'-------------~
Space
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3 Words and lines
0 NE of the most common criticisms levelled at DTP is
that it lacks the fine typographical control of traditional setting. Bm the latest revisions of most of the programs do give
you a fair amount of control. Use it to improve the quality
of your output. Re member that the computer screen only
ever gives an approximate view of what wi ll appear in final
output. The Macimosh screen , for example, has 72 dots per
inch, whereas imageseuers work in thousar1ds of dots per
inch. So when you are setting up kerning tables, tracktng
values and letter and word spacing, you should ideally refe r
to sample output from the imagesetter, o r even the laser
pdnter with its 300 dots per inch, to get a clearer view of
what needs to be done.

fOther. ..

I

o%
I 0 /~
20%
30%.
40%
SO ~{.

..1'60%
70 ~;-;_

so ~~

90%

1 OO ~o

Some thing you will almost cert.-tinly have to pay attention to
is le tter spacing in display and headlin e faces. While
PostScdpt is sophisticated eno ugh to change letters slightly
to improve larger sizes, it docs not automatically know how
to space lellers, and time lavished o n manually kerning
large text will be well spent. Sometimes, however, you may
need to add extra space around letters in words \vith a lot of
vertical stress, especially when they are entirely in upper case
and in a narrow, conde nsed light typeface. Bold, rounded
faces need more space, but most headline faces arc fairly
compact to allow meaningful headlines. Other fine points of
typography - ligatures, fractions and so on - are available
either through the use of 'special editions' of popular fonts
or by creating your own.
With the fashion for treating headlines as separate graphic
elements, almost as logos, it is worth using a separate application to play with type. The re are a variety of optio ns;
some packages, such as Smart Art, use the PostScript lang uage to good effect to run non-distorted letters around a
circle, and to produce pre-defined distortions. Others, such
as Letraset's LetraStudio, allow almost anything to be done
to type. Before the advent of such packages distor ted type
had to be drawn by hand or produced by photography, a
process which often produced distortions other than those
intended as the camera wobbled during photography.
Another useful o ption is th e use of three dimensional
design packages, which allow you to d istort type by wrapping
it around a three-dimensional object But while it is possible
to do almost anything with type using a compute!~ the aim
should be to produce a recogn isable result, and cramming
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too many effects on to a page can be almost as bad as using
too many typefaces in te rms of producing an anarchic result
which is impossible to read.
The smaller the type, tJ1e shorter lines should be to aid readability. The standard measures quoted are 10 wo rds per line
for books and five words per lin e for newspapers, about 60
and 30 characters per lin e respectively. At less tha n five
words a line the re will be too many uncomfortable word
breaks if you arc hyphenating, or LOo many too short lines if
you are not, and this will make it harder for the reader to
make sen&e of the words.
Newspapers use short lines, partly because t11ey tend to use
smaller type, often as low as seven point, to cram in all their
stories. However even the heavier broadsheet papers a re
moving to slightly larger type, because it's what ilie modern
readers expect and requires less concentration from tllem.
Longer lines need to be balanced out wiili greater leading to
enable the readers' eyes to connect more easily with ilie
beginning of t11e next li ne. Linespacing should always be
greater tban wordspacing, or the reader will turn to tlle next
line ratller than persevering. Wordspacing should be greater
tllan letterspacing, to aid recognition of words.
However well the type and measure are chosen you will
always need some devices to break tlle monotony of pure
body type. Try using small caps or a different typestyle to
pick out key words. Bold is the best for doing this. Italics can
be used to pick out the names of works of art, books, films,
paintings and so on, but only for tlle fi rst reference witllin a
passage, or else tlle impact of so many slanting letters will
break up the unity of the texL
Underlining is best left to people with typewriters. It always
looks messy, as t.here's no ideal compromise bet,veen getting
the rule close e nough to tlle word and stopping it from tangling witll descenders. Increase the leading and try a larger
point size fo r the highlighted words, or a different font altogetller for bold, preferably a simple but heavy fonL But at
body text size it's best not to do tllis more than once a paragraph - there shouldn 't be mo re than one idea of such
importance in a paragraph anyway.

W 0 R D S A N D L I N ES
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3/ I Quality word setting

Some character pa irs simply
don't fit together, for example,
anT will crash into the dot
of a fo llowing 'i'. For this
reason some fonts include
ligatures, groups of le tters
joined together; some arc
decorative rather tha n
fun ctional. Use them to add
classicism and class to your
setting, but be careful to
balance the lette r spacing in
the rest of the word which will
seem unnaturally wide
compared to the tightly
bo und ligature.

reco~i~:r~~:~~o;;~~~~;;~

shapes- the patterns of
ascenders and descenders, the
counters and spaces in and
be tween leuers, rather than
idcntifying each letter in
sequence and a'IScm bling it
into a word. Use a ll capitals o r
distort the natural letter
spacing a nd you lose this
legibility ad,~dntage.
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e

must suit

reading

··~ ·

£\'erything from con tent to
pur pose to the peculiarities of
)'Ou r chosen typeface can
influe nce your cho ice o f type
size. Check what the type will
look like whe n printed befo re
settling o n a size; the lower
resolutio n of screen an d laser
printe rs, and reduced size
prools, can be deceptive.

Wh ile reversed o ut (white
o n black or WOB) text needs
su·ong contrast to be easily
legible, black text sta nds
o ut we ll fro m even dark
backg ro und lints.

Other ...

07.

................................... to Black
................................... to Black

)RD SHAPES!
WORDS AND

LINES

10%
20 %
30'7o
40'7o
50'7o
v'60'7o
70'7o
80%
90 '7.
100%
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3/2 Character spacing
S P ACE between leLLc rs is almost as im portant as the
type itself in giving a pro fessio nal and cohe re nt look to a
body of type. Default seuings may not always give th e best
results, o r achieve the effect you are looking for, but most
desktop publishing packages allow a high degree of discretion in setting leucr spacing to suit your purpose.

LOOSE-

ILLICIT
Tracking is a feature of some
software (eg Quark Xpress,
shown he re) which allows you
to control the letter and word
spacing in harmony. Type size
is the importaJll factor -large
sizes need less letter and word
spacing o r they start to look
gappy a nd badly set, but note
that words with a heavy vertical
stress, especially in condensed
or sans serif faces which play
up any vertical bias, need more
spacing to be legible.

Kerning - moving certain
le tters closer togethe r- is more
easily accomplished now that
most DTP packages allow you
to set up kerning tables to store
combina tions of pre-kerned
c haracters. Wil11 body-text,
kerning mainly applies to
capitals fo llowed by lower-case
letters, and to punctuation
marks. but headlines need
careful atte ntion as th e larger
text exaggerates any unwanted
gaps between lette rs; of course,
it is a lso possible to ke rn too
lightly and leave text looking
cramped. Always check on a
proof whe rever possible as the
lower resolution computer
screen can be very misleading.
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Proportio nall)'·spaccd fo nts
a rc mo re natural, with each
letter allocated the n ecessary
space and no mo re.

en

c

~

u
i...

1-

Some fonts, like Courie r,
the o rig inal ty pewrite r fo m ,
arc non-propo rtio nal a nd
each lette r gets a fixe d space
regardless of its actual width.
The font d esig n ofte n
takes account of this with
exaggerate d serifs fl eshing
o ut narrow cha rac ters.

-so

2 12 24 36 4B 60 72

96

120

144

168

192

216

250

Font Size

Thin space

word spaces
En space

Word spaci ng affects legibil ity;
bod y-text usua lly comes o ut
best with thin spaces, but
harde r to read expanded
characte rs may ne ed an e n
o r em space.

word spaces
Em space

word spaces

lightbold
WORDS AND LINES

Be aware of ho w le ue rspacing
is re lated to the weight of type.
Ligh t faces contain mo re white
space, whe reas bold faces
have smalle r counters within
characters, a nd look more e,·cn
"ith close lc tterspacing.
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3/3 Character modification
0 N C E you have chose n a font, th ere is pl enty you
can do to ma ke it fit you r requirements. Menus o ffer a
varieq• of effects, an d scaling and tracking can sig nifican tly
alter the look of your output. Failing all these things you
can always combine letters from different fonts .

•
Scaling type stre tches o r
squeezes e ach character to
fit a word into a g iven space.
(Futura width: 55%,
120%, and 185%) .
Tracking adds or deletes
space between letters rather
than d isto rting characte rs.
(Futura spacing: 68, 20, and
20 100"'• of an e m).
Combining tracking and
scaling. Tracking has a
maj o r impact on the look
of type. It's a lways wor th
expe rimenting, but extremes
in e ither d irectio n can
reduce legibility.

STRETCH
I C _,_

FIT
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•

SCAliNG
SCALING
SCALi 1"-~ c;-----,.,
.
~
~
~

le ...

Chat iJ{ ter ...
Font: Futura
Width : 60%
Spacing: 101Y,oo e m
Font: Futura
Width :400%

v ,D

Aiignment
admq ...

e.. a•

Fon r~ Fuu-a Exu-a Bold
Spacing: 2.}'1oo e m

ColS : 1
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Standard Ro man fonts can be
altered mathematically by the
computer to produce oblique
and heavy type, imitating true
italic and bold faces. Usc the
computer versio ns for effect,
but if you rcaUy want the
a uthentic bold or italic,
you will have to install it.

Plain
Italic

Oblique
Bold

Heayy

abcdeFXYl
abcdeFXYZ
ab cdeFXlZ
abcdeFXYZ

abcdeFxyz

i}
v~:K

Plain

Bold

Italic

0{\j)fr~~U'U@

ID©~@©MU{]oiTil®

UroffOrvJ(tfforru~

Shadow BoldShadow Ita/Shadow
Plain

Bold

Shadow

BoldShadow ItalShadow

Outllhne

Iffi«DJ<dl<O>unttllfum<e lteUJutline

DTP and a pe rsonal
computer can g ive many
faces to the same fo n t.

Fo r a striking effect, you
can combine d iffe renr
typefaces. H ere we have
Funtra, Bo do ni ita lic and
Caslon O pen Face (sca led
such that the cap-heig ht is
the same as the x-he ig ht) .

Italic

Underlying
Underlying
Underlxi ng_

Underlined type requires some
tho ug ht. The line can sit on the
baseline o r strike throug h
descenders. Breaking the line
to leave space for descenders
improves legibility; placing th e
line be low descenders can leave
too much space be tween it and
words without d escenders.

Underlying

0
'"'

WORDS AND LINES

33

3/4 Type effects
TY P E used lO be set by typeseu crs, and to manipulate
letterforms meant tediously hand-d rawing le tters. owadays,
designe rs are closer to their fon ts, and a range of p rograms
allow you to d islOrL those lettershapes.

T his is bringing in a new syn tax of design -after discovet·ing
some of what is possible, you can bear this in m ind when
d esign ing, and stan using effects fo r a reason, rather Lhan
just because it's now possible.

Typestyler runs as a dt:sk
accessory, and a llows you to
per fo rm basic diston ious on
lin es of type. However, because
it works on le tte rs as complete
o bjects, o nly simp le post~c r i pt
deformation s will be applied.
T hese include rota ting leuers
and skewing, where letters are
'slan ted over'.

T he o utline from this threedime nsio nal type was extracted
fro m a PostScript font a nd
place d into a three-<limensional
program and 'exu·ud ed 'lite rally given depth. A light
source was positio ned so that
the re would be a la rge con uast
between the fro n t and
sid e facets.
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LetraStudio is pro bably the
most sophisticated package fo r
man ipulating type. Because the
program actua lly deciphers the
outlines tl1at make up tl1e
characters, deformations work
on the leuerforms the mselves note how the leu ers get wider
as they come fu rtl1er out.
However, because the program
works in such deta il, it is not
suitable for working with large
chunks of text.

The e ffect of projecting
type o n to a th recdime nsional sha pe was
achieved throug h a process
called 'texture mapping'. A
bitmap image of the le tters
was projected onto the sphe re
in a three-dime nsional
progra m. While this is the most
convincing way of creating
realistic distortions, the
resulting images are bitmaps,
and don't have the clarity of
outline forma t type.

WORDS AND LINES
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3/5 Size and measure
T 0 0 long a line and Lhc reader sLruggles to find Lhe
beginning of Lhe next lin e. But what is the right line length?
About 55 to 60 characters per line will give you approximately ten words per line, which is considered right for
books. Heavyweight academic journals may usc longer lines
because they can assume that their readers are prepared to
concen trate, and the technical language used will reduce the
number of words per line.

Some readers might think that th

It would be twice as hard to rec
those lines were set solid - with s1
ended up right on top of each otl
:-lewspapers usc shoncr lines so
that their smalle r type is easier
to read - around five words per
line is average, e ven with the
larger type used in modern
d esigns for hurried reading.
Magazines may usc short lines
for short news pieces, but wider
li nes fo r extended features.

Apa rt what he fr o m Hac1cnd a
you. Financed the by sec factory
worry records. on o pcn 1ng u f

night lht: starrt!d escalting. New
Yo rk' > co s ts. ESG. is :t nd a nd
Bemard M anning rents. in proj ect
keeping another devel opment.

'fiiiii'S

7/ 8

e.g. 7i'flrlitionalnt'111S/JO/H'I'

Its hea da che situationist windo w
d e r iv ed fo r. name. It b u s iness
(the contains Hacien da ow n ers
h as a ye t is to list be fina ncing
built of - Ivan new Chicheglow ),
a ll re ca lls equipm ent a the witness. As, the files sou nd David
system Lhat was Por ter a ppa lling
co mpris e, Later, suys.
Palalino 8/ 9.5
e.g. ConlemjJomry nnusjmjJn

With

y ou

Bri x ton 's

prog ram

Academy, can't to . Next house come
a to signa l to multi-media each event,
a the file final stand-still Academy,
nome featuring jus1 Psychic is TV.
Futum 10/ 14
e.g. Fashion lllrlf(OI.inr
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Too Jo n).( a line <1nd the reade r struggles to lind I he beginning
o l' the ncx1 line. r\ho n1 :15 to 60 cha raclcrs pe r line will
g h e ,·o u around le n wo rds pe r line, which is consid·
creel rig l11 lor books. ~"ln ged rigl11 1ex1 (a bo
known as ragged lcl'1) i ~ ll>t:d Jes, frcqueml ~· than tex t l<lllgcd left ( 1~1ggnl
r igh1 ). orjus1ili<:d. The ragged
le ft-h an d m argin d o <.' '
make it harder lo r
lh l' r ead e r ((I
fo llow the
ICX I.

56 characte rs per line
(12 words)
37 ch aracte rs p er line
(6 words)

10 ch aracters p er line
(12 words )

line is too long to read all at once

if there were more lines, and if
:h tight linespacing that the words
r.

T h e
me a
su r e
f 0 r
•

t h 1 s
•
text IS
t 0 0

n a r
row.
WORDS AND LINES

If the measure is too short Lhe
result will be e ither bad word
breaks (ifyou hyphenate) o r
lines con sisting of on!)' one
word (if you d on ' t hyphe nate) .

t,,?I, ~PI, ,:PI, ~?TI
1

I

I

This caption is set
in Futuro , which
is a fairly widebodied font.
Because of this,
not many words
will fit on a norrow measure,
resulting in bad
word breaks .

This caption is set in
Helvetica Condensed,
a narrow-bodied font
suitable for setting
type across narrow
measures.
If you need to use a short
measure, pick a nar row-bodied
o r condensed typeface which
will allow more characters per
line and so reduce word breaks.
Picture captions, which are
often set across tiny measures,
work best in small sizes and
condensed type.
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3/6 Emphasis
DIFFERENT versio ns or a typeface can be used to
add impact to particular words or to reduce the amount of
punclllation n eeded. Gossip columns often make bold with
people's names. Italics are pressed imo action for book and
film names, LO minimise the number of intrusive punctuation marks. Se tting quotes around ever y instance would be
far too ugly.
Changing your body face like this can add a lot of 'colour' to
your copy, enticing the casual reader to read on from a bo ld
word that may have caught her eye ...

Different versions of a typelacc
can be used to add impact to
par ticular words o r to reduce
tl1e amount of punctuation
needed. Gossip columns often
make bold with people's names.
Ital ics are pressed into action
for book and film names, to
min imise the number of
in trusive punctuation marks.

Picking out a word in
bold is a common way of
adding emphasis.
Italics are used for
quotations, and to add
extra, subtle emphasis.
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If you MUST use capitals
for EMPHASIS, remember
to set them a little
SMALLER than the
surrounding text.

If you're using capitals for
em phasis, it is worth o pening
up the le tter spacing slightly,
otherwise tl1e copy looks
unevenly dark.
If you usc the 'small caps'
option in the type styles menu,
the computer simply scales
down the capitals, and the
stern width changes.
Expert sets of fonts, eg Adobe
Gar<tmond, contain true small
capitals which have the same
weight as capitals and
lowercase characte rs.

AMOUNT OF
Will.

•

IMPAIR1HE
IHEPASSAGE
For real emphasis, words
can be
out of
the background.

Reversing out a single word can
have huge impact but beware
e ntangleme nts with ascenders
and descenders from the
surrounding lines.

Underlining a word is a
hangover from typewriter
days, and should
be avoided.
W 0 RD S A N D LIN ES
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3/7 The tables are turnin'
D T P makes se uing tables a whole lot easier. Dividing
boxes imo equally sized rows and columns is all taken care of
for you, and it's easy to experiment with different for maLS for
information, whe ther it's deciding to cemre or range left t11e
figures, or to highlight a single row in red.

,

r~, 1?I,

I

tPI, rPI, 1?1, ~ ~pi, ?PI, 7?1,
I

I

I

Secondly
Chuo,t· " 'here
the columns go

Firstly
Chuo'c what
goes in each
colt tm tt

I

I

~PI, ,~1

Thirdly
whe re
in tiH' column
the t<·xt goes

Ch nu~c

!'\umbers and tex t in tables can be arranged in many differem
ways. Wh ile wo rds read best ranged left at the left and centred in
central columns. numbers make more sense centred a round the
decimal point, so that it becomes easier for the reader to spot d ifferent values.

•••••••••••••••••••••••••••••••••

-----------------Alphaville
Beta-Block
Gammatown
Deltic arr.
dep.
Epitome
Pheromone City

1123
11 43
1153
1200
1203
1248
1343

1156
12 17
1227
1234
1237
1300
1417

1207
1228
1238
1245
1248
1308
1428

If you have a great deal of numhe rs in a table, it is a good idea
to cmph;tsise alternate colu mns.
Yo u can do this typographically
b)• making columns italic or
bold, or by filli ng the background of some columns or
columns with tint.

40

1219
1240
1250
1257
1300
1326
1440

1227
1248
1258
1305
1308
1343
1448

1245
/306
1316
1323
1326
1352
1506

1302
1323
1333
1340
1343
1400
1523

Decimal tabs align the text such
that the decimal point stays
under the tab marker.
Nume rals arc almost always
non-propo rtionately spaced ;
this makes for tidier setting of
columns of fi gm es where all the
tens, hundreds a nd thousands
need LO be in the same position
to add up proper!)'·

/311
1332
1342
1349
1352
1408
1532

13 19
1340
1350
1357
1400
1424
1540

1327
1348
1358
1355
1408
1432
/548

1343
1404
14 14
142 1
1424
1446
1604

1351
1412
1422
1429
1432
1456
/6/2

£5.348,234.00
£5,22 1.00
£673 .56
£56.32
£0.78
£0.0023
£5354 185.6623
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Weddin g

6~

Present

c(l~

Mask

Moof

Jimm y

Whi sk

Cantor

El vis

Fei n t

Kawa sa k i

Geo r ge

Jim my

Bo wl s

Ne a l

Poem

Neck

Chris

Dave the Rave

Lig ht s

K LF

When setting tables don'tjust
rely on your DTP package.
Business-oriented word
processing packages and
spreadsheets often offer
superior faci li ties for setting
simple tables: for example,
Microsoft Word 4.0 allows the
figures in one column to be
highlighted , not possible in

.VJ

t::
--QQ

~

QQQ
Q
Q
CQJCQJCQJ
CQJ

To help the reader trace across
columns, it is conventional to
use tab leaders (usually dots or
dashes). Most DTP applications
allow you to choose what kind
of tab leader to usc.

d0 tty

contempordry Mac
DT P software.

