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Dedicated to the designer and non-designer 
who wish to use type more imaginatively. 
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The past twenty years have seen dramatic 

changes in the typesetting industry: in the 

seventies phototype replaced metal type 
and now phototype is slowly being taken 

over by digital type. Furthermore, with in¬ 

expensive desktop publishing systems 

available, designers and non-designers 

alike are becoming their own 

typographers. 

While technology may change, what 

constitutes good typography does not. Us¬ 

ing type creatively has more to do with es¬ 

thetics, common sense, and how we read 

than it does with how the type was set, 

who set it, and how much it cost. For an¬ 

swers we can no longer look to the profes¬ 

sional typographer; we ourselves are now 

the typographers, and there is only so 

much a computer program can do. 

To help the reader find answers to the 

many questions concerning the corrrect 

and creative uses of type, this book is di¬ 

vided into three major parts: Terminology, 
Design, and Copyfitting. There are over 

one hundred essays on such diverse top¬ 

ics as: measuring type, choosing type¬ 

faces, arranging type on the page, 
indicating paragraphs, creating emphasis, 

contour settings, optical alignment, copy¬ 

fitting, and comping type. Each essay is 
accompanied by clear, easily understood 

typographic illustrations that visually com¬ 
municate the design principles involved. 

Simply stated, Basic Typography: A De¬ 
sign Manual is the ideal tool for anyone 

who wishes to use type creatively. 





TERMINOLOGY 

This section introduces the basic typographic terms: type, typeface, 

font, type style, and family of type; letterspacing, wordspacing, and 

linespacing; x-height, points, picas, and the unit system. 

If you are a designer and already familiar with this material. Part 

One will serve as a quick refresher; if you are a non-designer you 

will find this section essential to an understanding of the information 

contained in the rest of the book. 



Type 

The word type is derived from the Greek 

word typos, which loosely translated means 
' letterform.” Today the word is used both 

individually and collectively to refer to the 
letters of the alphabet as well as anything 
else used to create words, sentences, or 

typographic display. 
Individual letters, figures, and punctuation 

marks are called characters. The capital let¬ 
ters are called uppercase characters or 

caps and are indicated 'u.c.” or simply “c.” 
The small letters are called lowercase 
characters and are indicated 'l.c." When up¬ 

percase and lowercase characters are com¬ 

bined, such as in the text you are now read¬ 
ing, they are indicated "u/lc” (upper and low¬ 

ercase) or “c/lc" (caps and lower case). 
Other terms with which the designer 

should be familiar are: 

Baseline. The imaginary line on which all 

the capitals and most of the lowercase 

characters appear to stand. 
Meanline. The imaginary line that marks 

the top of lowercase letters lacking 
ascenders. 
Ascender. The part of the lowercase letter 

that rises above the x-height. 
Descender. The part of the lowercase letter 

that falls below the baseline. 

Counter. The enclosed or hollow part of the 

letter. 
Serif. The short stroke that projects from the 

ends of the main strokes. Not all type has 

serifs; type without serifs is called sans serif, 
which is French for “without serif.” 

X-Height. The height of the body, or main 

element, of the letterform. The x-height is 
actually the height of the lowercase x. 

UPPERCASE 
CHARACTER 

MEANLINE 

Uppercase and lowercase serifed characters. 

12 



Typography 
Uppercase and lowercase sans serif characters. 



Typeface 

A typeface refers to a specific design of an 
alphabet—and there are hundreds! 

The difference between one typeface and 
another is often very subtle; it may be no 
more than a slight difference in the shape of 
the serif, the length of the ascenders and 

descenders, or the size of the x-height. But 
regardless of how small the difference, the 
typeface, and therefore the appearance of 
the printed page, will be affected. 

Each typeface has a name for identifica¬ 
tion: it may be that of the designer (Basker- 
ville, Bodoni, Caslon) or of a country (Egyp¬ 

tian, Caledonia, Helvetica); or it may simply 

be a name (Futura, News Gothic, Times 
Roman). The type you are now reading is 

Helvetica, named after Helvetia, the ancient 
Latin name for Switzerland. 

Note: It may be reassuring to know that in 
spite of all the different typefaces available, 
most designers still prefer to work with only a 

dozen or so favorites. 

Baskerville 

Bodoni 

Caslon 

Caledonia 

Helvetica 
Futura 

News Gothic 

Times Roman 
The names of eight popular typefaces, each set in 
its own typeface. 
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Font 

A font is a complete alphabet of one size of 

one typeface. The number of characters in a 

font varies depending on the number and 

variety of punctuation marks, special refer¬ 

ence marks, accents, etc. A familiar example 

of a font is the keyboard of a typewriter. 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
1234567890 

A font of type. 