•••••••••••••••••••••••
I II II II II II II II II II II II II II II Square

FF 96.053,02
£96,053.02
THE
Director
Producer
Story
Screenplay
Second Unit Dir ector
Best Boy
Gaffer

Conventions fo r breaking up
large numbers differ from
country to country; in France a
comma replaces the decimal
point, and the fu ll point marks
off thousands.

END
Deci mal tabs can be used to
create credits- make tl1e
full-stops white .

Alex Gollner
David Collier
David Collier
Carol Atack
Lynn Clark
Nick Franchini
Paul Khera

..
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4 Pun;ctuation

'

G 0 0 D punctuation should be invisible to the reader,
carefully guiding him through the text and making sense of
complicated sentences. That is its sole purpose, and re membering this simple rule sho uld make dealing with punctuatio n easier. If a punctuation mark screams out of the text, it's
almost certainly incorrect and sho uldn't be there. Excessive
use of punctuation marks breaks up the Aow of the text and
may make the words harder rather than easier to read.
While attempts have been made to write up precise rules for
punctuation, english is a living language and punctuation is
part of its evolutionary process. Fashions and conven tions
change over the years; the ancient Greeks used no punctuation at all, nineteenth century English typesetting was a riot
of typographical excess, and some moder n write rs have
attemp ted to free themselves from tyranny by using no or
very limited punctuation. Good punctuation is mainly a matter of observing contemporary custom and practice and then
fo llowing it. You may get complaints from some pedantic
readers but you shouldn' t make too many gross errors.
DT P applications make punctuation simpler to deal with as
consistent errors in text can be rooted out and corrected
with search and replace functions. This also applies to typographical fine tuning which is needed when turning wordprocessed text, or typewritten text which has been scanned
into the compute t~ into well-set type.
A constant offender is the hyphen, used where there should
be an em rule. On old-fashioned typewriters it was possible to
indicate that an em rule was required by typing two hyphens
with no space in between th em. This neatly created the
longe r em rule. However, on most word processors typing
two hyphens creates exactly that- two hyphens separated by
a small gap - on screen and in the printout, so many writers
simply type a single hyphe n when they want an em r ule. In
fact, on the Macintosh most word-processing programs will
produce an en rule by pressing the option key when typing a
hyphen , and a lo nger e m rule by pressing th e shift and
option keys when typing a hyphen. Most DTP applications
can pick up single or double hyphens and replace them with
em or en rules automatically.

Typists mak_e two spaces afte r a full point before beginning
the next sente n ce. Th is looks horrible whe n typeset, so
always search for and replace any double spaces.
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Quo tatio n marks are where t he punctuatio n war really
begins. There are several cho ices to ma ke here: single or
do uble quotes, curly quotes or inch and foot marks, and so
on. Do uble curly quo tes are the style you we re proba bly
taught to write at school, but in newspapers and similar documents with many brief quotatio ns, double quotes can look
obtrusive. They look especially bad at the beginning of paragraphs. Single quotes at·e therefore better in this type of docume nt, but where quoted speech is infreque nt, d o uble
quotes can be considered . Two points to remember: if the
quote runs on for more th an a paragraph use a new set of
o pe ning quo tes a t the beginning of each paragraph, and
whether you' re using double or single quotes use the o ther
kind for quotes within quo tes.
The battle between curly quotes and inch mar ks continues to
rage. Inch marks used to be the sign of the typewriter, and
early wo rd processors. Now DTP programs arc capable of
replacing inch marks with cor rectly-sexed curly quotes. Curly
quotes are probably preferable for body copy, where they are
what the reader is expecting. But for pull quotes, or for any
quo tes which stand o ut fro m t11e main body of text, inch
mar ks may be mo re suitable. They may fit the context better,
and will almost certainly be mo re appropriate if you are
using a mode rn, hig hly-conde nsed typeface. This is eve n
mo re true if th e face has a deliberate computer-generated
lo ok. In such cases, the quotatio n marks serve more as a
graphic device than as punctuatio n. Be careful 1vith punctuation around the quotes. As a quick rul e of thumb, English
style is to keep punctuation with the part of the sentence to
which it belo ngs.
Fnally, a word on punctuating headings and captions. IT at all
possible, don 't. T he marks detract fro m the impact of the
large letters. Headings and captions should be strong a nd
simple enough in their expression not to need punctuating.
The exception is the colon, which is used to indica te me sui>j ect of a picture, or me main me me of a long running story;
for example 'AIDS: miracle cure' .

PUNCTUATION
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4/ I Punctuation symbols
Q Who<'s the dfference between a t1ger and a sentence 1

PUN C T U AT I 0 N is fu ll of pitfalls which can leave
your text looking rather messy and your readers confused.
Simplicity and consistency arc the keys to success; if the copy
needs a lot of punctuation it probably also needs rewriting to
help it make sense. Defin e a house style and kee p to it, deciding when to use commas, and when dashes or brackets would
be more appropriate. Try to match all usc of pun ctuation to
this style.

Question mark

Comma

lise o n ly with dir~c' EUifiti9 ns;
"~th quote marks, bcha,•es lik~l
a period. Do n ' t use question
marks in headings which
should be statements
not questions.

T he lightest punctvation mark,
li5«:d to separate items in a: list
dr clauses in a senten~c. Mak! .•.
sure that when a clause is in th
middle of a sentence, your
commas come in pai ~.

--
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Ellipsis points

Exclamation mark

This SCI o r three full points
indicates omission s from
quoted ma terial. Leave spaces
around the m when they show
a gap in the middle o r a
sentence. Use with no
preceding space at the e nd
of an item in less formal text. . .

Kno wn in typ esetting as a
screame r, it should o nly be
used in repo r ted speech
aft er exclama tio ns and at
the e nd or sente nces, never
to add e mphasis and never
in headlines.

COLLIER'S RULES

Hyphen

Dash

Long dash

Used to join two words toget.h er,
or to indicate where a word has
been broken over two lines.
Never confuse wit.h the
dash or em ru le.

Used in pairs- often instead
of brackets- to enclose a
parent11elic or subsidiary
thought. Use spar ingly and
d o n't confuse with the muchabused h yphen. Collier's Ru!Ps
suggests leaving a space on
e ither side of the dash .

Also called Lhe em-dash or muttrule , some typographers pr·efer
to use it instead of an en
dash- like this with no
surrounding space-but notice
tht: big holes this produces in
the tex t. Also used to
bridge dates.

Beware of confusing
your punctuation
symbols- dashes are
o~e thing - hyphenatnon
is another.
t
•
·o u to correct r~petitive errors fast

Mouse, Michael M.
:' (1926-94)
I

it

-J

Parag ra ph Mark & Sec Lion
Mark. Can be used 10 show
new paras or sect.ions, o r used
to re fe r to ot.her seclions or
paragraphs in Lhe book.

More punctuation
•
coming soon ...
A One has paws at the end a( irs claws, the other has a pause at the end of irs douse.

PUNCTUAT I ON
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4/2 Punctuation symbols
A G 0 0 D punctuatio n style sho uld mean that the punctuation isn't obvious to the reader. Guided through senten ces
by colons, commas and parentheses, the reader will not have
to struggle to make sense of the text. Too much pun ctuation
has the opposite effect, breaking up th e flow of the sense of
the words.
T he sim plest forms of p un ctuation are usually the best; use
plain brackets rather th an curly or square brackets. T hese latter should n ever really stray beyond the pages of technical literature and maths text books.

Parentheses
T hese ar e used to separate a
clause a ttached to a partic ular
word in a sente nce. Use
carefully an d sparingl)• as they
can become confusing. For
paren theses within parentheses
use curly or square brackets, if
the re's no avoiding such a
complex sentence.

Period
T he fu ll poin t or pe riod marks
the end of a sente nce, except
when ? or ! are used to de note
questions or exclamations.
When a full sentence is
quo ted, the period goes
with the sentence inside
the quote marks.

Aparenih~
(Use brackets for a (paren~
Henry VIII Don 't use a period with rom

A period~

Colon
Used to indicate the ot11er
half of a t11ought equation ,
or a rela ted but con tradictory
thought. Sometimes used to
precede quoted speech.
Never follow wi th a dash.

Don't use
Colons fo llow the salutation in formal correspond er

Semi-colon
Semi-<:o lo ns separate two parts
of a sen tence which are d istinct
tho ugh ts but nonetheless in
agreement with each other.
T hey a re a little o ld-fashio ned ,
but useful in complex text.
Sometimes a sentence con tains
two pa rt~; a semi-<:olon is
the n a ppropria te.
46

This is a s
Some applications; namely
COL L IER ' S RULES

Use square a nd curly
brackets in mathematical
and scien tific contexts.

rrcal clause

in parentheses

f al expression} within parentheses.)

I

umerals, whether capitals or lower-case,

~ds

the sent€nce.

unless the numeral is being used to list a number of headings or points, eg I. Punctuation problems.

colon like this :-

:0 whom it may concern:

mi-colon;

[llustrator, Quark XPress ...
PUNCTUATION
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4/3 Quotation marl<s
THESE arc potentially the most intrusive punctuation
marks and also an area where publishing wh ims abound single or double sets, 'smart quotes' o r unsexed inch marks.
Controlling all these options in standard DTP p rograms is
o fte n quite tricky as the computer insists that on ce you've
chosen curly double quotes, you' ll have to hum hard to produce straight up and down inch marks.

This is a 'sin
'single quotes are less "intrt

.. These are inch
He said "I

thou~ht

you'd ask, man." (USA style)

' These are cur
He said "I thought you'd ask, old boy". (UK style)

«Mots entre gl
Different styles of opening quotes
Although most
typefaces d on ' t have
quotation mark styles
lor each d ifferen t
convention , you can
create your own
alternatives.
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,Anfiihrung
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I
I

I
I
I
I

'!H anging punctua tion can enha n ce
Jvisu al a ppearan ces," said Alex.
!"Othe rwise the effect produced can
!look somewha t ragged, like this".
I
I
I
I

I
I
I

le quote'
•"

than double quotes'

narks

II

1 quotes ''

illemets»

. h en ''

~e1c

Single q uotes work best in body
text as they break up the type
less. Never usc quotes to pick
out words o r names; it's far too
precio us whe n ita lic type can do
the j ob with less disruption to
the text and more impact.
Quotes within quotes n eed to
be d iffere ntiated.
Inch marks for speech were the
hall-mark of unso phisticated
DTP o utput. But they can make
a statement- putting neat c urly
quo tes around deliberately
bi tmappcdjaggy type will ruin
its impact.

Do uble quotation marks can be
intrusive in body text but offer
more graphic impact when used
for pull quotes. American and
e nglish have diffe re nt
conventions for punctua tion
around quotations. Ke rning is
advised wherever a full-stop
meets a quotation mark.

European languages each ha\'e
their own conventions fo r
punc tua ting speech. French
'guillcmcts' have a characte r all
of the ir own.

'ote tha t German speech
punctuation differs slig htly
from the English convention.
It would work well for pull
quotes in a suitably
themcd article.

Don 't con fuse th e mid 1830s with th e 'thi rties or even the '30s
PU N C T U A T I 0 N
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4/4 Accents & rights
F 0 R TUN ATE L Y for MacinLOsh users, most typefaces
implement special characters in a standard way. Access th em
with the option key; if you can't remember where LO find a
particular character, the Key Caps desk accessory, installed on
ever y Mac under the Apple menu , maps out all the ch aracters a\-ailable in the system font, although not every typeface
will have all of these.

Accents are easily added with an option key plus letter combination typed before the letter you wam to accent. This is
called overstrike. Most work with all vowels in both capitals
and upper-case, altho ugh some marks will only work with letters which the Mac believes arc appropriate .

•
•
•
O ption 'u'
produces au
umlam over a
following a, o o r
u , eg Giittingen.
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O ption 'e'. This is a n example
of the overstrike theory, in th is
case producing an acute accent.
Hold dmm the option key and
type 'e', then type 'e' again to
produce the character, eg en ell;.

O ption ,.. 'c' produces an 'e'
with a grave accent, in the same
way, eg gri:ur.

Option 'c' produces a cedilla .
Hold down the optio n key and
type 'c', egfnm~ais.

Option 's'
produces
the German
doubles,
eg strajle.

Option ' i'
produces a
circumflex over
vowels. eg role.

CO LLIER' S RULES

Shift optio n 'm' produces a
tilde which can be ke m cd on to
the appropriate;: le tte r; o ptio n
' n · produces a slig htly la rger
tild e which appears o,·er 11 , o,
a nd a, and be fo re oth t:r le tters.

Option ' k' and shift-optio n-'b '
produce a d o t and a dotless i
respectively, to usc with
accented le tters in lang uages
such as Turkish.

•

~ l ost accented capital \'owels
can be produced more easily by
usi ug shift-opt io n which maps
many of these;: le tte rs on to the
keyboard, eg E is produced b)'
sh ift-option-L.

Optio n ·g· prod uces
a copyrigh t S)'lllbol in
most typefaces.

Optiou 'a' creates this
symbo l, \vhich is a unit
o r mt:asuremenl.

TM
indicates that a logo is a
trade mark. T he symbo l is
a ccessed thro ug h o ption '2',
but you can c reate yo ur own
and usc baseline shift. or
superscript for positio ning.
TM

PUNCTUATION

T his is the symbol by which
record companies indicate
the ownersh ip of a sound
recording. Uufonunate ly
thcrt: is no d irect keyboard
equi\'alent: the simp lest
solution is to alter the®
symbo l (option ' r') using an
application such as Fon tSrudio.
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4/5 Notes, money & maths
S Y M B 0 L S and sign s for mathe matical use also appear
on the Macimosh keyboard tJ1rough the option key. Most of
the Greek le tters used in maths and science can be accessed
tl1is way, but to produce good looki ng eq uations and formula: it may be better to usc a special eq uation-setting program. H oweve r, some OTP applications (such as FrameMaker) , which are d esigned for technical publishing, include
modu les for setting equation s.

Foomotes can be indicated with
either symbo ls or superscript
numbe1·s or le tte rs. Symbols are
better fo r occasional notes;
docu ments with several
footnotes, such as academic
papers, should be referen ced
with numbered foomotes.

t

<D*

The maj ority of typefaces have
currency symbols; use Ke)' Caps
to find out where they are on
the keyboard. Illustrated here
are: no ri n, yen, international
currency symbo l, dollar,
cent, pound.

Greek le tters for science and
statistics are found both in the
symbol font and with the option
key. However, if you're setti ng
actual Greek language text, you
may want to investigate a more
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mod ern Greek typeface. O ther
mathematical symbols such as
infinity (oo is produced by
option '5') are dotted around
the keyboard - check using
Key Caps.

COLLIER'S RULES

I

ICEVa

phcenix

.

Fmd

Superscript

·

Some words sti ll use
diphthongs, two vowe ls j oined
together, and these a re
accessible through th e o p tion
key. Examples are o ption'q '
for re, and option'-' for re.
However, dipthongs can look
peculiar!)' old-fash ioned in
modern and sans serif faces
and arc probably best reserved
fo r serif faces.

1

and Su b scnpt
. m the type sty es menu

Mathe matical signs for logical
statements (used in symbolic
logic) can also be foun d on the
keyboard an d arc supported by
most typefaces.

PUNCTUATION
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5 Paragraphs

1-1

THE SHAPE of each paragraph on ilie page can
make a huge difference to ilie overall look of a document;
after the choice of typeface it probably has the most
influence on the colour of the page, and how inviting it
looks to the reader. To start with, the length of paragraphs
can attract or turn off the reader; a paragraph is supposed to
express a single, self-contained stage in the story or argument, so the longer the paragraph, the more complicated
the text will seem to the reader.
Short paragraphs are therefore best for shorter, newsy texts,
while longer pieces meant for continuous reading can contain larger paragraphs because the reader becomes more
involved with the text and does not need it to be presented
in pre-digested chunks.
However, length is only one dimension of the paragraph's
shape. The smoothness or otherwise of its outline is ano ther
important factor. Text can be justified, so that bot.h right and
left edge are straight, or ranged left or right so that only one
edge is straight and the other is jagged according to the differing lengths oflines.