A B C D E F G H I J K L M N 

0 P Q R S T U V W X Y Z 

a b c d e f g h i 
« 

J k 1 m n 

o P q r s t u V w X y z 

1 2 3 4 5 6 7 8 9 0 

& $ •P % # % h 

( • > ; t 1 7 / - * ) 

A typewriter font. 
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Typestyle 

There are times when the designer may wish 

to emphasize a specific word or sentence. To 
give the designer this flexibility many type¬ 
faces are designed in a variety of different 

typestyles. 
The most common and widely used type- 

style is roman, in which the letterforms are 
upright. The type you are now reading is 

roman. Next is italic, in which the letterforms 
slant to the right. Italic is used mainly for 
emphasis and iooks like this. There are also 

small caps, indicated “sc,” which are a 
smaller version of regular caps and are used 

for emphasis, they look like this. 

Some styles are created by varying 
the weight (thickness of stroke); thin, light, 
semibold, bold, extrabold. Of this group, 
bold is the most common. It is used for em¬ 
phasis and looks like this. Other typestyles 
are created by varying the width of the letter- 

form: condensed and extended. Still oth¬ 

ers are created by varying both weight and 
width; light condensed, semibold con¬ 
densed, and bold extended, to name a few. 

Although some typefaces are available in 
a wide range of typestyles, most are avail¬ 

able in only roman, italic, and bold. 

Note: Not all typefaces use the same ter¬ 

minology: some use "oblique" for italic, “ex¬ 

panded" for extended, “demibold" for 
semibold, and “compact" for condensed; 
others use “medium" to describe what most 

designers would consider bold. 

Roman 

Italic 
The two most common typestyles. 

Thin 

Light 

Regular 

Semibold 
Bold 
Extrabold 
Variations in weight. 
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Condensed 

Extended 
Variations in width. 

Light Condensed 

Semibold Condensed 

Bold Extended 
Variations in both weight and width. 



Family of Type 

If we combine all the styles and all the sizes 
of a given typeface we have a family of type. 

Using typestyles from within the same 

family gives the printed piece a unified ap¬ 
pearance. This is because all typestyles of a 
given type size have a family resemblance, 
as well as the same x-height, cap height, and 

length of ascenders and descenders. 

Souvenir Light 

Souvenir Light Italic 

Souvenir Medium 

Souvenir Medium Italic 

Souvenir Demi 

Souvenir Demi Italic 

Souvenir Bold 

Souvenir Bold Italic 
Multiply the above typestyles by all the type sizes 
available, and you have ihe Souvenir family of type. 
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Type Specimen Books 

Because there are so many typefaces avail¬ 

able from so many typesetters, the designer 

requires the use of a type specimen book. 

These books show the designer the type¬ 

faces offered by a specific typesetter (or 

manufacturer) and are available upon 

request. 

Type specimen books vary in size and 

content: some of the smaller books may 

show only a few letters from each alphabet 

while others may show complete alphabets 
or blocks of type. 

Trump Mediaeval Semi Bold 
abcdefghi)klmnopqrstuvwxyz 

ABCDEFGHI)KLMNOPQRSTUVWXYZ 
1234567890 :;!! "'-•$« %/£) 

Trump IMcdiaeval Semi Bold Condensed 
ahedefghijkimnopqrstuvwxyz 

ABCDEFGHlIkLIVlNOPORSTlIVWXYZ 

1234567890 

Trump Mediaeval Bold 

abcdefghiiklmnopqrstuvwxyz 

ABCDEFGHJKLMNOPQRSTUVWXYZ 

1234567890 $CO/o/£] 

Trump Mediaeval Bold Italic 
abcdefghiiklmnopqrstuvwxyz 

ABCDEFGHIIKLMNOPQRSTUVWXYZ 

12U567S90 let).,U ’ 

iUCM>GHlJinMMO*OIK<UVWly7l73>S67R»0 

4CK0e>5nijkimnopg'ituvw*yi 
AftCDCFGHItKlMNOPaft$TUVVrayZI234567B90 

£<t«iience m lycHJ9»apny u mt rerun o( noih(n9 more ihan an aitiludc IW appeal comer (rom i 
he unaemandinj ur«0 in nr plannins, tnc deri3ncr muri care ir> coniemparary adoeruring tn 
< pcrleci miegration of Oensn elements often Ocmandr unorinodoa typosrapnv n may reguir 
e me use of compact roacm j, minus leadtr>3, unusual sites and >uei3nts, wnaiever is needed to i 
mpiove appearance and impact Stalin3 specific principles or 3uidcr on the suOjcci of typOBrap 

abcdcfshijklmnopQrstyvwxyi 
ABC0EFGHIJKLMNOPaRSTUVWXV21234S67890 

Excellence m typosrapfty is the result of nothins more than an attitude lu appeal com 
es from the understandins used in its planning, the designer must care In coniempora 
ry advertising the perfect integration of design elements often demands unorthodox t 
ypography It may reguire the use of compaa spacing, minus leading, unusual sues an 
d weights, whatever is needed to improve appearance and impact Stating specific pn 