I

Each approach has its merits and uses; justified text is more
economical of space a nd generally better for documen ts
where columns of text are the key element on each page,
such as newspapers. Text. ranged left is easier to read,
because words are usually not hyphena ted and there is less
lette r spacing, but the jagged edge of the text can look
strange if it abuts the smooth edge of the next column.
Ranged left or ragged right, as it is sometimes known, works
better where text and graphics have equal prominence on a
page, or short text items are scattered around, for example
in pictorial spreads in teenage magazines.
Ranged-right or ragged-left text is difficult to read for more
than a few lines at a time because it is hard for the reader to
find the beginning of the next line. lt works best where text
has to be aligned to a graphic or picture to caption it; here
it stands out weJI from other text items on the same page. Of
course all three styles can be used together to highlight particu la r paragraphs o r make stories stand out from each
other; the trick is to create a range of text styles and to stick/
to it for consistency.
Justified text introduces one of the necessary evils of typeset
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ring; hyphenation . Breaking words across lines saves a lot of
space, and in j usti fied text reduces excessive letter and word
spacing to a readable minimum. All DTP programs include
a hyphenation dictionary so that they can carry out this task
automatically; in the old hot-me tal days it was the compositor's job to decide when to hyphenate and when to word and
lette r space. Hyphenation in DTP varies in sophistication
and it is always worth reading text carefully to check tha t
there are no bad word breaks which would make it hard for
the reader to understand what is going on, or simply make
sure that ever y line in a column is not hYJ?henated, which
usua lly looks pretty awful and suggests some rewriting or
ove r-riding of th e pro gra m 's automatic hyphe n a tion.
Another problem to watch for is the creation of rude and
inappropriate words byinopportune..._word breaks; wJ1ile progranls will probably avoid such examples as the-rapist, they
will often do terrible things to proper names which their dictionary doeso ' t know about. Another thing to check is that
any hypll ns create d by the hyphenation process disappear
when the text is reflowed, which sometimes fails to happen .
Hyphenation works by holding a dictionary which lists all the
possible places to break a word, and categorises these according to their desirability. When you hyphenate a text you will
be able to select the level of hyphenation you want, and only
the types of word breaks you have specified will be used .
Where there is no good break and no other way of tidying up
the line by altering spacing, high-end software will show this
problem by allowing the word to stick out past the edge of
the line, so that you can spot it easily and sort out the problem by rewriting or allowing an extra level of hyphe nation
which may produce a satisfactory word break. However, most
DTP software will simply make the best break possible, which
~~~~::::"%-::;:,~.,
ofte n isn't good enough. Rewriting is the best solution .
....{:~~"t1~:..·...
B;~~~fh\~phs themselves need to be watched for. If a
parag~p~:-?_7~ms~~;
:;. (!.!?lumns, make sure that its fi rst and
.~~ ~w.u
~ ~)~':&J.:
lastli£te s o n&~e in or enei~'£Glumn, as this breaks up the
,,.,
shapg of ~{'&lumn . Short singli.W&t.ik;!;u:.. ~llable lines at
~:~.;-. ,:·
-~
~:-~~·
. --~=~~. . . .
&-'€<'":,:1>.,...-~~~ ~&1$%1 paragraphs are known as Widows ft'ffit~QM,.ld be
·~'I; ~~: ~~...,
~ ~
~"!-~~;...;,.. .
~%\\1,
.VO\ ·
/~r:.~ they w:cur at the top of ~~cor . ·:,:_~he~''lft'''%~=~:·.·,...
=~~~M:
::.. ,
known
·.·.· · ·-~;:;...~-.::-:·-:~
ati8
even
more efford'sho
.· ·. e prud to
~-'\-:::.'<!.~~*-"'·
..
......:-:;.$'
-::-:?
·:>.
:::~
•v-.:::....
. : ..~..-:::~·:.:-.,.
~1:.~~-~
filling out the lin e:''~6mli{DJ:f wograms* vill do iiliis for you
.,."~·~:::::~:::::;~.,...
w~':i:'''
but at the expense of go;~t!IM:al~a~:~f.~ li~%:1:~; it's pr~~?.il "•'•:·:>:: ;: ::;:;:!:::~::;:~: ;:%::~~=~:·:·:•,, ,
=~·,x
a bly bette r to take care of this m'in'ii:tt~~~Gr.d§sh,£ads and
.w i,,,:=:::H:#·
.. ·"=~==::~
~)[t~\WibWP-.:~ text breakers should also bl~1liced at ;J;~=~t'&~ili,iqf:~?.f:n: ~~
.:iJ~ &;:~,;::, ~!j~!f~·
..,.,~~~~and the next paragraph should not be mdentdl>'$:~~$'=·~···-4 , t~
·,t:::r=~
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DIFFERENT arrangements of text each work well in
differem contexts. Ranged left (or ragged right as it is sometimes called) works best with simple text without hyphe nation. Its opposite, ranged right, is less useful as it is hard for
•·eaders to find the next line; it's most useful for picture captions where the captio n needs to be visually attached to the
text. Centred text is best for text not meant to be read as a
whole - menus, lists, lyrics and poetr y- and need s ple nty of
space. Justified text, where both edges arc firm , is best for
designs heavy in text. Hyphen ation is needed to keep gaps
between words down to an acceptable minimum.

R/L

0

In cybernetics, entropy is gen eralised to
measure the tendency of any system to move
from a less to a more probable state, using
the same mathematical apparatus as physics.

[§!11 1:§:1 I:EI 1-1
R/R
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In cybernetics, entropy is generalised to
measure the tendency of any system to move
from a less to a more probable state, using

: saTThemattiparail' aiphysic~
1

In cybernetics, entropy is generalised to
measure the te nden cy of any system to move
from a less to a more probable state, u sing
the same mathem atical apparatus as physics.

I§: I
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In cybernetics, entropy is genera lised to measure the tendency of any syste m to move from
a less to a more probable state, using the

i:emtT•ticalrr·,u· .phm
1
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5/2 Leading
THE SPACE between lines is impon ant both fot· readability and the overall look of the page. Too much and lines
can noat off; too little and the text becomes too dense to
read comfo rtably. Computers make it possible to experiment
with di ffe rent values of lead ing, and try things which were
impossible in the days of hot metal, when leading was exactly
that- su·ips of lead inserted between the lines o f type. Now
the trend is to use a point or two of leading all the time.

ative leadin
as .never 0. ~
Wit 11 0
o rea
I he space be tween lmcs IS

T h<' space h<'•wccn lines is

1m ponan1 ho1h lo1· rcadah1hty

jnJp o rtanr h o1h lOr reaclabj li r)

and 1hc ovc•ra lllook o l the page.

and the-- on·raJJ look of Jhe page

Too n1 u c h anrllim·., can Ooa1
o il; 100 lmle and 1he text

Too m I tc h .n u l ljnc•, ,.., , Op;u

beco mes Jar too d <'nsc

10

off· roq li11h- and rhc rcxr

read
bt'(01JlCS

co mlon ahl)'·
Com pul e rs make

11

poss1ble to

of lead mg. and 1ry 1hings that
were nnpus~1bl e m I he d ays o l

10

l"Cj)d

Co n q>lltCrs •nakc jr p as'\jb lc• ro
t-'Xpe rinH_.!l l \\'j l h d jfl{.,-en l vaJp('S

of

l eacl j n ~~ and 1r y rhings thru

W< T <'

bo t
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<1!-n :..e

coml<n!i!hly

e xpen mc m wu h d d lcrcnt values

h OI 111Cia l.

far lpO

itnl""'ihk in rhe

dn)S

Word processing software
distributes the leading below
the ascenders of the type. If the
type size increases o n a line, the
extra space afforded by the
larger ascender is ig nored; the
type is set too low, the leading
having been measure d from
the ascende r of the larger
type d ownwards.
Typese tting softwa re calculates
leading from baseline to baseline. At first glance, the lines
a ppear to be equally spaced .

oC

IIH ' t i d
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1
The space between lines is
important both for readability
and the overolllook of the page.
Too much and lines con float off;
too little and the text becomes
too dense to read comfortably.
Computers make it possible to
experiment with different values
of lead ing, and try things which
were impossible in the days of
hot metal, when leading was
exactly tha t - strips of lead
inserted between lines of type.

! he

space between line~s 4 ~tost typefaces have an
Important both for readabilifY automatic leading \-alue
and !he overall look of the auachcd to each rype size. This
page. Too much a nd lines can _,;11 ;\pt necessarily be the sam e
float off: too little and the text\ ft,."eac h font, as these examples
becomes too dense to read of eight point Fuuu-a and
comfortably.
H,ilvdi)a\ how. lfyou are using
Comp_uters make .it possible ··m&r~ tfr.'tn one typeface,
to expenment wtth dtfferent val- se t the lead iug yourself to
ues of lead ing, and try th ings ensure c1'sistency.
which were impossib le in the
days of hot metal, when leading
was exactly that - strips of lead
inserted between lines of type.
.... · · ~

-r:S·

_.,.!'•' ,

...:·. ':·:-=:.~:. :-.

..·· : · ..---·:·

_

... -··

..--··....--··
.

=:.

·t

·:,=-,.··:_~,'.:\_:_·=~t{\.................-...··,_,·.• .· ...

.. " -~pgative l ea~irfg i~_..l)ow··"'·..

..

1

':?\"::: '\.'t~::~ t~ ~~l~=:~;c:·~~~~~~~--~i;-~- ·:=: \:,·( \.'
headings o~)l.~<l,diMs\~R'e'i·e
-:;tile•·~ ~~-pollhi'ig'er of

( _:, \\'sce•i'dc.rs and descende.r.s. ....
tangliug un~~i_ly.............. ·

.....

·.-.·:-

T h e space between lines
is important both for rcadabilitv ancl the overall look
of the page. Too tnuch and
liues can lloat off; too little
and tht• text becom es too
den$C to read comfonably.
.·:- Co m puters make it p ossible to experi m e nt with d ifferent values of leading . and
try th in gs whic h were impossibk in the davs o f h ot
metal , wh e n le<tdin g was
exactly that - st.-ips of lead
in se rt ed between the lin c.:s
of type.

PA R A G R A P H S

The s pa c c bc.twcen lil tCl'
i~ importan t . borh for readabilil} <md .the o,·eralllook of
the page. Too much and
lin es can float off; too littk
an d the tex t becomes too
dense to read comfortab ly.
Com p uters make it possib le to experi ment wi th clifrercnt ,·alues or leading. an d u·~·
thi ngs wh ich were impossible
in the cl a)'S o r hot lllCtaJ.
when lead ing was exactly that
- strips of lead inscncd
between the lines or t~pe .

With 100 little leading text
looks dense, uninviting
and old-fash ioned. A couple
ofpo inL~ leading makes
text much easier on the
modern eye.
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5/3 Justification & spacing

Widows an: single lines of text
left alone at the tops of
columns. O rphans arc lines of
tex t le ft over fro m paragraphs
at the houo m of columns, and
single wo rds left as the last
lines of paragraphs. Both can
be avoided by scrup ulo us copy
editing, or bdng ing a word
aro und fro m a previo us line.

JUST I F I CAT I 0 N creates a neat edge to the coi'J,
umn of text, at some cost to the letter and word spacing ::
wit.hin it. How much extra space you wi ll allow before you{
reson to hyphenation needs to be clearly th ought. o ut; your \ ...........,.,.,.,,,,,:,:::
aim sho uld be to maintain the colo ur of the type and not. to ,.,.,.,:::':''''"''''''' ' ·:·.··
stret.ch words and let.ters so much that they become hard to
read, or LO squash them up so much that the page becomes
black. Othe r probl ems of spaci ng in clude widows and
orphans which also break up the shap e of the column and
the flow o f the text and need to be edit.ed oul.

\rhile David \Vas haYing a heart to
heart \Vith an old confidante .. .
He went on, stuttering, "Yes, Widow Harding,
Tojusti ly type , the com puter
adds cxu·a space betwee n words
and letters to c reate a neat
right-hand ed ge. The first
paragraph shows all the space
d istributed between tl1e letters
(le tter spaced) , fo llowed by a
paragraph with the space
be tween the wo rds (word
>paced ), then 50% wordspacing
a nd 50% le uerspacing.
The spacing is still poor, so
a llowing hyph enation gives the
computer mo re o ptions in
liuing the lines.
The second column shows
hyphe natio n; lirstly a paragraph
with automa ljc hyphe nation
and then a paragraph with
manual h yphe na tio n.
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Letter spaced

Automatic Hyphenation

1-l r p h e n s i n a h o o k a r c a
n ecess ar ~- e vil. Re aders oft e n
no tice th e m fat· less th a n th ey
" ' o u I d n o t i c t• 111 a ~ ~ i ' e I )
stre lc hed letter & wo rd spaces.

ll)'p hc ns in a book a rc a nccessarr e\'il. Re.td c rs of1cn notice
1he m fa r lc» than they wo uld
notice mas~i, cly Sln·lch!'d letter
& word ~pa n·s.

Word spaced

Manual Hyphenation

H)vhens in a bool. a rc a
necessary e\'iL Reader~ often
notice them far less than thcr
would
n o tic<'
111assivcly
slrc tchcd lcn c r & wo rd spaces.

a n · t:\ il. Read ers o f1 c n n ot ice
th e m far lt•s, I han they wo ul d
tto licc massi\'c ly st re rc he d le tter
& wo rd spaces.

H yph e n ~

in a booJ.. ;u t' a u ecess-

Letter & word spaced
1-T)•p h c n s itt a h ook ar!' a
necc ssa r r e vil. Re aders u l'te n
no tice 1hc m l'ar Jt-,s than the)'
w o uld n otiCl' ma ss i \'e l r
' trctchcd lcttl·r & wo rd sp ace~.
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A 'soft return· at the end of a

line forces the last words to
sp read across the measure.

····· from the righ t-hand edge of the
measure. If the Ja.~t word <'ncl~
within the zone, the last line
will be spread acros.~ the
measure. To d istribute the
space equally, usc non-breaking
spaces between the last words.

ning to e nd.
Plea'" fi ll the lines fro m beginn ing
to
en d.
l'l ca ~<' fi ll the lines from begint 0
c u d .
11 i n g

\patlnq a ttribute s

I am an orphan ... "
an
"Don't wo rry dear," ~he said,
exall1l)lC in a book of t Y p o g r a p h ¢4acialiHJ
affi6;:tingisthe
technique used to expand the
Word \ Pi te:

•

·

Le tter \ pace :

t

text to make it j ustify to the
measure. Most.DTP programs
allow line control to select
whether spacing should be
changed between c haracters o r
lc ne rs in o rder to fit a line.

tea!

T he ' minimum' distance is how
much the computer can condense spaces to squash words
in to a line. The ' maximum'
value is the amount the
computer can expand each
space to fi ll out a line.

Spacing and h yphcuation look
good in justifi ed te xt when you
get the balance be twee n typeface, siw and measure righ t.

8pt New Baskerville

8pt Garamond

II ~ pht·n, in a bo ok are a awrcssa r\' C\ il. Rcadt·r, oft e n notice
tht'm far It'S' tha n tht'\' would
notice str<"tr hed k un & word
space>.

Hyphens in a book arc a nctcs~.tr)'
evil. Readers ofrcn not i< c them fu

7pt Franklin Gothic
Hyphens in a book are a necessary
evil. Readers often notice them far
less than they would notice mas·
sively s tretched letter & word
spaces.

8ptBembo
Hyphens in a book arc a necessary
evil. R.cadcrs oft en notacc them fur
less than they would notice massively stretched letter & word
spaces.

PARAGRAPHS

Jess rhan they wo uld nou n · m.l\Stvd y

srretchcd lencr & word spaces.

8pt Futura Book
Hyphens in o book ore o necessary
evil. Readers ofte n nolicc !hem for
less than !hey would nolice massively
strelched leHer & word spaces.

8pt Futura Light
Hyphens in o book ore a necessary
evil. Reoders ohen nolice !hem for less
!han they would nolice massively
stretched leHer & word spoces.

It is neccesary to have space
between words, so expanding
these spaces is less noticeable
than ad d ing space between
le m e rs. It is a matter of persona l
preference, but Collier's R ules
recommends not adding
leu er spacing .
Optimum values need to be
ca refully checked against
bromide proofs. Some fonts
seem very open, that is they
con tain m uch internal spacing.
If you are setting magazines with
tight leading, th e reade r 's eye
may skip to the next line if the
gap between words is bigger·
tha n the linespacing. As Collier's
Rules has generous leading, the
optimum word spaces were
opened up slightly.
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5/4 Hyphenation
B RE A KI N G up is hard to do, especially where \VOrds
are concerne d. Hyphe natio n algor ithms are so me of th e
m ost important features of DTP programs, and the most difficult to implem ent; th e com pute r's dicti o nary n eeds to
know whe re each word in th e language can be broken and
wh ere the best break - the one which is ea~iest fo r readers to
u nderstand - is to be found . Sometimes h yphen ation is
impossible, and then som e systems will leave a word sticking
o ut for sub-editors to son o u t.
On most DTP systems it's advisable to check for bad wordbreaks and rewrite if necessary, or experimen t with wo rd and
leue r spacing to avoid hyphe nation . Anoth er grem lin to
watch o ut fo r is red undant hyphen s staying in th e text after
it has been reflowed on to the page.

Docs the wo rd have three
sylla bl es o r fo ur? Is the break
between th e e and o a llowed?

Graveolent
Gra-veolent

As it is prono unced
gra-ve-o-le nt, it's o k to
h yp henate it th a t way.

Grav-eolent
Grave-olent
Graveo-lent

Hyphenat ion Method
B

2

B

3

B

4

K

c
c
c

D

F G

D

F

D

F M

M

N
N p

M

p

R T

T

s T
v z

N
p

v X
v w

H

Hyphenate when group I characters arc followed by group 2. and
when characters
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111

group 3 arc followed by characters

111

group 4.

''
na
Check how I he com puter will
hyphenate using this chart and
teach programs any special
names or words it sho uld take
care with .
You can crca1c your own list of
hyphe natio n exceptio ns; words
tha t will not be hyphe na ted
cor rectly by the me tho d above.
T he list can be used in
conjunction with your personal
dictio nary to ma ke g lossaries
a nd indices fo r the d ocume n ts
tha t you create using a
specialised set of words.
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b o bl-u--21 at1on
.
.
D IS----corn--4

3

Sophisticated hyphena tion
systems, such as that o n
PageMa ker and Atex, have
several hyphenation levels,
starting with the best break for
each word listed and moving
along to less and less desintble
breaks. When hyphe nating, you
can c hoose which levels you are
pre pared to accept.
Watch om for word breaks
which result in a rude or
inappropriate won.l beill!;
formed o n o ne line.

at?

rseott om 0
Edll Hy - phenotion

Nom e:

IMy llypheno lion

I

ll5l Auto llyphl!nnlion
tmnflut wordl
Minimum Ol!ftlflll
Mlnlmumllftlw

0

s

Orl!ilk eapltilll!l!d wordt

llllllh~llt llll\~ ~
1111.1"11'\\Mt ~ "

(~)

This is an example of hyphenated multisyllable para).(rap h s . Hyphenation eli·
al o).(S CO Jllr ol
the numbe r of
consecu tive hypht·n s.

Th is is an
exam pic o f
h yp h e nat ed
multi sylla bi c
pa r agraph s .
H yp h e n a tion
dialogs cont rol
th e number of
CO il SCCll l iVC

h yp he ns.

¥Mil

[ Contel

PARAGRAPHS

Hyphenatio n usually includes
several o ptions; this dialog box
allows you to set minimum
word length fo r hyphenation,
and leuers before and after the
line break. It also allows you LO
keep proper names all o n on e
lin e and to prevent hyphens
occu rring o n every lin e, ami it
stipulates how close to the e dge
of the lin e a word should be lO
be eligible for hyphenatio n.

J
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6 Illustrations & graphics
0 N E of the delights of desktop design is that it makes it
so much easie r to combine text and images. Not only d o
DTP programs make it easy to place the two in the same document and experiment till you get it righ t, but a whole range
of graphics applications allow you to create highly finished
images more quickly than you could have do ne before,
allowing you to experiment in ways which would previo usly
have been technically impossible. The re are plenty of cheats
and tricks of the trade to discover; many a marbled
background began life as a crum pled sheet of paper scanned
into an image manipulation package. If all you have to work
with is an unflattering black and white photo of a less than
handsome subject, adding false colour can improve the
image almost beyo nd recognition.
Scanned images are only one source of ideas. Apart fro m
creating your own drawings using painting or drawing packages, you also have access to a wide range of ready to use
graphics, known as clip ar L Unfortunately the vast maj ority
of these are not very high quality, and you need to watch out
fo r copyrig ht problems as computers ma ke it ver y easy to
steal images. You do n't want an aggrieved illustrator turning
up in your studio demandin g a reproduction fee and blowing your budget.
The illustration world is divided into two he mispheres,
o bject-oriented d rawing packages which treat images as
lines, points and proportio ns and consequen tly handle them
more intelligently, and biunap painting packages where an
image is just a collection of pixels. When you scan a picture
or logo in to your computer it will be a bitmap, but you can
use a tracing package such as Adobe Streamline to convert it
into a PostScript file. This is particula rly useful for logos an d
similar graphic where you may want to resize your scanned
o riginal but want to remain faithful to it. The tracing is automatic but you can go over it by hand to add extra poi nts
alo ng curves to improve the quality.
Another set of diffe rences you will have to come to terms
with is the wide range of graphi cs formats. Several have
evolved over the years, from t11e o riginal MacPaint fo r sim ple
mono illustrations to 24-bit version s of TIFF and PICT, the
two main competitors, which su pport the latest true colour
images. It's a good idea to standardise on one format for any
particular venture, as this ma kes it easier for whoever is handling the final output. Even if images make it on to the page
as e ncapsulated PostScript files, it's a good idea to send a
non-PostScript original to the bureau in case pro blems are
encountered. In fact the cho ice of file fo rmat is probably
best made by the experts at the bureau as d ifferent formats
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take different lengths of time to output on imagesetters.
While this is often unpredictable, it may be that the work
you do comes out quicker in TIFF and it will save you money
and bureau Lime by slicking to that standard. Settling on a
standard a.lso means you will have fewer difficulties with
work by freelance illustrators being incompatible with your
software. So choosing a standard is a good idea but which
standard to choose is probably best discovered by the experience of your st~dio and the type of work you do.

Colors:
Black & White
B&W diffusion

4
16

256
Thousands
Millions
Another difficulty with working with graphics, especially in
high resolution and with 24-bit true colour, is that the file
sizes become huge. A 24-bit full colour scan of even a postcard sized image can take up megabytes of storage space,
and will probably be too big to store on a single floppy disk.
It's a good idea to invest in a removable cartridge type drive,
so that when o ne cartridge is full you can simply stick
anotl1er one in the slot and continue to save your work in an
accessible form. AnotJ1er solution is to invest in image compression hardware, which wilJ probably be available from the
people who supplied your screen. This can reduce the size
of image files by around 20 times without reducing the quality of the image, and means that images will not only take up
less space but be quicker to display.
Working with graphics on computers, especially complex
colour graphics, can cause some difficulties but the advantages of flexibility and space to experiment arc undoubted,
although you w.on't think so when your computer has
crashed just as you were about to save an afternoon's work.
If you move to full desktop reproduction, where all the
images in your document are processed and separated into
their colour components by your computer, you will find
yourself saving Lime and money. As this technology is as yet
in its infancy, you also have the cheering prospect of both
hardware and software becoming easier to use and more
sophisticated and reliable.

ILLUSTRATIONS AND GRAPHICS
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6/ I Bitmaps & painting
a reas
rectang les (the
marquee), freehand
shapes (the lassoo)
o r by similar tim
(t.he magic wand ).

THE SIMPLEST fo rm of computer graphic is the
bitmapped image, which comprises o f a p auc rn o f do ts
call ed pixels (picture elements) eithe r created thro ug h a
p ainting package or scanned into th e com pu ter. A wide
ra nge of computer tools, imitating th e conventional o nes, is
available in pain t packages to work on images. More sophist.icate d man ipula t.ion is availab le throug h specialist image
retouching programs.

Draw with freehand
lines (the pe ncil),
smoothed lines (the
brush) , su·a ightlines
(line tool), fl owing
pa int (th e airbrush).

areas,

n, and
(from one
to o ther ). Sec
righ t: first colu mn ;
before, second
column : a fter blur,
sharpe n , smudge.
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Jn practice you 'll find yourself
scanning in pictures and modifyi ng them. Re member tha t th e
screen will not show all the
de tail in t.he picture, because it
has a lower resolution and the
dots the picture is made up of
will be visible, an eff ect
called pbcellation.
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Bitmaps arc grids of picrurc
elements (pixels) which can be
assigned colour values. Various
tools can be used to create
shapes om of the available
pixels. Areas of colour can be
resized and enlarged. A
problem with biunaps is that
they do not bear en larging,
because the pixella[ion
becomes more apparem.

Hiu11ap-oriemed programs can
select areas of the picntre by
enclosing them in shapes,
either predefined or fre ehand ,
or by selecting colour values
such as 'all the pixels uear this
on e whose ran ge is between
these rwo values' .

Shapes once drawn on the grid
arc areas of d ots. Each area of
solid tone can be filled in, or
lines deleted and then areas
filled in. When scaled down, the
darker pixels crowd the
lighter ones.

Biunap editing programs are
now used as photobrr.tph
retouching programs. From far
left: odginal picture, changiug
response curve (can be rlone

with DTP program), selecting
areas and applying filters to
them, mo\ling rectangular
selections around and filtering,
moving freehand shaped

ILLU STRATIONS AND GRAPHICS

selections, adding grey tint with
the airbrush and lastly, more
mtering and painting...
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6/2 Objects and drawing
To peform actions
(d ele te, duplicate.
change colo ur), first
select the o bject
(the pointer Luo l).

0 BJ E C T- 0 RI EN TED drawing packages use a
mo re sophisticated approach to rcpreseming images on the
compute r sct·ecn, remembering the ir shapes as objects and
combinations of relaLed elements rather than as a collection
of dots. This gives the skilled operator much more freedom
fOJ- creative expression ; it also produces images which can be
resized or disto n ed much more easily and effectively.

rectangles,
e llipses
(and circles),
polygons, arcs,
horizon tal and
verti cal lines,
diagonal lines a nd
arrows.
roundrec L~,

For professio nal
iII usLration , use
Posl.Scripl drawing
programs such as
FreeHand and
Illusu'lltor. Usc tools
10 dJ'llw freehand
lines, and make up
lines with combination, curve, corner

PostScript g•'llphics programs
allow you to make up sha pes
usi ng lines that have straight
a nd c urved segme n ts. You can
edit wrve po in L~ by dragging
on handles attached to the tangent of the curve at the point.
Connecto r points have a single
han dle which define the stress
of the curYe attached to the line
(the positio n of the other po int
on the su-aig ht line effects the
shape of the curve).

A~

and conn ecting
po inL tools. You can
CUI paths 1.1 10.

Once selecte d,
graphics can be
ro tated, e nlarged ,
reflected and ske1~ed.
You can place
bitmaps on the page
a nd trace them.
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---,-- -,-------, When a curve tool is used in a n
object orie n ted program it
displays the curve using the
a\"<tilable grid dots. It knows,
however that there is a curve at
that position , so whcu tools
such as enlarge are used, it
resizes the unde rlying cur ve,
then works out which dots to

fall in to display it. That also
applies when looking at the
objects at a larger scale (sec
left)- enlarge farstth cu fill in
grid. Parts are selected by
logical cleme n t. Above right
shows som e outlines selected
(round poin t markers show that
it's made up of curve points).

Object-orie nted
graphics programs
divide a picture in to iL~
logical components
(such as a circle on a
rectangle on a ro unded
rect:mgle, which might
be a company logo).
These can be fill ed in ,
sen t to the fro nt o r the
back of the image, or
combined into groups
which always move
together, making the
scaling of images easy.

You can start your illusuatio n
by scanning artwork: I. Original
(from 10/ 0 1 proofreader's
marks) (2) add a white copy

an d fall in background (3) add
another copy ( 4) trace ol:!jcct
and smooth. (5) Copy pa n s,
change their colour and

redistribute (6) Create a
patte rn out of o ne section .
(7) Change borders, paste
o bjects inside other o bjects...

'
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T H ERE is a far wider world of image sou rces waiting
for th e desktop artist th an you might imagine. However this
unfortun ately doesn 't mean that all of them are of the quality you would walll or that it's possible to ignore copyright
and scan in anytJ1ing which takes your fan cy. Still , it's worth
explo ring some of tJ1ese avenues, especially for tricky items
such as maps and tables which can be fo und in high-quality
commercial clip an libraries.

Check that your monitor is
properly set up before grabbing
images; if you want smooth
outlines a nd true colour you
won 't get it if you're working at
a low resolution o r witl1 too few
colours, as below.

To illustrate software you can
use a program/resource editor such as ResEdit to grab aJJ
the pictures in one session.

D

.. ,
Three-dimensional
programs are a gre::at
source for images. This
globe was created ve::ry
rapidly in
Swivel-3D, a nd then
exported as an cps
graphic to illusu·a1or,
where the line widths
were edite d. Combin ing
these
kind of images with type
and custom drawings can
result in very rapidly
generated , but stunning
images.
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Bitmapped clip art is widely
av-ailable, but resizing causes
mo re proble ms as lines will
become blocky. With a ll cl ip ar t,
especially public domain, watch
o ut for copyrigh t proble ms; you
wouldn' t like it if it was your
image which was ripped off,
would you?
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6/4 Scanning & formats
GET T.I N G images in and out of computers is a more
co mplex process than it m ight be. T he compu ter understands only series of dots, o r equations describing a line or
curve, and this has to be uanslated from th e image you want
to se e o n the screen . l aturally the re a re seve ral ways of
doing this, which results in a \\~de choice of software packages and file for mats, fo rms of encoding th e image informafor the compmer's benefi t.

I bit (black & white) dither

Some scan ning o r graphics programs a llow you to choose o r
even to ed it a variety of d ithering pa tterns a nd assig n them to
d ifferent g rey value i npu L~.

CoQ1puters store pictures as
g rids o f numbers. You can
choose th numbe r of grey levels be tween bla ck and white
thaL the ' qm puter ca n display,
de pe nding on xour hard ware.
T he m o re grey levels the be tte r
th e quality o\ the image, but the
ll)ore space it take s to sto re. If
you are using no grey levels the
com puter can d ither the image
with patterns of black a nd white
to re prese nt diffe rent levels
of g reyn ess. '

To display d iffere nt shad es of
gre y using o nly a single ink,
p rin ters screen the p icture ,
placing a g rid or diffe re nt sized
dots to vary the inten sity of the
co lo ur prin te d. Your computer
ca n d o this for yo u either o n
input or o utput. You J1ave mo re
contro l over this 'd ithe ri ng'
when you input the picture, but
it makes it ha rder to resize
it la te r.

Check om which fi le lor mats
yo ur applications can read and_
write, a nd tell <:ver yo ne who
needs to know which is best to
usc. O ften you can usc a th ird
:- program to tran slate a file from
one ap plicatio n to an o ther . ·.
'/j· Ad o be PhotoSho p is an exam.. ~ pie of a n a p plication wltich can
:dHH
read and sa ve mauyformats.

········
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You can use g raphic programs
to dither grey-scale images. Yo u
can choose the resolution of the
resulting 1-bitimage as well as
the form of dithering. Diffusion
dithering gives a smooth
texture using on ly black and
white pixels.
(1 ) 50% threshold conversion -

all grey values above 50% are
changed to white, all below are
set to black. (2) Diffusion dither
at 75 dpi, (3) a t 150 dpi and
(4) at 300 dpi.

,..
Text has as many problems as
gi·aphics whe n exchiil$ing r'e-. :t
be tween computers. But a'llts
n ot lost iu the lile foutu at
world ... there ar~ t.ranslation
progr.tms to change the form at
of a fil e. For tc~ DataViz ~