abcdeighi/klmnopQfStuvwxvz 
ABC0£FGHIJKLMNOPQRSTUVWXyZ1234567890 

Excellence in typography is the result of nothing more than an attitude Its ap 
peal comes from the understanding used in its planning, the designer must c 
are In contemporary advertising the perfect integration of design elements 
often demands unorthodox typography It may require the use of compact s 
pacing, minus leading, unusual sues and weights; whatever is needed to impr 

abcdefghiiklmnopqrstuvwxyz 
ABCD£FGHIJKLMNOPQRSTUVWXyZ4534567890 

Excellence in typography is the result of nothing more than an attitud 
e. Us appeal comes from the understanding used in its planning; the 
designer must care In contemporary advertising the perfect integrati 
on of design elements often demands unorthodox typography It ma 
y require the use of compact spacing, minus leading, unusual sizes an 

abcdcfghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXyZ1234567890 

Excellence in typography is the result of nothing more than an 
attitude. Its appeal comes from the understanding used m its p 
lanning; the designer must care. In contemporary advertising t 
he perfect integration of design elements often demands unor 
thodox typography. It may require the use of compact spacin 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXyZ1234567890 

Excellence in typography is the result of nothing more tha 
n an attitude. Its appeal comes from the understanding u 
sed in its planning; the designer must care. In contempor 
ary advertising the perfect integration of design elements 
often demands unorthodox typography. It may require th 

abcdcfghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXyZ 

Excellence in typography is the result of nothing more 
than an attitude. Its appeal comes from the understan 
ding used in its planning; the designer must care. In co 
ntemporary advertising the perfect integration of desi 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 

Excellence in typography is the result of nothing 
more than an attitude. Its appeal comes from th 
e understanding used in its planning; the design 
er must care. In contemporary advertising the pe 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 

Excellence in typography is the result of no 
thing more than an attitude. Its appeal com 
es from the understanding used in its plann 
ing; the designer must care. In contempora 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXyZ 

Excellence in typography is the result o 
f nothing more than an attitude. Its app 
eal comes from the understanding use 
d in its planning; the designer must car 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWX 

Excellence in typography is the r 
esult of nothing more than an att 
itude. Its appeal comes from the 
understanding used in its planni 

Pages from two type specimen books. 
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Measuring Type 

There are three basic type measurements 
with which the designer should be familiar: 
points, picas, and units. These measure¬ 
ments are to the designer what feet and 

inches are to the architect, and it is with 

these measurements that the designer 
controls the look of the printed piece. 

Points are used to measure the type size, 
picas to measure the length of the line. There 
are 12 points in one pica, and six picas (or 

72 points) in one inch. 

Points are converted into picas just as 
inches are converted into feet, except when 

specifying type size, which is always indi¬ 
cated in points. 

Units are used to measure the width of 

individual characters as well as the space 

between characters and words. 

Note: Throughout this book we have used 

inches, points, picas, and units. The reader 
should be aware, however, that in the U.K. 
and Europe there is a strong move toward 

adopting the metric system for typographic 

measurements. This means that type sizes, 
line lengths, etc., would all be expressed in 
millimeters and fractions of a millimeter. 

(See Metric System on page 164.) 

INCHES 0 

POINTS iji| 

1 

PICAS 0 2 3 4 5 6 

12 points = 1 pica 

6 picas = 1 inch 
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POINTS 
The point size, or body size, of a typeface 

is the measurement from the top of the 

ascender to the bottom of the descender 

plus a small amount of space above and 

below to prevent the lines from touching 

when set. (Because the space above and 

below each character varies from typeface 

to typeface, there is no way to accurately 

determine the point size of a printed letter. 

The only sure way is to compare it with a type 

sample from a type specimen book.) 

Type can also be measured from baseline 

to baseline, providing that no extra space 

has been added between lines. 

Type is traditionally divided into two basic 

size categories: fexf type and display type. 

Text type encompasses sizes up to 14 

point, display type over 14 point. The tradi¬ 

tional text sizes are 6, 7, 8, 9,10,11,12, and 

14. The display sizes are 18, 20, 30, 36, 42, 

48, 60, and 72. Although the distinction be¬ 

tween text and display type has virtually 

disappeared, the terms are still used in a 

general way when referring to small or 
large type sizes. 

To give you an idea of sizes, the type 

you’re now reading is 9-point Helvetica. 

Note: All type measurements are based on 

metal type. For a more complete explana¬ 

tion see the illustration on page 186. 

The point size of a typeface is the measurement 
from the top of the ascender to the bottom of the 
descender, with a small amount of space above 
and below. Type can also be measured from 
baseline to baseline. 

bhhhhhhHHHHHH hhhhhhhhhhHHHHH H H H H H 
Cap H set in one-point increments from 4 through 36 point. 
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(Measuring Type continued) POINTS AND LINESPACING 
The term linespacing, or leading, refers to 

the space between lines of type. This space 

is measured in points and sometimes half¬ 

points. 
When type is set without adjusting the 

space between lines it is said to be set solid 
(10-point type set solid measures ten points 

from baseline to baseline). 
If we add one point of space between the 

lines, the type would be set “ten on eleven" 
(10/11). The first figure represents the type 

size and the second figure the type size 
plus linespacing. The second figure also 

represents the baseline to baseline mea¬ 

surement. Adding space is referred to 

as linespacing. 
If we remove one point of space, the type 

would be set "ten on nine” (10/9). The sec¬ 

ond figure in this case represents the type 
size minus the linespacing. Reducing the 
linespacing is referred to as minus linespac¬ 

ing or negative linespacing. 
The type you are now reading is 9/11 Hel¬ 

vetica: that is, 9-point type and 2 points 
linespacing. 

Note: The terms “linespacing” and "leading” 

are interchangeable and both are widely 

used. For this book we will use the term 

linespacing. 

24 POINTS 
BASELINE TO 
BASELINE 

Points, and some- 

used to measure the 
lines 

of type. 
24-point type set solid. 

Points, and some- 
28 POINTS 
BASELINE TO 
BASELINE tn mes half-points, are 

used to n 
pace between lines 

Q f type. 
24-point type set with 4 points linespacing. 

22 POINTS 
BASELINE TO 
BASELINE 

Points, and some- 
ts, are 

used to measure the^ 

oLtype. 
24-point type set with 2 points minus linespacing. 
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PICAS 
Picas are used to indicate the length of 
the line, or measure. The type you are now 
reading was set to a maximum measure 
of 14 picas. Picas, combined with points, are 
also used to indicate the depth of a column 
of type (see page 148). 

5 PICAS Picas are used 

6 PICAS Picas are used to 

7 PICAS Picas are used to i 

8 PICAS Picas are used to in 

9 PICAS Picas are used to indicate 

10PICAS Picas are used to indicate th 

11 PICAS Picas are used to indicate the 1 

12 PICAS Picas are used to indicate the len 

13 PICAS Picas are used to indicate the length 

14 PICAS Picas are used to indicate the length of 

15 PICAS Picas are used to indicate the length of th 

16 PICAS Picas are used to indicate the length of the 1 

17 PICAS Picas are used to indicate the length of the line 

18PICAS Picas are used to indicate the length of the line, o 

19PICAS Picas are used to indicate the length of the line, or m 

20PICAS Picas are used to indicate the length of the line, or mea 

21 PICAS Picas are used to indicate the length of the line, or measur 

22PICAS Picas are used to indicate the length of the line, or measure. 

23PICAS Picas are used to indicate the length of the line, or measure. Pi 

24 PICAS Picas are used to indicate the length of the line, or measure. Picas 

25 PICAS Picas are used to indicate the length of the line, or measure. Picas ar 

26PICAS Picas are used to indicate the length of the line, or measure. Picas are a 

27 PICAS Picas are used to indicate the length of the line, or measure. Picas are also 

28 PICAS Picas are used to indicate the length of the line, or measure. Picas are also us 

29PICAS Picas are used to indicate the length of the line, or measure. Picas are also used 

30PICAS Picas are used to indicate the length of the line, or measure. Picas are also used to 

11-point type set in iines ranging from 5 to 30 picas. 
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(Measuring Type continued) UNITS 
The unit is used to measure the width of the 

individual characters as well as the space 
between characters and words. 

Units and the Em. To understand the unit 
and how it relates to the type size, you must 

first understand the typographic measure¬ 

ment called the em. An em is the square of 
the type size. A 36-point em is a 36-point 

square and a 72-point em is a 72-point 
square. By subdividing the em into vertical 

segments we get "units." Although the 
number of these units varies with the 
typesetting system, one of the most popular 

systems is 18-units-to-the-em, which we 
have used throughout this book. 

36-POINT EM 36-POINT EM 
DIVIDED INTO 
18 UNITS 

72-POINT EM 
DIVIDED INTO 
18 UNITS 

An 18-unit system. 

Other unit systems are 4, 9, 32, 36, 48, 54, 
and 64. The greater the number of units to 

the em, the greater the possibilities of typo¬ 

graphic refinement. For the average job, 
however, there is a point beyond which ex¬ 

treme refinement is neither necessary nor 

noticeable. 
One thing to keep in mind when working 

with units is that they are always relative to 

the type size. That is, in an 18-unit system, 

one unit will always be 1/18 of the type size. 
Therefore, one unit of space added to a line 
of 10-point type will have exactly the same 

proportional visual effect as one unit of 

space added to a line of 72-point type. 
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UNITS AND SET-WIDTH 
When typefaces are designed, each 

character is allotted a fixed amount of space, 

measureable in units. This dimension is re¬ 

ferred to as the set-width, the set-size, or 

simply the set of the character, and includes 
a small amount of space on either side to 

prevent the characters from touching one 
another. 

The wider the character, the greater the 

set-width; for example, a cap M may be 18 

units wide, while a lowercase a may be 10 

units wide and a lowercase 16 units wide. A 

period may be 3 units. The set-width, when 

expressed in units, is referred to as the unit 
vaiue of the character. 