transla tors can sort out most
proble ms; q n the M~c , ~
MacWrite IT can re adand
tr-anslate a wide range of ll!ac < ~
ruld PC formats. If you~end up ~...
with a disk whic h won ' t even fit
i""ii your drive, look irl"ihe back ,J
of a computer magazine and
I..~.!!Jlt!.I:~~!':!X~•i~l which can read
With

lesJ Spreads !
D 00 - 00

D 01 Intra
D 01 -0 I Le tters

D 0 I -02 Computer Type
D 01-03 creating Fonts
D 01-04 Numerals
D 02 Intra
D 02-0 I The look ofType
D 02-02 Type Classes
D 02 -03 New 01 ltol ro ...

,:r

'i

~~;_;~~~~~~~~~~~~@~~:;::::;:::~-:-;!::~~~~~;i~;~~C'.i~;t :'s doubly~

for a nCt
d any other
c!Jcles~'·-'h ic:h coulch
the fil e.
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7 Page layout
C R E A T I NG pages is the ultimate goal of most design
involving type. Even if the end result will be something else,
such as a three dimensional package or an image on a television or compute r screen, type, images and the overall
design will work together to produce the required effect or
reaction from the reader or viewer. Working on the com puter page layout is probably the first stage in creating the document where you will see the text set in the typefaces you
have chosen.
Often a page design is intended to work not just in the current version but to serve as a template for future editio ns 01·
following pages. Each fresh page then becomes a subtle variant of the original design, true to its intentions but never a
slavish copy.
Desktop publishing makes it much easier botl1 to create an
e ntirely original design or to conform to design guidelines
already established. An early criticism of DTP was that it
allowed anyone to play with type and design and create anarchic documents using every typeface available on the computer in every size imaginable. It is easy to let the technology
take control and use htcilitiesjust because they are there, but
the skill with DTP is to use the c:ompmt>r to express your
own design skills and intentions. While it's easy to use the
computer to move columns of text and illustrations all
around tlle page depicted on screen, in most cases you have
to visualise the effect the design will have whe n it is reproduced on paper and discipline the design accordingly.
H owever with DTP you see the results you will get immediately - a drop cap appears o n the screen, a rule gains its real
thickness, and so on , rather than having to wait fo r a proof
to come back from the typesetters before you can see what
your layout really looks like.
This flexibility is the cause of much of the trouble with DTP.
When a headline busts - is too big for the space allocated it's easier to set it a point size or two smaller so that it fits
rather than go to the trouble of getting someone to rewrite
it. It's quicker to justify columns of text vertically than to
rethink the design or get extra text written. This is tlle kind
of short cut which may very well be possible using DTP but
which \\~II no t enh ance the quality of your work. Leave these
make do solutions to amateur newsle lters and instead use
the computer's power to create better design than you othe n~se could have done.
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One difficulty with laying out pages is that it's very easy to
pick up and move objects on th e page and to leave them in
the wrong place. It's only too easy to forget to switch tools
and to drag a column o ut of alignment when you meant to
delete a couple of words. Use guidelines to ensure that the
text in every column is correctly aligned, and that captions
and illustrations are also properly aligned.
Small graphics which are mixed with text look good and
modern but also tend to slip o ut of position. If it's possible
witl1 your DTP application, group objects together when you
have positioned them so that you don't knock anything out
of place. Other things to watch include kerning in large text
sizes; DTP programs are notoriously bad at this, with o ne or
two honourable exceptions, and you should look carefully at
all headlines before letting them go.
Signposts, symbols and other pieces of page furniture to
help tl1e reader find his or her way around the docume nt
are easily added using DTP, but make sure that they remain
consistent throughout the document and that they aren't
too overwhelming. T he temptation to add too many finishing touches, such as the very much over used gradient fills
behind boxed-out copy, should be avoided. Too many details
and the page not only gets fussy but is more and more likely
to go wrong at some later stage of the reproduction process.
The easiest way to ensure consistency in repeated designs is
to use page templates and style sheets, which give you a page
outline to start with and list all the design variants - rules,
typefaces and sizes, symbols etc- that you arc likely to need.
Basing ilie design around a g rid system also helps develop
consistency, as headlines and illustrations will start at roughly
the same level each time the design is used.
However templates are only of any use if the original design
remains suitable for the material. Different types of document and different types of subject matter require a different approach ; a solution which works for a poster won't
necessarily work for a record sleeve, which has to make sense
in different sizes. And a book will need another approach
again. Make sure t11at you' re making the best choices for the
document in hand.

P A G E LAY 0 U T
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7/ I Grids
BAS I N G page layouts on a grid system is a good way lO
bring order, coherence and consistency lO related designs. As
well as the vertical discipline imposed by the columns of text,
horizontal grid lines help you to position illustrations and
graphics correctly, and begin new chapters or articles in the
same place each lime. But the g rid system sho uld be there for
your ben efit and should provide a framework for your design
not a straitjacket.
The simplest type of grid
layout is the single column
per page. This has some
advantages; lhe long lines
of text m ean that space is
economicall)' used, but
readability may suffer if
the lines are too lo ng.
Single column layouts art:
best for smaller page sizes,
and easily-readable typefaces.
Continuo us text which will
keep lhe reader intereste d
from line to line - for
example in books- works
well presented like this.
The illustration shows the
various features of a grid
including crop marks and
type area, lhe distance
pictures need to bleed off
lhe edge of the page, and
alternative configurations of
columns which are included
in most grids for flexibility.
The horizontal part of a grid
comes into play when more
than one column is used. The
horizontal grid d ivisions n eed
to be fairly numerous- five
ralher lhan three, for example
- o r the page will look rather
mechanical and it will be hard
to fit illustrations naturally.
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Two column grids work best
where there is continuo us text
and a numbe r of illustratio ns to
bring in, for example in the
feature section of a magazine.
13m the grid shouldn't visibly
d o minate the d esign .
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Newspapers a nd magazines. which need to keep
to the sam e layout style ever y issue to c reate their
identi ty and help tl1eir read ers find their way
around tl1e text, ar e well se rved by the grid
~)'Ste m of layout. Particularly in the large pages
of a broadsh eet newspaper, th e discipline
imposed by a grid helps make sense of the
space on the page.

The PAPER
HEADLINE

With a single column grid used
for book design, features su ch
as the balance of the margins,
r un ni ng heads and folios
sudden ly become much
more impo rtant visually.

T hree columns add liveliness and flexibili ty to
a page. The narrower columns may need a
smaller type size, or type ranged left for
readability. The gr id imposes discipline on
wh at could be a confusing desig n; leaving
white space helps the reader. T his grid is ideal
fo r text with lots of illustrdtions and box-outs.

PAGE LAYOUT

Four columns is the greatest number gene ra lly
practical in an A4 magazine. It's best for busy
opening n ews sections full of short text ite ms
and illustrations; dictionaries, directories and
indexes also work well in this style where tlw
sho rt lin es of text usc space ver y economically.
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7/2 Headlines
HEAD Ll N E S are the traditional way of'indicating th e
beginning of an article and grabbing the readers' attentio n.
To h elp make the m as vigorous and d ynami c as possible,
typographers have designed special display faces, which arc
usually chunkier, blacker and bo ld er th an text faces, to maximise impact. The size of the head lin e also shows h ow imporlalll a story is, and subheadings provide an at-a-glance index
to a lo nger, more complicated story.

h

e

a

d

'I
Bala ncing headings is difficult
and requires skill o n the pan of
the writer. Lines should ideally
ma tch up in le ngth, a nd if they
can ' t be matched , the top line
sho uld be lo ngest, to c rea te a
re verse pyramid shape.
Consider variety in you r
headings and subheadings.
For newsy layouts you ' ll need
several sizes of heading- three
on A4 pages, more o n tabloid
or broadsheet- to re fl ect the
importance of vario us sto r ies,
and fo r othe r types of layout
you'll a lso n eed d ifferent styles,
to avoid mo notony.
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HOW MANY LEVELS

of headings
and subheadings
does a document need?
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PHEW!
WHAT A
SCORCHER!
n

Headliuc;s arc supposed to grab
the readers' attention, but the
boldest, hlackcst type available
may be overkill or else illeg ible.
Balance the blackness of the
heading to the rest of the page;
a tightly kc rned, ultrabold
uppe r-case heading will swim
a imlessly in a loosely designed
page of white space. Remember
that in some typefaces th e
differe ntiation of characte rs,
and ' D', can be
such as
impaired hy all that boldness.

·o·

s

9

CAPITALS or Upper and lowercase ... Serif or sans serif .. .bold or

letter spaced
Choosing between caps or
u pper and lower-case naturally
depe nds o n you r document.
Caps work best for sho rt
punch y headlines, but arc
hardc1· to read fo r lo nger
headings. Compare the
headline style of tabloid
and broadsheet newspapers.

PA G E L A Y 0 U T

Weigh up the suitability of a
serif or sans serif typeface for
your purposes. Sans is favoured
for a cleaner, mo re modern
look, but many of the better
headline faces arc tired and
overused. Serif faces can
con\"ey a look of authority
and impo rt<UKC.

Leue r-spaced type is an
excellent alternative to bold
for in u·oductory paragraphs,
com en L~ pages and tables of
con ten L~. pro\~ded it is given
ple nty of space. Experiment
with mixing the two.
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7/3 Starting off
GET 0 F F to a good start by usi ng big bold cap itals.
This u·aditional form of decoration tells the readet· where to
begin reading, gives a focus to the page and adds co lour to
the text. However, drop capitals aren 'tthe o nly way to begin;
a standfirst of larger text, small caps or a wider measure, or
any combination of these, offe r another way to set off in style.
Symbols or o ther forms of decoration arc another optio n.
Th e important thing is to make the ope ning of an article
make a statem ent, and the blackness of a drop capital is the
easiest. way to do it. You could even pi ck o ut the lcttct· in a
colour which match es any ill ustration used. Modern bitmap
faces make pan icularly good d ro p capitals.

t's easy to make
raised caps using the
latest versions of most
DTP software. Starting
the capital fro m the
baseline of the first line
of text works well,
e:specially with
vertically stressed
le tters such as this I.
ARIOUS le tters
of the alphabe t
are sha ped so that
the text really ough t
to flow around th e m
rather th an leaving a
large white gap, as th is
example illustrates.
POINTto
conside r is
whether to
leave a space after drop
capitals wh ich form a
word in themselves,
such as A and I.

A
I
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the way

off can
eader wil a

T HINK it's usually
bette r not to, but
try it each way
for effect.

COLLIER ' S RULES

, Why not

Fo r short items, of which several
appear o n a page, some kind of
bulle t poin t, either a simple
blob o r a typograph ic device
suc h as the paragraph, is a good
way to stan witho ut letting any
single ite m dominate.

start off with
a flourish?
TMAY

be more
effective to
reverse out
a drop
capital, and easier to
use, as the square box
sorts out any problems
with text flow.

Three and five lines are usual
sizes for drop capitals, whether
reversed out or no L. It is usual
to put th e first few words in
capitals, becaust: it is easier to
cross-align the top of the
drop-cap with th t: uniform
lt:ner height of capital leuers.

I F T H E first paragraph starts like
this, then ...
The following paragraphs should
either be indented, or. ..
There should be a line space between
non-indented paragraphs.

ectth w y
roac yo
You should also consider
whether to use a different
typeface for t.ht: drop cap; a
more decorative or contrasLing
font, such as a serif drop cap
with a sans face, or a stylised

PAGE LAYOUT

biunap face. :-lews stories and
chapters of books often begin
with the first two or three words
in caps, fai rly heavily spaced ,
and with every line in the first
paragraph full out.

The following paragraphs
should be indented, or you
should leave a line space
between non-indented
paragraphs.
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GRAPH I C S and symbols play a large role in shaping
text and images into magazin es, poste rs, record slee,·es ot·
whatever. They are the signposts which enab le a reader ro
navigate from one end o[ an article to another - not a simple
task in a glossy magazine where adverts can mean that one
feature spans many pages.

Page straps fo rm a clear
beginning to a page and show
that a ll the ite ms 0 11 that page
arc part of a particular subject
or featu re, fo r example in a
review seclio n in a rnagazinc.
Combin e gra phics and text to
the desired cfTcct.

This is an example
of a page strap

Continued on

page 83

+

lived happil)
Fo lios o r page uumbers arc
used in man)• kinds of
docume nts and arc vita l for
readers to find their way
around. They nccdn ' tjust be
plain numerals, but need plen ty
of space so that they don' t look
as if tJ1ey' rc abo ut to fall off the
page, and shou ld re main
consistent tJll'oughou t the
document. Conve ution is to
place numbe rs at the Lop of the
page in newspapers and a t the
bono m in magazines.
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Icons, whether purely graphical
or incorporating words, can
ident ify diffe rent chapters of a
book o r sectio ns of a magazine,
or introduce warnings o r
additional information in a

man ual. They mimic tltt: visual
interfact: provided by
computers like the Maci m osh
and the wordless symbols us~:d
by transport authorities.

film review

Bullets 10 introduce o r separate
text items can be p lain or
decorative; they look best the
same size as a small cap in the
typeface being used.

0

Continuation and page turn
symbols help readers to
navigate t11rough features. An
arrow o r pointer is m uch more
effective than words. Tq•
customising signposts to fit
"itl1 your document,

eg aeroplane page turn signs
for an in-fli ght magazine . The
same applies to end-icons which
e nd an item o r fealUre; crea ting
a nd using o ne to fit your
document adds to its id emity.

Continued from page 82

+

ever after
Images can re place word s. for
example this te lephone icon
which could introduce a pho ne
number o r additional
informa tio n.

** Footnotes must be accounted for when the initial grid is being created.
PAGE LAYOUT
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7/5 Using illustrations

••

look
I
I
I

•

IL L US T R AT I 0 N S are at least as important as
words in creating the overall impact of a document, sometimes even more impo rtan t. One of the best things about
DTP is that it makes it much easier to combine text and
graphics, to play about with their positions on the page and
LO do visually exciting things such as wrapping text around an
illustration. In the old days, setting in bastard measures, as
lines of non-standard length were called, was a difficult and
time-consuming process. Now all you need to do is tell your
computer how close the text should be allowed lO get to the
illustration , and click a couple or buttons.

Fo r pictures which 'bleed' off
the edge of the page a llow a
margin of about 3mm .
Scan in images
at a low
resolution to
use as position
guides fo r the
printer, this way
they don 't use
too much
me mory.
Positioning and
sizing of images
is made much
easier by this
facility.

•
Gratuitous Runaround

Different illusu-at.ion forma ts
as PlCT, TIFF an d EPS
files can all be used with p:~ge
ma ke-up programs such as
Qu :~ rk XJ>ress and Page maker.
~uch

PlCT information is stored in
the docume nt itself, a nd can
inflate the size of your page
layout documen ts.
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ILL USTRATED he re,
causing it to !low aro und the
one of the things that will
outline shape of tl1e illustrareally make )'Our d ocument
lion. The picture box can be
look Desktop
A
made 'runaround', so that
p o i n t I e s s
tl1e text flows around the
runaround. with
shape of tile box r.tther tllan
awful lettcrspac•h
of tile im age.
ing!
Pictu re boxes can
And widows. As any
be rect<utgttlar or
DTP salesma n will
circu lar."
tell you "Tt's so ea.>)'
Runarounds are
to place graphics on
great, and they have
the page using DTP
been used elsewh ere
you can usc more graphin tllis book - when
ics
more
creatively.
tl1ere was a good reason!
Illustrations can be placed
Generally runarounds work
in th e middl e of your '"~......- -... best o n circular objects.

COLLIER'S RULES

Even within the page layout package, certain types of image can
still be manipulated. Altering the contrast curve, you can g rey o ut
o r invert the it.nage. It's also possible to stretc h photos, as
illustrated rig ht, but )'O U sho uld have a reason for doing this rathe r
than j ust because it's easy to do.

SPACE
CADETS
Apply now and beat
the rush for your place
on the shuttle

•

To have text boxed o ut of an
illustration. the image is
duplicated, and then the
conu·ast Clltve a ltered for th e
copy of the image. The pic ture
is then cropped as necess;uy to
produce a box the rig ht size to
contain the image.

PAGE LAYOUT

Frames fo r pictures can be
selected and edited for style,
colour and width, if yo11 feel
that any particular illustrmio n
needs a frame , or more likely,
that an area of text needs 10 be
bounded off from the
rest o f the page.
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7/6 Posters
P 0 S T E R S arc perhaps the best example of image and
typography co mbined. The important thing is to make sure
th at these clem ents work toge ther rather than separately to
attract attention, the main fun ctio n o f most posters. The keywords are balance and impact. The size and style of text will
probably be governed by th e run ction of the poster; advertising hoardings wh ich arc drive n past at speed need a simpler,
more direct and less wordy approach than posters in tube statio ns where people have p lenty of time to read the te xt and
look at the image.

Conference and Exhibition
June 25-27 1991
Olympia 2 · London

12th· I Sth October 1990

Museum of
Interactive Media
I Alhbnd House

j

•. .

Pbc.C! london W I

Tickets £5.00
free to under-l7s

~s.s1on
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Al.~nd

The examples on the left show diffe n.: nt approaches to poster
design. Each gives different weight to the words a nd images. For
a n an exhibi tion you'd expect to sec an example of the images on
show on the poster, but a tcxH.mly n :rsion can work better in
oth e r si tuatio ns.
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Is the poste r art or advertising? Perhaps it is both- if it's
advertising a design company, for example. Other considerations
are whether to use a photograph or a simple graphic, to le t the
image do the talking or add colour throug h a variety of text shapes
and sizes.

P A G E LA Y 0 U T
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7/7 ad-lib to fade ...
D~

. sr~s

All sor ts o f copyright symbols,
record co mpa ny logos, d e tails
o f song titles, aut hors and
catalog ue number must be
fo und room on the label.
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E.

Copy a r ranged in blocks can
create a useful counterbalan ce
to pictures or more promine nt
text, such as the ba nd's na me
or logo .

Designing record labels
IL must be ea~y for d isc jockeys
to fi nd the A-side, Lhcy arc
no to rio us for p laying
insu·umcntal B-sides (a nd no t
noticing) .

~
s

Designing record sleeves
Som e o f the info r matio n on a
record sleeve is need ed fo r
legal re<tsons, eg n o tes about
copyright, som e o f it is
acknowledgemen ts and
than kyo us. In general it is
be u er to keep it discreet.

Text can also be a r ranged to
evoke the mood o f o ther forms
of packaging.
The most important th ing is
that the sleeve sho uld reflect
the co nt enL of the record and
be attractive to its pote n tial
market. Type style alone can
distinguish dance music from
jau, fro m heavy m e ta l. T he re
arc tim es whe n this is a ll that is
availab le, or desh'a hle.

C 0 L L I E R' S R U L E S

1u· 1 UJ

The re arc no absolute rules.
Record compan ies like the
band's name to appear across
the top of the slce\'c in big
lcuers so that it's cao;y for fans
to finrl the d isc in record
shops. However so me bands
prefer to be e nigmat.ic and
include as little information as
possible on Ll1eir sleeves.

However a good logo is
importa nt for bands: it creates
an ident.ity which can be used
across a wide range of
merchandising suc h as stickers
and t-shirts, and it gives fans
some thing to cop)' and
emblazon on "·ails or across the
back of the ir j ackets.

8 Printing
A L T H 0 UGH printing is the final stage in the production process, it should be given careful consideration right
from the ou tset of the design project. Your design must work
within the constraints dictated by the print budgeL

A document printed in one colour only is naturally less costly
than a lavish full colour production. The paper you choose,
re production of images and how you treat them, and any
special effects you use all a.f;"fect the overall cost. Remem~?er,
you don 't need to spe nd a fortune o n expen sive printing
effects to obtain a great result, so think hard about whether
you really need the m before you commit yourself.
It is important to make an appropriate choice of printer, so
obtain quotations from more than one. Recommendations
can be useful but look at examples of the prin ter's work.
Quality and price vary widely. Different printers can submit
significantly varying prices even when quoting on the same
specification. There are several factors involved here, fo r
example, it would not be cost effective to give a small one
colour document to a printer who uses printing presses with
tl1e capacity to run five or six colour j obs. You will be paying
for the additio nal costs of running a machine with excess
capacity to your requirements. Alternatively your work may
be 'farmed out' to another printer, again resulting in higher
costs and loss of control over tl1e printing of your design.

Printe rs in major cities arc generally more expensive than
out of town printers. Use an o ut of town printer if you have
room in your schedule to allow for the extra delivery time.

Print specifi
Title
Collier's
Quantity

10,000

u

\}er to supply tl1e printer with bromides (camera
ready artwork) or fihn, both of which can be run out from an
imageseuer. If you send film to tl1e printer it cuts out the
bromide stage, but in spite of tl1is advantage it is not always
practical to do so. Discuss this with your printer. If you are
supplying film instruct the imageseu.ing bureau as to
~'!!4ether you require film positive or negative, right reading
bl't"ivrong reading; emulsion side up or down. Your printer
will tell you what he requires, eg positive film, right reading,
emulsion side down.
When making film, whether your imagesetter produces it, o r
whether you printer makes it by shooting the ar twork with a
special came ra, continuous tone 'copy' (eg photographs)
must be converted to half lone. As printing presses can only

Size
2 4x156mm
90
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print solid colour the effect of tonal change is created by
breaking the image imo a series of dots of varying size. This
is traditional ly done by photographing the image through a
screen. Screens have varying numbers of lines per inch; the
more lines per inch, the finer the screen, the finer the reproduction quality. T he screen you ch oose de pends on the
paper you are printing on and the printing conditions. A
newspaper uses a coarse screen (maybe 80 l.p.i. ), while a
magazine uses a fi ner screen (up to 150 l.p.i.) . Most Mac
designers prefe r to leave keylines as position guides fo r
images, but all the pho tos in this book were scanned in, and
set directly onto film. lf you are supplying film with halftones
to the printer, even if it is only tinted text like a heading in
60% black, remember to specify the screen to the imagesetting bureau.
Plates are made from film by raising, lowering or chemically
treating the print area to differen tiate it from the non printing area. There are fou r main printing techniques.
Letterpress is the oldest of the three methods. The raised
surface of the area to be printed is inked, and the image is
transferred fro m the printing plate onto the pape r by pressure. The major disadvantage of this method is the length of
time it takes to make th.e photoengraved plates.
Gravure also uses pho toengraved plates, but the image is
etched into the plate rather than raised o ut of it. The plate
is inked and wiped clean so th.at ink remai ns o nly in th e
etched areas. Whe n printed under pressure the paper draws
the ink out of the lowered areas. This process req uires that
all copy, line and con tinuous tone alike must be screened.

Stock

ext: 115gsm
artridge
olour section

115gsm gloss
cover: 240gsm
·nvercote boar

O ffset lithography (known as offset) is the most recently
developed technique of the th ree. The metal plates arc made
pho tographically by a simpler process than the previous two
methods. It is currently the most commonly used process,
being relatively low cost and offers the designer creative freedom - a wide variety of fin ishes and subtle half to ne effects
being possible.
Silkscreen printing plates are less expensive than litho, but
each print is more expensive, so this process is most suitable
for small runs. Silkscreening gives very even solids, ma king it
suitable for jobs such as large posters and printing onto fabrics like t-shirts.

PR I NT I NG
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8/ I Print quote
THE 0 RIG IN A L d esign is governed b y the printing
budget. A d esign which con si st.~ or black and white line a rtwork is the c heapest to print. You must expect to pay m ore if
you add o n e or two colours to your d esign, a nd more still if
it is printed in full colo u r. Photographs and a ny othe r halftone images will also increase your printing costs.
Speci fying your exac t req ui remen ts to th e prin ter a nd
o btaining a quo te sho uld be done at the beginning of your
design project. Go to m o re Lhan one pdnte r prices can va1·y
widely, d e pending, for example, o n the location o f the printe r. Ch oose a printer who o ffe rs a satisfacto r y compromise
between quality and price.

Specify the quantity of
documents you require. In
general the price per copy
decreases as the total quan tity
printed increases. If you arc not
sure, ask the printer to quote
on several different quan tities.
Give the printer precise
measurements of your
document. How long is your
document? Will it be printed on
one side on ly or both? Docs it
have a cover? Is the cover
printed o n the inside as well a~
the outside?
There is a bewildering array of
papers and boards to choose
from. Decisions must be made
o n colour, texture and weighL
It is important to choose stock
which is suitable for your
document- extra impact can
be added to your design by an
appropriate choice. Ask paper
merchants to send you paper
samples of Lhcir ranges.
Environmentally-friendly,
recycled stock is widely available
now and wo rth considering.

Print specification
Title
Collier's Rules
Quantity

10,000
Size
234 x 156mm
(royal octavo)
Extent
144pp plus cover
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Stock

text: 115gsm coated
cartridge
colour section: 115gsm
gloss art
cover: 240gsm
invercote board
Printing
text: two colour
throughout except one
16pp full colour plate
section
cover: 4 colour, one
side only
Finishing
folded in 32 page
sections, sewn and
covers drawn on at
spine

PRINTING

Te ll the printer how many
colours you inte nd to print.
Gold and silver are the most
expensive colours to print.
If you ime nd to reproduce your
document partially in colour,
reduce your costs b)• planning
your document so that images
and text to he printe d in colour
fa ll together in sectio ns, and
infur111 the printer of t.his wbe11
you ask for your quot.ation.
Specify th e me thod of fini shing
you require- what binding
method do )'OU want to use?
Any special effects such as
lamination or varnish must be
included in )'OUr print
spccilicalio n. The printer also
needs to know at this st.age how
th e docume nt is to be folded, o r
if perfo rdtio ns for a tear-off
form a rc required . Show the
printer a mock-up of the design .
If your job is a complex. one it is
advisable to include the cost of
printer's proofs in your budget.
This is your last cha nce to
cor rect a ny e rrors, and to make
sure tha t you are satisfi ed with
th e standard of printing.
Ano ther factor which can add to
your overall p.-inting cost is an
unusually-shaped document
whic h requires spec ia l cu tting,
eg rounded corners o r a pocket
to be cut and folded and glued
on a folder. Give the p.-inter
precise measurements. It is a
good idea 10 pro,·ide a mock-up
o f the proposed design.
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8/2 Print marl<u p
MARKING U P anwork accurately is viLal to ensure
that the printed job lives up to your e xpectations. It is your
insu·uction to the printe r, so make su re that it is clearly writ·
ten and unambiguous. Size, colouring o f typography, backg ro u nds, p ic tures and tin ts, picture sizes, b leeds, cutting
edges, folds e tc, must be speci fi ed o n a tracing-paper overlay.
Before sLarting you r m ark-up, c heck the bromide carefully
against your laser proof for any e r rors wh ich may have crept
in at the high resolution output stage. It is cheape r to correct
e r rors now than after the j ob has gone to prin t.

\Vhen printing in colour it is
essential that you give the
printer precise colour
references. Choose colours
from a Pantone reference book
-each colour swatch has a code
which you must indicate on
your overlay. Pantone books are
di,ided into two sections
showing colours on both coated
and uncoated paper.
If the document is beiug
printed in full colour all colours
"~ II be created from a
combination of yellow,
magenta, cyan and black- four
colour process. Use a colour
reference book to lind out how
the specific colour you require
is made up from tJ1e fou r
colours. Occasionally it ma)' be
necessar y to specify a fifth
'special' colour which cannot
be achieved through process
colour. Make sure that you
indicate its Pantone number.
You may not want to print all
colours as 'solid s'. You can
indicate the streng th of colour
you want to achieve by
specifying a percentage ' tint' of
a colour, eg: 50 % black will
produce a mid grey, I 0% red
will produce a pale pin k.
Pri nting presses can only print
solid colo ur, so a tin t is
composed of a series of dots,
with a greater or lesser intensity
of dots-per-inch, d epending on
the strength of tint required.

WtffTE "NPe
AsVE~tse.s

our o,:
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A variety of techniques can be
used to reproduce pho tographs
and illustrations.
Paste a position guide- a
photocopy or tracing of lhe
image to size- on to the overlay.
Indicate how you want to crop
the pic ture, if o nly a specific
a rea o f the original image is to
be re produced.

I
I

Precise measuremen ts must be
given (as a percentage o r in
millimetres) of the size you
wish an image to reproduce at.
If no enlargement or reduction
is necessar y, specify ·same size'
(or 's/ s.').

Yo u may not \\".tnt the
background of your o riginal
image to be reproduced.
Indica te to the prin te r on your
overlay the area of the image
you want to print. This is
called a ctttout.

If it is to be 'squared up'
(containe d with in a rectangula r
box), indicate whe ther or not
you want your kcylines to print.

A vignette e ffect can be created
by lhc printer. For example, lhe
ed ges of a p hotograph can be
fade d o ut grad ually.

~
,.-------,...----..--------

WHITE 1'/l'E.