Note: The set-width of a particular character 

may vary from typeface to typeface. For 

example, a lowercase “a” may have a unit 
value of 9 in one typeface but only 7 in 
another. 

Set-width, or unit value, for three characters. 

CHARACTERS SET-WIDTH 

i,j,l 4 

f, t, 1, ., , 5 

r 6 

c, k, s, V, X, y, z, J 9 

a, b, d, e, g, h, n, o, p, q, u, L 
1,2, 3, 4, 5, 6, 7, 8, 9,0 10 

F,T,Z 11 

A, B, E, K, R V, X, Y 12 

w, C, D, H, N, U, R 13 

G, 0,Q 14 

m, M 15 

W 17 

Set-width, expressed in units, for 12-point 
Helvetica Roman. 
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(Measuring Type continued) 

-5 UNITS 

-4 UNITS 

-3 UNITS 

-2 UNITS 

-1 UNIT 

-'/2 UNIT 

NORMAL 

+ V2UNIT 

+ 1 UNIT 

+ 2 UNITS 

+3 UNITS 

+ 4 UNITS 

+5 UNITS 

UNITS AND LETTERSPACING 
The term letterspacing refers to the space 
between letters. Letterspacing is variable 

and can be adjusted to suit the designer's 

needs or taste. It is measured in units, and in 
some cases, half-units. 

Although letterspacing is specified in 

units, most designers use the general terms 
normal, loose {or open), tight, and very tight 
(also referred to as minus letterspacing). 
Most jobs are set with normal and tight let¬ 
terspacing. The type you are now reading 

was set tight (minus one-half unit of let¬ 
terspacing). 

Letterspacing is covered more fully on 

page 58. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Letterspacing is variable and can be adjusted. 

Upper and lowercase type with various amounts of letterspacing. 
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-5 UNITS 

-4 UNITS 

-3 UNITS 

-2 UNITS 

-1 UNIT 

-Vz UNIT 

NORMAL 

+% UNIT 

+1 UNIT 

+2 UNITS 

+3 UNITS 

+ 4 UNITS 

+5 UNITS 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED, 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

LETTERSPACING IS VARIABLE AND CAN BE ADJUSTED. 

All caps with various amounts of letterspacing. 



(Measuring Type continued) UNITS AND WORDSPACING 
The term wordspacing refers to the space 
between words, and like letterspacing it is 

variable and measured in units. The number 
of units between words depends on the 

typeface and the designer’s taste. 
The simplest way to specify wordspacing 

is to forget about units and use the follow¬ 

ing general terms: normal, loose (or open), 
tight, and very tight. Most jobs are set with 
normal or tight wordspacing. The type you 
are now readi ng is set with tight wordspacing 
(minus V2 unit). 

Wordspacing is covered more fully on 

page 66. 

LOOSE (7 UNITS) 

NORMAL (6 UNITS) 

TIGHT (5 UNITS) 

VERY TIGHT (4 UNITS) 

Wordspacing is variable and can be adjusted 

Wordspacing is variable and can be adjusted. 

Wordspacing is variable and can be adjusted. 

Wordspacing is variable and can be adjusted. 
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UNITS AND TYPESETTING 
Perhaps the best way to understand the unit 

and how it relates to phototypesetting is to 

think of the standard typewriter, a one-unit 

system with a very simple counting mecha¬ 

nism. Every letter, punctuation mark, and 

forward-space occupies exactly one unit. If 

you set your typewriter for 60 characters, the 

machine will count sixty keystrokes and a 

bell will ring. It makes no difference whether 

you type M’s, t’s, periods, or merely depress 

the space bar 60 times. 

A typesetting machine is basically 

the same, but more sophisticated. The units 

are smaller, and each character, instead of 

being one-unit wide, is made up of a number 

of smaller units. As the type is being set, a 

counting mechanism, which is part of the 

machine, controls the length of each line by 

adding up the unit values of the characters 

and the spaces between words. 

The standard typewriter is a one-unit system. 

THE STANDARD TYPEWRITER IS A ONE-UNIT SYSTEM. 

MMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMMM 

ttttttttttttttttttttttttttttttttttttttttttttt 

123456789012345678901234567890123456789012345 

All typewritten characters occupy the same amount of space—one unit. 

Phototypesettingiunitsivary. 
12 10 10 5 10 5 9 10 10 9 10 5 5 4 10 10 4 10 10 4 5 9 4 9 10 6 9 5 

Phototype characters occupy varying amounts of space. 

I 
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DESIGN 

This section deals with making day-to-day design decisions such as 

choosing typefaces and type sizes; mixing typefaces and type 

sizes; matching type; controlling letterspacing, wordspacing, and 

linespacing; kerning; methods of creating emphasis; indicating 

paragraphs; working with display initials, boxes, bullets, rules, bor¬ 

ders, ligatures, small caps, underscores, leaders, and fractions. 

The purpose of Part Two is to show some of the design options 

available to help you fully utilize the unique potential of the 

typesetting process. 