~~~

J¥~1t~ES
OOTOF

-

I
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8/3 Additional processes
FINISHING processes should be selected on the
basis of their suitability to a particular document. Th is
depends on the use of the document (ie. whether it is an
internal document or one for external publication); the size
and thickness of th e document, and practical usage - for
example, is it important that the pages lie completely flat
when open?
Printers can produce a huge variety of special effects, which,
if used with care, can add individuality and quality to your
design . T hey are invariably very expensive, however, so think
hard about whether you really do want them befo re you commit yourself.

Envelopes
A variety of stock shapes and
sizes are manufactured. They
arc cheaper a nd more quickly
aV".tilablc than made-LO-order
envelopes. If a documem is to
be mailed out, it is sensible to
design it to fit a standard size.

Saddle-stitching
Also known as wire stitching,
this is one of the cheaper and
more popular binding
processes, suitable fo r
pamphlets and catalogues.
T h icker documents which
cannot be saddle-stitched could
be side-stitched, although tl1is
method of binding has largely
been replaced by perfect
binding now.

right reading (readable)

Perfect binding
Increasingly widely used now,
it holds the pages tOgether and
fix es them to the cover by
means of adhesive. It is
relatively inexpensi,·e, used for
documents such as manuals
and paperback books.

film negati,•e

Fllm

If film is to be supplied to the
printer in place of bromides,
make sure that you are
instructed on the following
technical speci fi cations:
orientation (right or wrong
reading), position (emulsion-up
or down), image (negative or
positive). Specify these
requiremen L~ to the
imagesetting bureau who are
producing your film.
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'A' size papers fo ld in half
along their long edge to give
the next smaller size. So fold
A4 paper to get two sheets
ofA5.

International paper sizes
sheet size

millimetres

AO

841

AI
A2

594 X 841
420 X 594

A3

297 X 420
210 X 297
148 X 210

A4
AS

X

1189

sheet size

millimetres

BO
Bl

1000 X 1414
707 X 1000

B2

500 X 707

B3
B4

353 X 500
250 X 353
176 X 250

BS

Special processes
Thermography
Creates a raised glossy image
-be careful how you use it,
it can look tacky.

Foil blocking
Spiral binding
Generally used for internal
docu ments, a lthough it has the
considerable adl"an tagc for
cookbooks and manuals of
allowing the pages to lie
perfectly nat.

Ring binding
Suitable for loose leaf fo lders.
Pages can be added whe never
they ar e needed.

The printed image is a th in
la mina of metallic fo il , available
in a wide variety of colours,
particularly useful fo r creating
a rich gold effect, for example .

Watermarks
A subtle and understated wa)' of
giving a document d istinction.

Die-cutting

fi lm positive

Shapes cut out of card to form
peep-holes. This lends a 3-D
effect to d1e design. Remember
to present an accurately drawnup shape for the cutter
template if you arc going to
usc this technique .

Holograms (3-0 pho tos)
Can be used in print processes
but they a rc prohibitively
expensive in the majo rity of
cases.

Spot varnishing
T his techniq ue high lights
specified features of a design.

Embossing
Raises the design fro m the
surface of the paper, giving a
tactile quality.

PR I NT I NG
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9 Colour
ANY 0 N E W H 0

HAS produced black and white
images using desktop computers will know that it is far from
easy to get good results. Reproducing colour is even more
difficult. Black and white images are regarded as simply giving an impression - a reader seeing colour will expect it to
look like the real thing.
While it is exciting to see a full colour image on screen, getting it into print poses a number of difficulties. A computer
monitor is a luminous medium mixing red, green and blue
beams to create white. Conventional printing relics on light
reflecting off inks, ideally with cyan, magenta and yellow
combining to absorb all the visible light and thus appear
black. Converting an image from one medium to the other
is a haphazard process, partly due to a lack of standards in
RGB moniLOr display. Ano th er common problem is the patterns caused by the interplay of overlayed colour tints in the
printing process. These patterns are known as moires (pronounced mwar-ray); although common, significant steps
have been taken to reduce them.
While programs may be able to automate some processes in
colour reproduction, there is no substitute for experimentation and experience. Where possible controlled tests should
be do ne to give some indication of what you can expect.
One reason for the popularity of desktop colour is tl1e number of powerful graphics programs available, for instance
Illustrator o n the Macintosh and Freelance on the PC.
These images are most easily dealt with separated
straigh t from the co mputer that generated them.
Unfo rtunately there are many colours a monitor can
display tl1at canno t be matched on press (the reverse
is also tr ue). Mo ires are less likely if Lints of no more
than two of the process colours are used (three colours if
one of them is solid).
For illustrators who want to use computers for artwork but
don't want to ge t involved in colour separation, a good alternative is output to slide for conventional scanning.
Comparatively this process gives ver y reliable results.

Input: Dealing with images that must be scanned introduces
another dimension. They can be captured using transparency or flatbed scanners, grabbed using a video camera, or
scanned on a high end system. T his last option gives the possibility of taking a low resolution image from a colour house
to be used fo r position and visualisation only, and sending
back made up pages that, when output, link up with the high
resolution original. This takes most of the difficulty out of
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the colour reproduction process and is an easy way in for
most users. When looking at an input device, it is important
to determine its resolution, the range of colour it can recognise, and its ability to capture detail, especially in areas of
shadow. Images should be sampled at a greater frequency
than the screen that will be applied to them, and this can
result in very large file sizes, causing storage and processing
problems. Image compression can help alleviate this, but be
prepared to fork out for extra memory and hard disk space.
Prepress: Before a scanned image is output in page there
are three processes most users will go through. Firstly, correcting errors produced in inputting (the 'fudge' factors);
secondly, altering the image, either retouching or altering
the colours; and lastly adjustments dependent on the way
the image will be printed. For instance, compensating for
the increase of dot size on press. This implies that the monitor and possibly the scanner have been calibrated.
Output: Producing usable fi lm separations on an imagesetter requires close collaboration with your bureau and yo ur
printer. The bureau must know how to avoid the moin'!s
often produced by PostScript interpreters, an d maintain
their imagesetter and processor carefully calibrated. Colo ur
fi les can take ages to imageset (not least because there are
multiple fi lms per page) and a me thod for transferring large
fi les must be organised. You should consult your printer
about press characteristics before separating images, and
about the film clarity and dot density required for plate-making from yow · output. Alternatively, show them some output
to check these characteristics.

State of the what: the investment of time and money
required for desktop colour makes it an option fo r the
adventurous only. This leaves the option of producing some
colour separations \vitl1 the computer (areas of flat colour,
computer generated artwork) and combining this with conventionally separated film from a colour house. There are a
number of developers proposing device independent colour
models (the equivalent to PostScript in the graphics market), interpreters for colour printers (similar to the Raster
Image Processor), routines for device calibration and image
compression, and links to high end output systems. These
systems should make colour accessible to most users.
When there are more compact-disc based information systems, it will no lo nger be necessary to convert fro m the
screen image you like to unpredictable CMYK equivalents
for printing. In the meantime, moire patterns have a certain
charm all of their own.

COLOUR
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9/ I Spot colour
S P 0 T colour is tl1e simplest and cheapest way of adding
colour high lig hts to pages. It can be used in lotsofways, from
picking out headings or r ules to turning mono photos into
subtle duotones. Spo t colour is easy to apply and to conu·ol
- just specifY tl1e shade you want, such as tl1e colour of a company's logo as the spot colour fo r its company newsletter.
Most DTP programs can cope with spot colour easily, but
check that you have 'marked up' each item correctly and
made me right tl1ings come o ut in colour.

A duo tone is a two-colom
halftone, made from an
ordinat-)' black and white
photo. The black plat.c is made
more con u·asty, and the second
colour is flauened, to enhance

mid-ton es. The two differen t
colo urs can ha\'e otJ1er
differences- fo r instance
using differem screens on each
colour- tr y cha nging the
resolut.ion o r type of screen .

If you create logos or special
graphics in a drawing pt·ogram,
rou may want to ht)' a different
colour underneat.h the m in
your page Iarout progt~un.
A problem that occurs on
enclosed shapes is Ulat people
oft.en layer a white filled shape
on top of a black area. This is
fin e whilst your background is
white, btu will sh ow up as soon
as you change tJ1e colo ur of the
background. To get around
t.his, create shapes tl1at are one
long piece that curves around
and overlaps, as illust.ratcd in
tl1ese le uer 'O's.

100

COLLIER'S RULES

·r

When priming long runs, colour can
te nd to slip on the press. If two dark
colours arc printed next to each
o ther, the white area that appears
cau look very shoddy.
The conve ntional way around
this is some thing called trapping, where the negative for the
inside colour is overexposed to
' blow' it, creating a n overlap.
To im itate this in DTP, you can
'stroke' the inside image slightly,
tracing its edge with a line.
T his means the overlapping area
will print in two colours. If black is
one of those colours, the double inking is far less no ticeable tl1an a
white 'slip-band '.
This has been exaggerated in th is
example , but the righ t-ha nd half of tl1e
is far prefe rable.

Another IY<lY to amid u-appiu~
problems is to print a solid of
the colo ur showing thro ugh .
On tl1e right hand half of this
circle, magenta has been printed solid ly. Notice that this
makes tl1e black actually look
more solid. This is standa rd
practice in magazine prin ting
to beef up tl1e blacks.
The same has been done here tl1c left hand half of the circle
is pure black ink, tl1e righthand side has solid yellow and
solid black. This also avoids any
chance of a white ha irl ine due
to p1inting mis-rcgisu-atio n.

Of course in some instances it
is impossible to overprint the
second colour. When cyan is to
print out of magenta, cyan
ovc1printing magenta gives a
tota lly diiTerent colour.

COLOUR

me"

.. :-:,I1jl;:i ·<)

said the
graphic
to the
text.

"Whv should
o~<>

.... ar<>ttn(l ·. ~ · ?~'
replied the text.
If you are incorpm-ating
graphics into a page-makeup
program, usc process colours in
the graphic. That way when you
print separations, a nything
tagged in, fo r instance, Cyan o n
tl1e graphic will come out on
the Cyan film of the made-up
page. You can tlten print tllis
film with whatever colour ink
you want for your spot colour.
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9/2 Process colour
THE STAN DAR D way of adding full colour to pages
often works uneasily with desktop systems, as computers calcu late colour in different ways to colour imagesetters and
printers. Traditio nal process colour uses the CMYK model to
create real full-co lour images in the final output; this breaks
down images into quantities of the four colours Cyan (bright
blue to people who aren 't printers), Magenta (son of red),
Yelo (yellow) , and Key (b lack), and then prints them in four
passes to produce a glowing result.
Getting good colo ur has much to do with the skill of the
repro house which creates th e colour separations, as the four
slices of colour image are called , even if you have specified
the colours carefully. Even so you should try to get high-quality colour proofs such as cromalins to check that the fina l
result bears more than a passing resemblance to your intentions. Checking negative films takes a lot of practice.
This colourwhecl shows the
colours obtained by mixing
equal solids of the three basic
process colours, Cyan Magenta
and Yellow.
If possible, try and usc a solid
of one colour, with a tint of
only o ne other colour.
This makes it impossible to get
a moire pauern.
The moire pauern in the circle
is an example of two screens
meshed together at
inappropriate angles.

Four colour printing has
trouble reproducing dark
colours, because this requires
a lot of ink. Too much ink o n
the press causes problems
when printing.
One way around this is to
make the as.5umption that
equal amounts of all three
process in ks will produce grey,
and to replace the process
colours with an equal tint of
black. This is called
Grey Component
Re placeme nt, or CCR.
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Because the screens are made u p of dot patterns,
they need to he laid at cerlain angles to avoid
distracting moire pa tterns appearing (see
opposite). Because it is the most visible
colour, black is conventionally laid a t
45°, that being the lca~ t \~Sible angle.
Yellow is laid at 90° to the page,
being the palest colour. Cyan and
Mage nta are typically laid at 105°
and 75° respectively. Adobe suggest different a ngles that mesh
better with tl1e odd-num bered
dpi resolutions of imagesette rs,
which arc implemented by
some applications.

Whe n a certain tone is reached,
dots start to to uch. \.Vhen this
happens, tones start to fill in as
the area a ro und the dots point
of contact lloods. Conventional
separation systems use elliptical
dots to avoid this.

VVYSfWYG, the famous ''What You Sec is What
Yo u Get" d oesn't hold u·uc for colour. Your computer screen uses light to produce colour, and
paper uses in ks, so comparing what yo u see on
screen with t11e fin al primed result is a bit like
comparing minerals to vegetables.
Red, Green and Blue light can be co mbined to
produce white light, and so t11is syste m is called
'additive colour·. Cyan, Magenta and Ye llow
colours arc displa)'ed by subtracting one of the

CO L OUR

additive primaries, and so this system is called
subtractive colo ur. Alte rnatively known as RGB
and CMYK colour models.
Because of these differe nces, some colours t11at
look great on screen will look mushy whe n
prin ted. Brigh t colours on screen a re formed by
blasting lots of lig ht, but when prin ted they d on't
use enough ink to get decent co\'erage, and yo u
te nd to notice t11e do t screen used more than
t11c actual colour!
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9/3 Full colour
DESK T 0 P C 0 L 0 U R retou ching programs are
g reat creati\·e tools. This is o ne of the m ;~jo r advantages or
using your computer fo r colo ur repro - the creative o ppor·tun ities. O nce you've created an image o n the compute r yo u
hm·e two alternatives for output - produci ng a transparency
or going su-aight to separated films.

T his image "·as produced b)' send ing rhe final image fi le to a slide
bureau. and con\"Cnt iona lly se p:u~u ing rhe slide.
T his me rhod incurs the cost of <:onventional colo ur separaratio n as
well as the cost of having the slide produced . and introduces an
ext ra process which would be skipped if se para red lilms "·ere produced di rect fro rn d isk. H owever th is is cu rTc n tlr the most hasslefree 1\"a)" of getting a compute r crea ted image o n to pape r.
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Separa teclli lms for this page we re produced direct I)' fro m the disk
lile on an ordinary Lino tro nic 300. This machine is not really
desig ned fm· producing four-co lou•· separations, but it is readily
available, and de monsU<Hes what can easily be clone with deskto p
colo ur separation .
The image file was three megabyte s, and took 30 minutes 1.0 process. Some bureaus will charge an hourly rate fm· the ir imagesette r. so procluc in ~ separdtions this way can some times moum u p to
more tha11 going the coJwcm ional route!

COLOUR
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I 0 Document handling
WHEN computers first made it into the office a myth
grew up that one day there would be a thing called the
paperless office, work would be a tidy organised place with
no scraps of paper to litter d esks and get lost. Even n ow
quite sophisticated computer users hold the most extraordinary beliefs about the power of the PC; that electronic documents, unlike paper ones, can not get lost, that Apple
Macintoshes are easy to use, and so on. ·

C1J1

Collier's Rules

In the real world computers are just as messy as any other
form of document production and need just as much organisation, if no t more. If you lose a transparency or the copy
for a feature in a paper-based studio, you can at least turn
the place upside down till you find it. On the compute r,
unless you' re 1vell-prepared, it could be gone for ever.
Common sense organisation is the first step. Make sure that
all files arc stored in folders relating to each document or
issue of a magazine, and that there is a backup copy of both
text and illustrations on another storage device, whether it's
a floppy disk or tape back-up system. Clearly label each stage
through which the document travels, so that a colleague
doesn 't confuse your rough preliminary version with the
finished thing and send the wrong file to the bureau.
Get to know your hardware and software thoroughly.
Manuals are some of the most boring documents ever written, but reading these, relevant magazines and swapping tips
\vith o ther users will mean that you are prepared for the day
when nothing happens when you turn your computer o n or
you need to do something complicated with an illustration
and your layout program won 't do it. As well as design, layout, word processing and image manipulation software it's a
good idea to have copies of utility programs to deal with
computer viruses, lost files and broken disks, and to know
how to ~tlnml . Relyib solely on the office techie to help
put in every emergency is as e.-way to guarantee that sh e's
not there when our hard disk dies and a peadline looms.

----~· u"c' problems can be cause ~$}tin ompati~es between

applications and even fo nts. If you've j\Jst.in~f!;uced a new
program to your computer a nd myste riou s mishaps have
check out ever y program in turn, taking
them in turn to find
of any known bugs
rec:ornn1 ¢itd ~:d ways of working

There are two main things which go wrong with fonrs; they
don't download to the printer correctly so your doe~,tment is
printed with the wrong fonrs, or they don 'r. print a~ all. The
root problems are lack of me mory and fdnt clashes, caused
by the somewhat ad hoc way computers .recogni$C fonrs.
While it's amazing that computers can store SQ much information in their memories it's less amazing whe n tlte memory falls over and loses the document you' re working on. This
is a particular problem for designer who tend to work with
large files, as computers use lors of n;temory to store complicated visual information. The main remedy here is to check
that the re are no viruses affecting your computer and to
save your work regularly so that any losses are minimised.
E\'en when you've sorted out all the production difficultiel\
at your end, if you 're using a bureau for final output there·s
plenty that can go wrong right up to the creation of'your
film. To start with make sure that you send the bm·eau the
"ght version of the file, and that you've followed their guidelfu~s on image file formats and so (ln . The bw·eau will need
to kriow exactly which forirs you are using as it needs to
duplicate yow· work using the exact same ones, and which
versions of applicatiop ·qftware -you11e using.
Whether you' re sending files to the bureau on disk or by
modem, make sure that the bureau knows what to expect.
Fax over a List of file names, including details of docume nt
lengtll and type of document. That way if half a file gers lost
or corrupted somewhere along the way, you can find out at
once and send it again.
Always check tile film when you receive it, especialJy graphics such as tables or charrs. Blobs and oilier special characters are particularly prone to disappearing completely
during the production process.
Above all remember that electronic design and publishing is
very much a developing an. Little of the equipment available to vou is perfect and most of it is in a continuous state
of improvemenL T he best you can do is to be careful, yellor.sanised, and insured against the inevi tablt>_ disasters
t11rough ood planning.
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I 0/ I Proofretders marks

/.a

JUST WHEN you tho ught everything was safely o nscreen and you co uld say hello to the paperless studio, it's
time to reme mber the traditio nal paper-based proof-read er 's
mar ks. It remains good p ractice to p roduce and carefully
exam ine at least one paper proof- it's surprising how many
mistakes can be picked up by doing this - and studying the
range of marks gives a good indicatio n of the type of mistakes which can easily occur.

m eaning

m arginal m arks

in text

marks of instruction

I

correction is concluded
leave unchanged

st~r

no ne
the copy m us~ b5; ch a n ~ed

-- - =

que ry

CD

~opy must be changed

broken letter

0

the~py must be changed

wro ng fo nt
spell it out

U.t·

sp

@ proofs were sent to her
liT he copy must be changed
What are th ey?

correct vertical alignm ent
remove extraneous marks

<f&' copy must be change04}

0)

0

deletion, insertion,
substitution
insert space
insert characters
close up
dele te

I 08

~

/..P
/'

Th~opy must no t be changed
The c~ must be changed
Let's {hange the copy

v

i

Why not change the copyf
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m eaning

m a rginal m arks

in text

deletion, insertion,
substitution

1

delete a nd close up
multiple correClions
equalize spacing

J;/ AL/
~~

/"\

Th1 e copy will be changed

""

"'

Thj e copy wi~ be changed
v
TheJ... copy must beJ.. changed

indent 1 em

0 The copy has been changed

indent 2 e ms

Q0The copy was changed

f+.e.r.M

move left
move right

2MI¥l

raise

l:SMCY\

lower

~"',

add leading
substitute character

L~

AWiU.

~the copy must be changed

?

the copy must be changed

1the copy must be

change~

the copy must be changed
:;:.!.he copy must be chan~ed
the copy must be chan ed
the copy ~ be changed

punctuation
period
comma
sem i-colon

0,.

change the copy ~

j

he sen t the copY/..

J

colon

0

apostrophe

v

exclama tion

DOCUMENT HANDLING

change the cop>khe said

firs~change the copy
do1;_ change the copy
cha nge the cop>i,
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tr I0/2 Prdf'Q,reader's marks
meaning

marginal marks

in text

punctuation

hyphen

we are copi editing

en dash

1-1

em dash

1it

brackets

(L)

36( 4

I

superior figures
inferior figures

the copJ.with corrections
ii the copi must not be changed

~

2'®

-2'

c~

1L

substitute ligature

~ore nee

~

insert oblique
open and close quotes
questio n mark

([)
((

v

0~2

Ad on't change the copk he said

~

7

shall I change the copyk

type styles

lower-case

lc

( fHE TYPE STYLE OF THIS COPV

capitals
small capitals
capitals and small capitals
upper and lower<ase
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the tyPe style of this copy

.Srtl c.aps
cap~ ~

s.c.

the co py is being changed
it is being changed again

;===

this is alllower<ase copy

!

'I

•

COLLIER'S RULES

meaning

marginal marks

in text

type styles

roman

this is not roman

ital ic

imL

this copy ~ change

boldface

bf

the copy ha s ~

boldface italic

or...........has
it?
w*-'

position mar ks and paragraph

begin a paragraph
no paragraph

~ next paragraph was

u·anspose letters

the cd}\j has bee n checked

transpose words

the co~ checked

transpose lines
-

-

transpose a numbe r

or lines

- - - ; - --

3

----~-------tuh~e-tuh~j~
rc~l~!i~
n ,e

t

:z.
cenu·e

Gcondly, th e copy
~.the idea

[]

the fi rst lin e
the second ljn e

[ this copy is ranged left]

response to q uery

correct as set

the copy was changcg

OK with corrections

the copy was change€ 3
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I0/3 Style sheets
D T P is panicularly usefu l fo r simplifying repeat j obs.
Once a style has been set, tem plmes can be created which
give a rough outline to the page, and all the typestyles used
can be listed by fun ctio n rather than having to select name,
size and style each time. Tem pla tes can also ensure consistency of desig n; some DTP p rograms, such as In tcrlcaf,
Frame Make r and Ventura Publishe r, are inte nded to ma ke
this particularly ea~y. while o thers such as Quark XPrcss an d
Design Studio, place more emph asis on the creative role of
the designer.