Typefaces 

The design of a specific typeface may vary 
from one manufacturer to another. Some 

manufacturers use only original artwork 

(licensed by the owner), while others pre¬ 
fer to create their own versions of popular 
typefaces. For this reason, 10-point Hel¬ 
vetica on one system may be quite differ¬ 

ent from 10-point Helvetica on another, not 
only in design, but also in x-height and num¬ 

ber of characters per pica. 
Just as the design of a typeface may differ, 

so too may the name: Helvetica is also called 
Claro, Helios, Geneva, or Vega, depending 

on the manufacturer. (A cross-reference 

chart of typeface names is shown on pages 

34-^5.) 
The number of typefaces available also 

varies with the manufacturer, although all 

can supply the most popular typefaces. 

From the designer's point of view, however, 

the number of typefaces available is less 
important than their design quality. 

Generally speaking, this lack of stan¬ 
dardization can be a problem, especially if 

your typesetting needs bring you in con¬ 

tact with a wide range of different typeset¬ 

ting systems. 
To minimize the problem, always use a 

type specimen book for the equipment on 

which you intend to set the type. If a book is 

not available, have a sample set before pro¬ 

ceeding with the entire job. 

TYPE SPECIMENS 
On the following pages we have shown copy 
set in two typefaces by a few major manu¬ 

facturers of typesetting equipment. The 

purpose of these samples is to make the 
designer aware of the enormous difference 
in the design, x-height, and characters per 

pica from one system to another. 
The typefaces are Times Roman and Hel¬ 

vetica, probably the two most widely used 
typefaces in the world today. They are shown 
in both 24-point display and 10-point text 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor 
Lardent in 1932 for the Lx)ndon Times. It was 
first cut by the Monotype Corporation and 
then later produced by Linotype. 'Times Roman 
was an immediate success, hailed not only as 
the perfect newspaper typeface but also as the 
most important type design of the twentieth 
century. Since then designers have found that 
Times Roman makes an excellent typeface 
for any job. It is compact, attractive and 
legible. Furthermore, because of its rather 
large x-height, Times Roman sets exceptionally 
well in the smaller type sizes. 

ALPHATYPE ENGLISH 

Helvetica 
Helvetica is, without doubt, the most 
widely used sans serif typeface today. It 
was conceived by Edouard Hoffman and 
drawn by Max Meidinger in 1957 for Haas 
type foundry in Switzerland and intro¬ 
duced to the United States in the early 
sixties. Its popularity has increased ever 
since. Helvetica, with its large x-height 
and clean design, is a very legible type¬ 
face, even in the smaller type sizes. The 
Helvetica type family is one of the largest, 
offering the designer a wide choice of 
type styles ranging from light to extrabold 
and condensed to extended. 

ALPHATYPE CLARO 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serif typeface in use today. It was designed 
by Stanley Morison and drawn by Victor 
Lardent in 1932 for the London Times. It was 
first cut by the Monotype Corporation and 
later produced by Linotype. Times Roman was 
an immediate success, hailed not only as the 
perfect newspaper typeface but also as the 
most important type design of the twentieth 
century. Since that time designers have found 
that Times Roman makes an excellent type¬ 
face for any job. It is compact, attractive and 
legible. Furthermore, because of its rather large 
x-height. Times Roman sets exceptionally well 
in the smaller type sizes. 

TIMES NEW ROMAN 

Helvetica 
Helvetica is, without doubt, the most widely 
used sans serif typeface today. It was con¬ 
ceived by Edouard Hoffman and drawn by 
Max Miedinger in 1957 for the Haas type 
foundry in Switzerland and introduced to 
the United States in the early sixties. Its pop¬ 
ularity has increased ever since. Helvetica, 
with its large x-height and clean design, is 
a very legible typeface, even in the smaller 
type sizes. The Helvetica type family is one 
of the largest, and offers the designer a wide 
choice of type styles ranging from light to 
extrabold and condensed to extended. 

COMPUGRAPHIC CG TRIUMVIRATE 
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type, with 1 point linespacing. The text type is 

set justified on a 16-pica measure with nor¬ 

mal wordspacing and letterspacing. Be¬ 

cause the names of the typefaces vary from 

system to system, the manufacturer’s name 

for each typeface is shown under the text 

block. 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor 
Lardent in 1932 for the London Times. It 
was first cut by the Monotype Corporation 
and later produced by Linotype. Times 
Roman was an immediate success, hailed not 
only as the perfect newspaper typeface but 
also as the most important type design of the 
twentieth century. Since then designers have 
found that Times Roman makes an excellent 
typeface for any job. It is comapct, attrac¬ 
tive, and legible. Furthermore, because of its 
rather large x-height. Times Roman sets ex¬ 
ceptionally well in smaller type sizes. 