------------------------------!t''')u:;fiti6'r~···r:i~il'rl~
:.. ~................................................... ..

Styl e Sheets for 08- 03 styl e sheets
Style Sheet:
a head
b head
CRPTION
FOOTER
Normal

~

(

New

)

n

Edit

)J

Rppend

(Duplicat e )

Saue

Delete

Cancel

(Holvot ica) ( 12 pt) (Plain) (Black) (Shade: 1OO<Ji!) (Tr ack Amount : 0 ) (Hor iz
Scale : 1OO<Ji!) (Alignment : Left) (No Drop Cap) (Left Indent : 0 mm) (First
Lino : 0 mm) (Right Indent : 0 mm) (Leading : auto) (Space Before : 0 mm)
(Space After : 0 mm)

Some programs, such as Quark
X Press, have a graphics library
fea ture where freque ntJy-uscd
graphics can be stored ready fo r
use. Even if your program
doesn 't have such a featur·c it's
a good idea to keep graphics in
a safe place on your ha rd disk
with back-up copies to hand.
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I

SaL•e cur·r·ent do£:ument as:
08-03 style sheets

c=) Document

@Template

....,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,...,...,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,.,........
, .... .
' .
~·:

~~
~~

iiS3i!!

:

I$IISISI!

:

Item

~l
~!

=
sam

Standardise heading sizes o r
options for bod)• copy \\ith a
style sheet in the form of a
menu. As well as saving time
this means that everyone
will stick to the style, e\·cn
freelance rs un fa miliar with it.
Poge

Ulew

••
••
•

Util i

Size
Type St yle
Colour
Shade
Horizontal Stole ...

~

K <~lf l. ••

Baseline Shift ...
Character. .. X(}D
Alignm en t
l ea ding .••
rorm ot s .•.
nules •..
Tabs ...

•

XOE
X(}F
XON
X(}T

No Styli"

b head
CAPTION
r ooTER
v"'Normnl

_.
illiiililm
. ..;_
............ ·r...................................................... I·.: .... .
For documents with many
repeated pages, it may be worth
using a DTP program which
works on the basis of master, or
default , pages. Only the first
example of the page needs to
be designed, and then copy a nd

Wh ere many si milar documents
at·e 1.0 be produced from one
initial design, it is usefu l to set
up a te mplate document. Each
new documenl then created
from the te mplate \\~II follow
the same style automatically.

illustrations can be nowed on to
the page simply and q uickly.
This approach works we ll for
technical documentation,
where designers will probably
o nly be used to work on the
initial con cept.
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I 0/4 Document handling
G 0 0 D design and typ ography will o nly take you half-
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way to the successfu:fC)~t1'8"l"f:anmem1m~·nr:-:GoO:~organisa

tion is necessar y to {j1st~<~hf.~ ~~e~d;~dlinc is~1e'l.that time
is not wasted by filc$ctflng'iest-;-·..,.if't:l5'at"t«eks.;~oJJbuter n etwo rks breaking do'~,R!:.~9.ffi~9.l~~.fi:9.D.1i\YTmh!1~right versio n of PagcMaker. "ffie·more..pcopk·working·Jl a project,
the better the organisation n eeds to be.

Establish a schedu le of tasks
an d deadlines and make su re
everyone o n the team knows
about it and sticks to it, and
make sure that back-up copies
of bo th applications and tex t
and picture files arc always to
h and. Immutable laws of
publishing d ecree that the d ay
you d o n't stick to these rules is
the day when your h ard disk
will crash , ta king three weeks'
work with it.

••••••
••••
••
••

•••

Ill. .

I
Ensure that all writers have a
cOp)' o f the style guide if there
is one, and su bmit text in the
chose n format (eg Wo rd 4.0,
WordPerfect 5.1 ) and on disks
wh ich your compute rs can read.
Save time by using searc h and
re place to correct pun ctuation
(eg double spaces afte r full
stops) and recurrent sp elling
or style errors ( cg colo r
for colo ur) .
Do n 't rely o n spe ll ch eckers to
pic k up every mistake - they
don't spo t correctly·spelt but
wro ngly-chosen words.

Establish a sta ndard fo rmat for
g raphics and illustrations, which
your software and hardware can
cope witl1.
Keep standard graph ic cleme nts
such as logos in a library.
Keep transparen cies an cl prin ts
firmly and clearly labelled and
stored so they don't get lost
wh en it's time for tl1e page to go
to th e linotronic bureau.

I

Make su re every workstatio n
has the same version of your
page make-up p rogram, the
sarnc fonts and the same style
sheets.
Give each layout a distinct
n am e and don't let anyon e
work on th e back-up copy.
Design ers and edito rs should
liaise to make sure that n o thing
important is left o m and t ha t
a ny necessar y cha nges, eg cuts
to copy, arc made.
If you"re working on a n e two rk
or accepting a lot of noppy
disks from o utside contributors,
install a virus checker.
Save work regularly.
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Unless you are using a n
expensive and sophisticated
publishing syste m, you will n eed
lU rely on a pape r o r dry-wipe
board prO!,'l·ess chart to make
sure that all j o bs arc being done
on time. This allows you lO spo t
areas which are lagging be hind
and do some thing a bo ut it.

·::: ·:.

• •

It's also a good idea to keep
phon e numbers of useful
pcoplc - support desks,
consultants, your b ureau,
writers and illustrators- in
paper fo rm rather than on the
compute r whic h will have lost
them or broken d own when
you need them.

I ll. .

Produce a paper p roof tO
show the bos and to ch eck
how the page really loo ks.

:'11akc sure that all imerested
parties arc satisfie d with
the page.

Do n ' 1 try 10 correct small
type o n reduced size proofs:
print the page in tiles o r
wo rk on screen.

Collect the page layout file
and an)' o the r mate rial
(additional fonts, g ntphics,
e tc) in a folder. Even if a
g raphic has been added to
the page some bureaux like
a copy of the orig inal fil e
for safet)'·

:'11ake sure tha t all the fo nts
arc available to the printer,
o r it will substitute standard
typefaces and produce
something 1vhich loo ks
no thing like wha t you
intended.

Enclose a print-out of the
layout with any additio nal
instructions, such as colo ur
mark-up, clearly indicated.

DOCUMENT HANDLING

Ill. .

However you send you r files
to your hureau, make sure
tha t yo u keep copies of
everything which has gone.
Liaise with the bu reau staff
to make sure that they have
received everything you
think you have sent, and that
they know what to d o "~ th it.
Bo th bikes and modems can
myste rio usly lose fi les ...
Keep a copy of order forms
so that you d o n' t pay for
their mist<tkes.
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I 0/5 lmagesetting tips

Stufflt 1 .5 .1
If you"re sending files to the
bureau by modem, make sure
they know what files to expect
and c heck that all of the files
have arrived in one piece.

C H 0 0 SING and working ha ppily with an output
bureau can make all the d ifference to your work. Most of the
problems which happen with DTP happen at this final stage,
as files are transferred to and output from a totally different
piece of equipment, the imagesetter. When DTP consisted of
single colour text and line illustrations, there was less to go
wrong but now that many users arc creating and separating
full-colour continuous tone artwork on their desktop computers, there is much more room for enor.
Choose a bureau that can satisfY your demands. Don't go to
the cheapest if it can no t handle the volume of work or the
speed of turn-around you need. If you are doing colour
'vork, check that the operators at the bureau understand
your requirements and know about colour planning; it is a
ski ll , and with much of the software still in early stages of
devel o pment there is plenty that can go wrong. A bureau
which invests in skilled , well-trained staff could save you
money com pared to a cheaper operatio n wi th less-skilled
staff who mess up your documents and cause you to miss
important deadlines.
The imagese tting bureau proofs
their run out against your laser
proof- 1\~thout this there is no
easy way of spotting pro blems
before they get back to you.

If you don't specify whether o r
not you require the crop marks
to p1int, the imagesetting
bureau will probably print
according to the last
instructions in your print
dialogue box -an easy mistake
to make but potentially very
annoying and expensive.

~
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Make sure that you haven't
acciden tally picked 1he wrong
colours- an easy mistake to
make in PageMaker, especially if
you're using a mono screen, but
an expensive one to put right if
you only find out when the film
comes back.
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Yo ur document can be output
onto bromide or film. If you are--------o ulputting onto film , instruct
your imagesetting bureau as to
the type of fi lm required by
your printer (see ell. 8).
If you are producing artwork - - - - -for colour prin ting, specify
separated artwork if necessary.

If graphics and artwork arc
being incorporated into madeup pages, send the bureau
copies of the origiual grap hic
fil e as well as the version on the
page or the encapsulated
PostScript file ( EPSF). This
helps the bureau if there arc
any problems.

COLLIER'S RULES

/cM

It is important to supply the
version number of the program.

File name

--~
-5-L_in_o_~_o_n_i_c_u_p_s_ _ _ _ _ _
r rogram use..
QuarkXPress 3
Fonts used
New baskcnille, M Gill san s

~

hnjJor/f!{l graphics

Non e

.............

------------------

Laser proofsupflli~·d~
Yes

/

Pagesiu
A4

If your bureau te lls you that
one fo rm of file forma t o utpu ts
mo re quickly, standardise o n
it. Some users lind that T IFF
files output more quickly
than PICTs.

l\•l ake sure that you specify
__:._-------- this - especially if you have
been proofing at a reduced size
o n your laser printer otherwise the bureau will p rint
your document at the size
specified in your page serup
dialogue l.Jux.

RPduclimt/enlargemenl
100%
Crop marks

---

Check that your bureau has
copies of the same software and
fonts you are plan ning to use,
and tha t the fo nts ar e fro m the
same design er- on e Ga ramond
can bear very little resemblance
to another, and if t11c widths
don't match , your document
could be ruined.

No

~------------------Screen frequmcy (ljli)
133

- The screen freque ncy and
screen orie ntation define the
look of the tints o n your prints.
The high er tl1c frequ e ncy, the
smaller the dots (or thinner the
lines) used to reprcscm tints.
The highe r the frequency, th e
larger the range of tones that
can be printed.

Screen orienl.alion (degrees)
<!5

No ofJ){Jges to print
1

------------------\
Ouipul

----

Bromide

You can c hange the
angle that the screen is
printed at by changing
tl1e orie ntation.

- ~':

n~~~;;[~~ ~L=-

SptJaml ionJ

.

t

black and cyan

Visit your bureau to sec the
cquipme m and meet the
people who are working o n
your docume n ts, especially if
your bureau is doing colo ur
plan ning for )'O U;

D OC UMENT H A NDLING

it's inten:sting to see the
equipm ent and it will improve
everyone 's u nderstanding of
what you want done with
your documents.
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I I Hypermedia
L 0 0 K AT THESE PAGES. Suppose I said
'HyperText'. If you wanted to know what that meant, you'd
have to grudgingly turn to the glossary, search for the word
and read the explanation, then flick back and find
where you'djustleft off. Boring. Imagine if you
could just dick on that word and immediately
its definition would po p up, along with a
descriptive picture, and perhaps a spoken
description or an animation. Well, it's happening today, and it's called hypermedia.
A hypermedia system, like print media, is simply a way of storing and accessing information,
except, in this instance, the information is stored
on a computer, and is read or viewed by its audience
on a screen. By using the computer as a medium, hypennedia allows extra dimensions to the ways information can be
accessed and presented.
Firstly, it allows many types of media to be used. In a book,
there are two basic components of design- text and graphics- whether th ey be photographs or illustrations.
Hypermedia opens up the possibility of adding sound, computer animation and moving video to this list.
Computers can now read from compact discs, wh ich can
store large amounts of data, enough to combine video, animation, so und, graphics and text onto a single disc. In
future, products that combine some or all of these media
will be commonplace in the office and the home.
Hypermedia also allows a who le new set of ways that the
audie nce can inte ract with info rmation. These provide new
and powerful means of allowing the user to find and manipulate related information.
In a printed book, we usc a set of established mechanisms to
help the reader find and use the
.\11 cxampJt-, ll'ed 111 1hi'' h.1p1n .lit'
contained information, such as
lr IIIli 1\111 k d11111' II\ J)d .11dc J),·,•gu
contents pages and glossaries.
Hypermedia's database facilities add to this the ability to
search for and son in formation, an d the means to automate
the work of transponing the user between two or more bits
of related content.
The design of hypermedia presents major new challenges
few have faced before. One issue is finding ways to harness
the full potential of combining so many forms of media.
While this presents fantastic new creative possibilities, there

11 8
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is the risk of overloading the audience with information,
and allowing the form of the information to become more
important than the content.
The second major challenge of hypermedia design is using
the interactive abilities of the computer in the most useful
ways. Given the possibility to inter-relate all the content of a
productio n, a task well beyond even the most grandiose
budgets, we have to face a set of decisions about what are
the most imponant and meaningful ways of connecting the
discre te aspects of the in formation presented. il!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!tl.
While many of these choices may appear obvious,
predicting the audie nce's desires opens up averitable can ofworms.
~

fi'(

t

H I
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ln this brief exploration of hypermedia, we are not afforded
the ability to look at all the different systems that can be
used for its creation or use, but then that's not really the
point. Whatever the system, the design issues encountered
will be the same.
At the heart of the dilemma facing designers in this new territory is providing the audience with simple and intuitive
ways of using the ir system, without losing the magical possibi li ties that the medium presents. While everyone knows
how to ' use' a book or magazine, the same is not true for
the curren t generation of computers.
In the same way, there is a need to provide a set of standard
means for structuring a hypermedia ' book' so ils audience
doesn't have to learn from scratch how to use each new system. This is the most important aspect of the info rmation
presented here. The following pages outline a set of standard devices that hypermedia designers can use to e nsure
that their productions are as easy to use as possible. Just as
the rest of this book o utlines a clear and easy to follow set of
guidelines to help you make effective use of the
computer as a design tool, so here we provide
clear guideli nes o n hypermedia design. Clear
ideas apply to an y system - the concepts discussed for ordering information are equally applicable to
print design.

HYP ERMED I A
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I I I I Systems and media
HYPERMEDIA, or multimedia as it is more commonly known, is essentially the ability to mix sound, vision
and data in to an interactive program used on a computer. It
is possible to use and produce hypermedia on a standard
office personal computer and it has many business applications. T he potential mar ket for hypermedia products is set
to explode in the 90s wi th the emergence of a new class of
computer designed specifically for multimedia. These take
the form of self-contained players designed primarily for
domestic use.

CDROM-XA
Compact disc, read only
memo ry, extended arch itecture
(CD ROM-XA) is supported by
both Sony and computer
software gian t Microsoft. It is
designed as a means of
upgrading the swndard office
pe rsona l computer to be able to
access hypermedia products that
combin e an imation , C D q ua lity
sou nrl. rexL ~u1d low fnune r.ue

small screen video.

Vide o
Increasingly mu ltimedia systems
are able to in tegrate full-screen
full-mo tion video, as simply
another type of data the
computer can handle. T he
hardware necessary to handle
video will soon be cheap
enoug h to include in every
personal computer.
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DVI
Digital Video In teractive (DVI)
is th e first system available for
the integration of full-motion
video into pe rsonal compu ter
application s. Developed initially
by RCA, and n ow owned by
Intel and supported by LBM, it
is primarily design ed as a means
of u pgrading the standa rd IBM
compatible personal compu ter
to include the ability to playback digital video from the
computer's hard d isk or a
CD ROM drive.

Data
A compact disc can store vast
amoun ts of alpha-nu meric data,
all of which can be held in a
database the user can easily
search. The addition of audio
and visual p resentation
techn iques to large databases
is th e cornerstone of
hypermedia potential.

A udio

Most of the new multimedia
fo rmats are based on an
extension of the compact d isc
audio for mat, making use of
large amounts of sound
(either music, speech or
sound effects) possible in
an interactive product.

c0
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CDTV
Commodore Dynamic
Total VISion (CDTV)
is the first mass
market
multimedia
player available
for the home.
Developed and
marketed by
Commodore,
and based on the
popular Amiga home computer,
the first version of the machine
does not support full-motion
video, but this is promised with
subsequent upgrades.

Graphics
To varying degrees all
multimedia systems include the
ability to display high resolution
images a nd computer
animation; both are powerful
visual tools for e mbellishing the
presentation of information or
simula ting processes.

HYPERMEDIA

CD-I
Compact Disc Interactive
(CD-I) is an extension of the
ex isting world standard fo r
compact disc audio. Suppo rted
by ma ny of the world 's major
consumer electronics
compan ies as a standard for
sound, data and visuals on a
single compact disc, it promises
to provide a ubiquito us format
for the distribution of
m ultimedia information. CD-I
players, which connect to bo th
th e TV, fo r play-back of the
visual components, and to the
ste reo syste m , for high quality
sound, a re already available fo r
comme rcial applications, and
machines for the home will be
availa ble by 1992.

Interaction
The most important aspect of
hypermedia is that it allows the
user to interact with all the
different types o f information
being presented, and to
manipulate this data in many
ways. This usurps the linearity
of traditional communications
m edia, such as print and TV.
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I I /2 Overview
INTERACT I 0 N is the key to multimedia. While the
rules contained in this book about design will be useful when
you come to developing a hypermedia system , the challenge
is to use the interactive power of the computer in the most
useful way, allowing the user to jump effortlessly between
associated inf(n·mation.
A hypermedia data base is made up of screens of information , variously known as pages o r cards. The analogy o f a
page is used , as the sc1·eens are often sim ilar in design to the
pages of a book, exce pt that with hypermedia th e pages are
not read in a linear seque nce. In fact each ' page' can provide the user with a huge choice of which page to access
next. Collections of cards or pages are referred to as stacks
o r books.

Titles
The title icon tells the user
their presen t location in the
data base, and can be ust:d to
move backwards throug h the
data base along the path used
to reach the current poin t.

Nich

Directories
Clicking on A-Z will bring up a
men u o f a ll the artist> listed in
the database so the user can
directly j u mp from llmolji11i to
Zebbedee, avoiding Machiavelli.

Searches
The question mark buuon
allows the user lO bring up a
dialogu e box to search the
database fo r a refe re nce to any
word. So from Da \lillci
you cou ld searc h lor all
references to 1/e/icoptel:

Search ror w hat keyword?

I Helicopte~
((

OK

)J

Cancel

Local navigation
To simply move la tt:rally to
the n ext page of related
information , the user selectS
the arrows fi1eing left or rig ht.
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Navigation
In this example, the screen design contains a number of differelll
ways of moving around me d atabase. Going up and down the
' u·cc· of information is called a 'glo ba l' move. Left and rig ht navigatio n be tween direct!)' relatccl pieces of informatio n is called
"local' navigation.
So for instance moving from a page on Da Vinci to a page on the
Mona Lisa is global na\~gation, because you are looking at different
types of information (painter and painting). But moving from a
page on t11e Mona Lisa to a page on me Last Supp" would be local
navigation, because bo th ele ments are the same type o f data.

..-------------1~

as POUSSIN
Born in Brussels. Chiefly active in
from 1621.
He became a French citizen in I
employed
by the French crown in 1633; he worked for
Cardinal Richelieu and portrayed several of the
prominent figures of Port-Royal. He was a founder
member of the Academic in 1648.
He was Later to come to grief in a collision with one
of Da Vinci's early helicopter designs, which came
loose of its mooring. Much lamented, he clid not
begrudge giving his organs to science, where they can
still be seen today.

Hot text
Words arc boldcd in the text to
indicate to the user t11atthere
is a furth er refere nce in ilie
dawbase to that word. Clic king
on o ne of iliem will take t11e
user to rl1at reference instanU)',
aiJm,~ng access to associated
data. T his encourages rl1e user
to further explo re a specific
topic that most inte rests t11em.