DYMO TIMES NEW ROMAN 

Helvetica 
Helvetica is, without doubt, the most wide¬ 
ly used sans serif typeface today. It was 
conceived by Edouard Hoffman and 
drawn by Max Miedinger in 1957 for the 
Haas type foundry in Switzerland and in¬ 
troduced to the United States in the early 
sixties. Its popularity has increased ever 
since. Helvetica, with its large x-height 
and clean design, is a very legible type¬ 
face, even in the smaller type sizes. The 
Helvetica type family is one of the largest, 
offering the designer a wide choice of type 
styles ranging from light to extrabold and 
condensed to extended. 

DYMO NEWTON 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor Lar¬ 
dent in 1932 for the London Times. It was 
first cut by the Monotype Corporation and 
then produced by Linotype. Times Roman 
was an immediate success, hailed not only 
as the perfect newspaper typeface but also as 
the most important type design of the twen¬ 
tieth century. Since then designers have 
found that Times Roman makes an excel¬ 
lent typeface for any job. It is compact, 
attractive, and legible. Furthermore, 
because of its rather large x-height. Times 
Roman sets exceptionally well in the 
smaller type sizes. 

GRAPHIC SYSTEMS GENEVA 

Helvetica 
Helvetica is, without a doubt, the most 
widely used sans serif typeface today. It 
was conceived by Edouard Hoffman and 
drawn by Max Miedinger in 1957 for the 
Haas type foundry in Switzerland and 
introduced to the United States in the early 
sixties. Its popularity has increased ever 
since. Helvetica, with its large x-height and 
clean design, is a very legible typeface, 
even in the smaller type sizes. The 
Helvetica type family is one of the largest, 
offering the designer a wide choice of type 
styles ranging from light to extrabold and 
condensed to extended. 

GRAPHIC SYSTEMS LONDON ROMAN 
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(Typefaces continued) 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor 
Lardent in 1932 for the London Times. It was 
first cut by the Monotype Corporation and 
then produced by Linotype. Times Roman 
was an immediate success, hailed not only as 
the perfect newspaper typeface but also as the 
most important type design of the twentieth 
century. Since then designers have found that 
Times Roman makes an excellent typeface 
for any job. It is compact, attractive, and leg¬ 
ible. Furthermore, because of its rather large 
x-height. Times Romaa sets exceptionally 
well in the smaller type sizes. 

HARRIS TIMES ROMAN 

Helvetica 
Helvetica is, without doubt, the most 
widely used sans serif typeface today. It 
was conceived by Edouard Hoffman and 
drawn by Max Miedinger in 1957 for the 
Haas type foundry in Switzerland and in¬ 
troduced to the United States in the early 
sixties. Its popularity has increased ever 
since. Helvetica, with its large x-height 
and clean design, is a very legible type¬ 
face, even in the smaller type sizes. The 
Helvetica type family is one of the largest, 
offering the designer a wide choice of type 
styles ranging from light to extrabold and 
condensed to extended. 

HARRIS VEGA 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor Lar¬ 
dent in 1932 for the London Times. It was first 
cut by the Monotype Corporation and then 
produced by Linotype. Times Roman was an 
immediate success, hailed not only as the 
perfect newspaper typeface but also as the 
most important type design of the twentieth 
century. Since then designers have foimd that 
Times Roman makes an excellent typeface for 
any job. It is compact, attractive, and legible. 
Furthermore, because of its rather large x- 
height. Times Roman sets exceptionally well 
in the smaller type sizes. 

ITEKTR 55 

Helvetica 
Helvetica is, without doubt, the most 
widely used sans serif typeface today. 
It was conceived by Edouard Hoffman 
and drawn by Max Miedinger in 1957 
for the Haas type foundry in Switzer¬ 
land and introduced to the United 
States in the early sixties. Its popularity 
has increased ever since. Helvetica, 
with its large x-height and clean de¬ 
sign, is a very legible typeface, even in 
the smaller type sizes. The Helvetica 
type family is one of the largest, offer¬ 
ing the designer a wide choice of type 
styles ranging from light to extraboid 
and condensed to extended. 

ITEK HE 55 
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Times Roman 
Times Roman, originally called the Times’ New 
Roman, is perhaps the most popular serifed 
typeface in use today. It was designed by Stanley 
Morison and drawn by Victor Lardent in 1932 for 
the London Times. It was first cut by the 
Monotype Corporation and then produced by 
Linotype. Times Roman was an immediate suc¬ 
cess, hailed not only as the perfect newspaper 
typeface but also as the most important type 
design of the twentieth century. Since then desig¬ 
ners have found that Times Roman makes an 
excellent typeface for any job. It is compact, 
attractive, and legible. Furthermore, because of 
its rather large x-height. Times Roman sets ex¬ 
ceptionally well in the smaller type sizes. 

MERGENTHALER LINOTYPE TIMES ROMAN 

Helvetica 
Helvetica is, without a doubt, the most widely 
used sans serif typeface today. It was con¬ 
ceived by Edouard Hoffman and drawn by 
Max Miedinger in 1957 for the Haas type 
foundry in Switzerland and introduced to the 
United States in the early sixties. Its popular¬ 
ity has increased ever since. Helvetica, with 
its large x-height and clean design, is a very 
legible typeface, even in the smaller type 
sizes. The Helvetica type family is one of the 
largest, offering the designer a wide choice 
of type styles ranging from light to extrabold 
and condensed to extended. 