Hot graphics
SeleCLing one of the iliumbnail
pain tings displayed a t ilie bottom of the page allows ilie user
to get further info rmation on
each of the artist's pa intings
he ld in ilie database. These are
known as gn1phic buttons, or
' hot graphics'.
' "'bot.- POl.'S'St'

The Murder of ilie King

....~~!.
,....... __
::=:t::!:::""
':::...""::'
.. ..,..............
:::::~;:::-
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I I/3 Structures
THERE are man y possible ways to design the links
between the different pages of information in a hype rmedia
database. One of the most important issues for hypermedia
design is providing the user with easy to understand ways to
move through the information presented, which allow them
to harness the associative powers of the medium while inside
an intuitive framework. Here we look at some of the most
common navigation concepts that can be employed, using
the example of an interactive fashion catalogue.

Selecting What :S New begins a video program that briefly
introduces new fashions. Here the user can pause the
video at any point and click on the screen to jump to
details of any item of clothing presented in the sequence.
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Title Pages
This is the first page that
the user sees. It is much
like the conte nts page of
a book o r a magazine.
Here they can select
between Ll1e differe nt
topics covered in the
database.
Selecting Sportswear takes the
user to this card which allows
them 10 choose the specific
area of sportswear L11at the)'
are in terested in .

Running jacket
This jadtet is made
from 100% s ilk.
Availd>le in a
variety of
colotJWays. Ideal
lor wming~a
sweat and gettirtg
nicked for software
logo theft. Get on
them runnirtg shoesl

Selecting j ackets takes L11e user
to the first page o n this type of
garment. The left and right
facing arrows are local
na,~gmion al tools which mo,·e
back and fo•·ward th rough all
Ll1e sporL~wear j ac ke t cards in
the system , while the upward
facing ar row mo\'CS back up the
the u·ee structure to allow
another sub-category o f
sportswear to be selected.
More informatio n o n this
particu la r item is available by
using one of the icons on the
bo tto m of the page.

From the runningjacket
page, the user can also go
'deeper' imo the system and
get more information on th e
garme nt. He re the user has
the o ptio n of completing a n
order form , o r looking a t
the jacket in a nmge of
colours. The icon in the top
le ft of ever y card returns to
the tit.le card, providing a n
easy way out of t he system .

..

.Order Porn!

,._..._

Slo<i No: 0 1S2F6

HYPERMEDIA

c.br.
-

11£1)
SI\J(

Prioo:

PIAl'<
£.19.99
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I I /4 Elements
SeH

Rugs
Socks
Dole

IN PRINT design the re are a number of standard
building blocks which can be employed in the presentation
of informatio n ; prima rily text and images, and classes of
these such as captions and headlines. AJl of these will be usefu l in hypermedia design, but h ere there is the added
dimension of in tcractivity. It is necessar y to intro duce new
desig n concepts to control how the user m oves around and
navigates thro ugh the documen t. Some of the basic types of
interactive control are explained below.

Me nus
Customised menus g ive the user a series of c hoices.
Most modern computer interfaces usc pull d own
menus, which appear on the top of the screen when
the user selects th e menu title.

Buttons
The 1nain means of in teraclio u
is thro ugh buttons, active areas
of the screen that allow the
user to move from o ne page
display to anothe r by clicking
o n the m. Butto ns are often
re ferred to as icons, as a
standard means of d isplaying
them is to usc a pictorial
representation of what they do.
The function of each icon
should be standardised
throughout a product.

[8] Food

I QY£S

[8] Drink

@NO

Radio buttons and check boxes
In terface design has developed its own syntax. Much
like you use italics for a certain purpose in typese tti ng,
so certain types of butto ns arc used in certain specilic
conditions; Radio buttons, like tl10se o n the right
above, are used to make mutually exclusive choices.
Therefore when o n e optio n is selected the other
becomes deselected. Check buttons a llow the
selection of a number of complemen tary options.
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R u L Es

I

User input

Alert

Nome this ship:

\ souo~

R OK

ll

Concel

0

User option
Sorry Mon,
I 'ue crashed

I[

Finder

You should be able to describe the look of a twet;.i;iferring
to the following features of individual letters: Stem, •

u

Replote eHisting "H"?
Yes

n

No

B

Dialogue boxes
These have a number of
applicatio ns. O ne is where a
menu item needs further
choices, o r specific data to be
e ntered, be fo re the action can
be car ried o ut. Their o the r use
is whe re there is a need to warn
the user of the effects o f the
selectio n they have just made
and to have it confirmed. This
is pa rticularly important where
the actio n will irreparably
change the system, such as
d e leting pages.

Co111tter, Serif, Overhanqand Cross·Stroke.
ypefaces can be described as Trcmsitiona~ Modern, Humanist,
Geometric, Serif or Sans Serif
Measurements that apply to the whole typeface include the
x k;ght, Base~ Mean line, Ascender lkle and Cq::rHe;ght.

Gr~

So, Avmt
could be described as a Geometric
with a large x k;ght, short cross -;strokes and circular

Sa.~~~~~~~[:B:~~~~~~~~~~~

Hot tex t
One standard device for
interacti,ity is to turn a wo rd
into a buno n . An example of
the effective use of hot te xt is
in providing access to a
g lossar y ol' terms. H ere each
word that appears in the
glossary can be bolded when
it appears in a page design,
indicating 10 the user
that clicking o n it ";n
automaticall)' take
them to its definition.
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I I /5 More elements
HYPERMEDIA'S DISTINCTION fro m other
types of computer applications is that it integrates not only
text and graphics, but also animation, soun d, and increasing ly video footage. This creates new challenges in the
design of computer user interfaces. ew metaphors and conu·oltechniques need to be d evised which are as immediately
unde rstandable as possible. just like good punctuation, a
good interface should be invisible - so easy to use, you just
go ahead without noticing.

Help
User (eedback
Interactive ~}'Stems need to give their users constant feedback so
that they are always aware of what is happening. A method of
doing this is 10 design the system so that the visual representation
of the cursor changes when it moves over an active zone.
Al~ernatively audio cues can indicate when an error is made or
wtien a task is completed. Another form of user feedback is (o ·
highlight buuons when they are touched, so the user knows that
the computer is responding to their selection, as illustrated above.

Maps
Maps hould be used 10 provide
1J1e user with an .overview of the
comp\ete data base. llhey usually
provide a graphic representation
of all the pages and their relationships to eac~other and allow the
user tO move directly to any Joca·
tion in the d atabase, by simply
selecting any button on the map.
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Agents
These can be used to provide an
in tell
embodiment of the
c:mnnuu•r interface. They
the form of an
ng head that the
on to guide them
system or to give
expert advice. Agents
can also be used to editorialise
over the contents of a
multimedia database, b
providing the user with an
interpretation of the
from
a particular point
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With the integratio n of time
based media, such as sound or
animation, into a hypermedia
system, it's important to provide
the user with an easily
understandable control method.
The sta ndard metaphor that has
been adopted by many
designers is a casseue recorder
style control panel with play,
stop, rewind, and fast fo rward
buttons. Media counters which
mirror the counters on most
domestic cassette recorders and
VCRs are a no ther easy way to
provide the user with a means of
editing these media types.
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I I /6 Developing
DESIGN IN G a hypermed ia product requires a seties
of discrete stages. In this example we look at the evolution of
o ne screen of a computetised diary, from o •·ig inal conception to working product. In the process of productio n the
diar y moved between a graphic designer, an an imator and a
computer p rogra mmer. Each of the people involved in the
process m akes a critical contribution to h ow the final prodI:JCt will look and fun ctio n, emphasising the importance of
strong team work in developing hypermedia products.

Initially it is impo rtant to
document your concept before
you sit down at the compmer to
begin design work. The original
concept sh ould clearly outline
the aims of the product along
with its key features.

From the rough ske tches you
can begin to put t.ogetl1cr screen
designs o n the computer. Here
it' s useful to work in a graphics
package to ensure tha t the focus
is on the loo k of 1he product,
rather than tlte functionality.

The choice of typefaces used in
systems is impo rtant to e nsure as
much inform ation as possible
will fit o n t he sucen wh ile
maintaining readability. Here
the designer elected to create a
custOm font for the projecL
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The next stage is to sketch out
ideas for the individual screen
d esig ns needed . These arc
particularly useful to visual ise
h ow many o f tl1e features
intend ed to fit into each screen
will actually work with o m cluu cr.
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Having completed the screen
desig ns the next stage is to
pro totype the functionalit)'· In
this example an animation
package was used to simulate the
operatio n of the d iary fo r the
purpose of test ing and
evaluation. T h is type of
proLOtype is invaluable in
testing the practicality of
intc racti\'c devices.

Wh en all the funCLions have
been decided on , and screen
designs appro,·ed, a compute r
programmer is invoh·ed to write
code to imp lement the features
-and make everything work. A
program reaches 'Beta' stage
when all the functio ns have
been included, and ' beta
testing' is to ensure that
ever ything works.
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t e ptember
r ing alf for pay off .. ........... ... ..

lunch with ver boss................ .

Careful! Bob Cl a r ice- is a schizophr enic - find out
which personaHty is dominant before engaging in
conver sation.
/'k II•' !f.Jnl<'
Georgina Alpha
John Azerty
Bob Cl ar k ~
Henry Conner

r ing J immy the swizz ................ . 1818147
lat e lunch with For tunat a at Zbigli's don' t
forget flowers .......... ............... 181814 7
ring barney Mr bad Deb\.. ............ 1818147
l'k 11·· L~ £nfty ........................ ..... 1917147

1 4 .10
15 .00
18.00
15.43

USA WP 154276-6 .............. .. .

ITea with Bob

........................0 71 487 5225 07 1 224 008 3
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Do n't forget the manual, user
support, free software upgrades,
distributio n , packaging,
advertising, beta testers ...
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Glossary
Accent symbol which indicates
how a letter should
be pronounced.
Agent (in hypermedia) \ideo
or animated image which
gives instructions on using a
hypermedia system.
Alignment arranging text or
graphics to follow a straight
vertical or horizontal line.
Artwork images and text ready
for reproduction. Can be
direct output from a DTP
system (e.g. laserprint) or
hard copy and images with
manual additions, such as
overlays, colour swatches etc.
See aL~o Marking up.
Ascender portions of lowercase characters that extend
above (ascend) the x-height.
See aLso X-height.
Baseline invisible line on
which letters stand.
Bitmap grid of pixel elements
which can be assigned colour
values. Also: the method of
encoding graphic images in
a bitmap. See also Pixel.
Bleed illustration which
extends beyond the trimmed
limit of the page.
Bold type darker, heavier
strokes than normal
typeface; often used
for emphasis.
Brackets used to separate a
clause within a sentence or
to distinguish parts of a
mathematical equation.
Rounded brackets are called
Parentheses. Use sparingly.
Bullets symbols used to call
attention to key points in a
body of text.
See also End-icons.
Cap height the height of the
capital letters from
the baseline.
Clip art collections of readymade, copyright free
illustrations available in black
and white and colour, in
book form or in digital form
on floppy disk.

132

Continuation guide guides to
reader for navigating
symbols through different
features usually incorporating arrows or pointers.
Cowtter the space
enclosed within letters
like: a, b, d, e, g etc.
Dash punctuation used in pairs
to enclose a subsidiary
thought used similarly to
brackets. See also Hyphens.
Descender portions of lowercase characters that extend
below the baseline.
Desktop publishing production
of finished documents with
integrated text and graphics
using microcomputer based
equipment linked to a
laser printer.
Digital font fonts stored
electronically which have a
simple geometry and are
designed to remind readers
of computer displays.
Dithering patterns of dots or
lines available in some
graphics programs which
give varying degrees of
shading in an image.
Drop caps enlarged initial
capital letters indented into
text beneath it.
DTP see Desktop publishing.
Ellipsis set of three full points
indicating an omission.
Em rule unit of measurement
of a typeface based on the
square of the body of any
size of type.

En rule dash in text the width
of a lower case n.
End-icons bullets which
indicate the end of a section
chapter. See also Bullets.
Folio page number.
Font design and size of the full
range of characters and
symbols and the means of
printing that design.

C 0 L L I E R' S R U L E S

Grid non-printed boxes which
are used by the designer to
ensure consistency between
pages of columns of text,
positioning of graphics and
beginnings of new sections.
Hanging indent the first line
left hanging extended to the
full measure, while the body
of the text is indented.
Hypermedia means of
computer access and storage
of information which
combines video, animation,
sound, graphics and text.
Hyphenation instructions for
hyphenating words at the
end of lines. These should
follow rules about where
wordo; can be correctly
broken up. Will also depend
on the justification required.
Hyphens punctuation used to
join two words together or to
indicate where a word has
been broken over two lines.
See also Dash.
Icons images providing
instructions, identifying
chapters or introducing
warnings e.g. image of a
phone to introduce a phone
number. See aLfo End-icons,
Zoomable icons.
Indent space inserted at the
beginning of lines.
justification arrangement of
text to give straight vertical
edges of text on either or
both margins.
Kerning reducing a space
between two characters to
make them appear
closer together.
Laser printer standard
proofing printer for DTP.
Leading the spacing between
lines of text.
Ligatures two or more letters
joined together as a
single unit.
Line length length of a line of
text measured by the
number of characters and
word spaces.

GLOSSARY

Marking up preparation of
manuscript for typesetting by
specifying typographical
instructions or of artwork by
giving instructions on
colours and special effect<;.
Metaviews maps indicating to
users where they are in a
hypermedia ~-ystem.
Orphans lines of text left over
from paragraphs at the
bottom of columns; and
single words left as the last
lines of paragraphs.
Page straps combination of
graphics and text which
indicate a clear beginning
and the extent of a section.
Painting filling in an area of a
computer graphics display.
Parentheses punctuation used
in pairs to separate clauses.
See also Brackets.
Perfect binding method of
binding a publication by
gluing along the actual inside edge of the paper. Used
for books and magazines.
Period also called a full stop
marks the end of a sentence.
Pixel minute unit that makes
up an electronically
produced image.
Proof initial or early printing
of a document produced so
that corrections can
be made.
Proofreading the checking of a
proof and making
amendments or giving
instructions using standard
proofreading marks.
Range right/left alignment of
text at the right or
left margin.
Rasterise production of an
electronic image of a
character using the pattern
of pixels which matches it
most closely.
Resolution the quality of
definition of an image
measured in dots per inch
on hard copy or in scan
lines and pixels on a
computer screen.

Reversed out reversal of text
or lines from the usual black
on white to white on black
(orWOB).
Sans serif typeface
without serif.o;.
Scaling slightly distorting
characters to fit them in to a
given space. Can be used in
combination with Tracking..
Serif stroke which finishes
off a letter.
Spiral binding binding by
means of spiral plastic or
wire inserted through holes
in the paper and cover.
Template (in type design) an
outline, design of typeface
etc which is used as a model
for production of text to
ensure consistency. Also
known as style sheets.
Tracking adding or deleting
space between characters to
fit them in to a given space.
Can be used in combination
with Scaling.
Typeface originally the
printing surface of a type
(hence face) cut into a
particular style. In desktop
publishing typeface is
sometimes used to mean the
overall appearance of type.
Widows single lines of text left
alone at the tops of columns.
X-height height in a particular
typeface of lower-case letters
measured from the baseline;
excluding the ascenders and
descenders.
Zoomable icons (in hypermedia) video image or
animation running in a part
of the screen which when
selected fills the whole
screen.
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Index
Accents, 50-1
Agent
in hypermedia, 120
Alignment, 58-9
Baskerville, 17
Bembo, 16
Bitmapped fonts, 9
Bitmaps, 66-7
Blackmail note style
typeface, 22
Bodoni, 17
Bold type, 7, 31
Brackets see Parentheses
Bullets, 59, 83
Buttons, 120-1
C'..apitals
in empha'\is, 39
in headlines, 78-9
in starting off, 80-1
Captions
punctuation of, 43
Caston, 16
Characters
modern development'>, 4-5
spacing, 30-2
Clipboard, 73
Colon, 49, 52-3
Colour
process colour, I 02-3
spot colour, 100-1
Columns, 55
page layout, 76-7
Computer typeface, 8-9
appropriate to
content'\, 14-15
bitmappcd, 9
classification, 14
creating, I 0-11
numerals, 12-13
outline, 8-9
Continuation symbols, 82-3
Coyote, 17
Currency symbols, 52-3
Custom menus, 121
Dash, 50
Digital typefaces, 20-1
Diphthongs, 59
Dithering, 72
Document handling, I 04-5
Drawing, 68-9
Drop capitals, 80-1
Duo tone photograph, 100
Em rule, 42-3
Emphasis, 38-9
Flush zone, 61
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Folios see Page numbers
Fonts see Typeface
FontStudio, 10-11
Footnotes, 52
FrameMaker, 52
Framing illustrations, 85
Full stop sec Period
Garamond, 15-16
Geometric sans serif, 19
Gill, Eric, I 7
Grids, 33, 76-7
Headings
punctuation of, 43
Headlines, 78-9
Humanist sans serif
typeface, 19
Hypermedia, 118-31
control, 123
developing, 128-9
navigation, 123-4
new developments, 130-1
screen design, 124-5
structure, 126-7
Hyphens
see also Dash,
42, 45, 55, 62-3
Icons, 79
zoomable, 123, 125
Illustrations, 84-5
I mages sec Icons
Indents, 58-9
Industria, 17
Interactivity, 118-21
Italic type, 16
Justification, 58-61
Kerning, 5, 30, 33
Kerning tables, 26
Key Caps, 52
Layout see Page layout
Leading, 56-7
Letter spacing, 26-7, 30-1
Letters measuring, 6-7
Ligatures, 28
Lines
length, 36-7
Marking up arnvork, 94-5
Mathematical signs, 52-3
Menus
hypermedia, 120-1
Metaviews, 126-7
Microsoft Word, 41
Modula, 17
Moire pattern, 102-3
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Money symbols
see Currency symbols
Notes see FooUlOtes
Numbers see Numerals
Numerals
creating, 12-13
Optima, 17
Orphans, 60
Outline fonts, 8
Overprinting colours, 101
Page layout, 32-3
grids, 76-7
headlines, 78-9
posters, 88-9
signposts, 82-3
starting off, 80-l
using illustrations, 84-5
Page numbers, 82
Page straps, 82
Page turn symbols, 82-3
Painting, 66-7
Paragraphs, 46-7
Parentheses, 46-7
Period, 46-7
Pixels, 67
Plantin, 16
Pop up menus, 121
Posters
examples, 83
style to suit function, 82
PostScript, 5
letter spacing, 26
outline fonts, 8
special fonts, 24-5
typefaces, 14
Printing costs, 92-3
Process colour, I 02-3
Proofreader's marks, 106-9
Punctuation
conventions, 42
purpose, 42
symbols, 44-9
Quark Xpress
storing graphics, 102
using illustrations, 86
Quotation marks, 43, 48-9
Random typefaces, 22-3
Ranged left, 58
Ranged right, 58
Rasterising, 9
Reversed out text, 39, 45

Schedule of tasks, 110-11
Screen designs
hypermedia, 124-5
Semi-colon, 46-7
Serif, 75
modern digital fonts, 20
Serif font, 14
Signposts, 78-9
Spacing
between lines, 56
characters, 26-7, 40-1
Special fonts, 24
Spot colour, 100-1
Standardisation of typeface, 5
Style sheets, 110-11
Symbols
continuation, 82-3
currency, 58-9
mathematical, 58-9
punctuation, 50-3
Symbols see Mathematical
signs; Punctuation
Tables, 40
Template
for page layout, 32-3, 110-11
Times, 17
Tracking type, 30, 32
Trapping, 101
TrueType,5
Typeface
see also Computer typeface
bold type, 7
development of
designs, H~17
measuring, 6-7, 36-7
mixing, 32-3
modern developments, 4-5
modern digital, 19-21
randomly generated, 22-3
sonata, 25
special, 24-5
styles, 18-19
Underlining, 27, 33, 39
Univers, 17
White on black text, 29, 45
Widows, 55, 60-1
Word setting, 28-9
Word shapes, 28
Word spacing, 26-7, 31
WYSIWYG, 103
X-hcights of letters, 6-7
Zapf Dingbats font, 25

Sans serif, 75
Sans serif font, 14
Scaling type, 32
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