MERGENTHALER LINOTYPE HELVETICA 

Times Roman 
Times Roman, originally called the Times’ 
New Roman, is perhaps the most popular 
serifed typeface in use today. It was designed 
by Stanley Morison and drawn by Victor Lar¬ 
dent in 1932 for the London Times. It was first 
cut by the Monotype Corporation and then 
produced by Linotype. Times Roman was an 
immediate success, hailed not only as the per¬ 
fect newspaper typeface but also as the most 
important type design of the twentieth cen¬ 
tury. Since then designers have found that 
Times Roman makes an excellent typeface for 
any job. It is compact, attractive, and legible. 
Furthermore, because of its rather large x- 
height. Times Roman sets exceptionally well 
in the smaller type sizes. 

VARITYPER TIMES ROMAN 

Helvetica 
Helvetica is, without doubt, the most 
widely used sans serif typeface today. It 
was conceived by Edouard Hoffman and 
drawn by Max Miedinger in 1957 for the 
Haas type foundry in Switzerland and in¬ 
troduced to the United States in the early 
sixties. Its popularity has increased ever 
since. Helvetica, with its large x-height 
and clean design, is a very legible type¬ 
face, even in the smaller type sizes. The 
Helvetica type family is one of the largest, 
offering the designer a wide choice of 
type styles ranging from light to extrabold 
and condensed to extended. 

VARITYPER MERGARON MEDIUM 
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Cross-Reference 
Chart 

This cross reference chart lists popular 
typefaces whose name varies depending on 
the manufacturer. Typefaces with a name 

used in common by all manufacturers are 

not listed. The chart is divided into two sec¬ 
tions; commercial typefaces, such as those 
used in publishing and advertising, and 
newspaper typefaces. The original name of 
the typeface is given in the left-hand column. 

AGFA 
TYPEFACES COMPUGRAPHIC ALPHATYPE HARRIS ITEK LINOTYPE VARITYPER 

BASKERVILLE BASKERVILLE BASKERLINE BASKERVILLE BK BASKERVILLE BASKERVILLE 

BODONI BODONI BODONI BODONI BO BODONI BODONI 

CALEDONIA CG CALIFORNIA CALEDO LAUREL CD CALEDONIA HIGHLAND 

CASLON CASLON CASLON CASLON CL CASLON CASLON 

CEN.TURY CENTURY CENTURY X CENTURY CE CENTURY CENTURY 
EXPANDED EXP EXPANDED EXPANDED EXPANDED 

CENTURY CENTURY CENTURY TEXT CENTURY CS CENTURY SCHOOLBOOK 
SCHOOLBOOK SCHOOLBOOK SCHOOLBOOK SCHOOLBOOK 

CLARENDON CLARENDON CLARENDON CLARIQUE CN CLARENDON CLARENDON 

COPPERPLATE COPPERPLATE COPPERPLATE GOTHIC GOTHIC NO. 31 CO COPPERPLATE COPPERPLATE 

FUTURA BOOK FUTURA BOOK ALPHATURA BOOK FUTURA BOOK FU 45 SPARTAN BOOK FUTURA BOOK 

FUTURA LIGHT FUTURA LIGHT ALPHATURA LIGHT FUTURA LIGHT FU35 SPARTAN LIGHT FUTURA LIGHT 

FUTURA MEDIUM FUTURA MEDIUM ALPHATURA MEDIUM FUTURA MEDIUM FU55 SPARTAN MEDIUM FUTURA MEDIUM 

FUTURA BOLD FUTURA BOLD ALPHATURA BOLD FUTURA BOLD FU75 SPARTAN BLACK FUTURA EXTRA BOLD 

GALLIARD GALLIARD GALLIARD GALAXY DEMI GL GALLIARD GALLIARD 

GARAMOND GARAMOND NEW GARAMOND GARAMOND GD GARAMOND GARAMOND 

HELVETICA CG TRIUMPIRATE CLARO VEGA HV HELVETICA ARISTOCRAT 

MELIOR CGMELLIZA URANUS MEDALLION ME MELIOR HANOVER 

NEWS GOTHIC NEWS GOTHIC NEWS GOTHIC NEWS GOTHIC NG TRADE GOTHIC NEWS GOTHIC 

OPTIMA CG OMEGA MUSICA ZENITH OP OPTIMA CHELMSFORD 

PALATINO CG PALACIO PATINA ELEGANTE PT PALATINO ANDOVER 

STYMIE STYMIE STYMIE CAIRO ST MEMPHIS STYMIE 

TIMES ROMAN TIMES NEW ROMAN NEW ENGLISH TIMES ROMAN TS TIMES ROMAN TIMES ROMAN 

UNIVERS UNIVERS VERSATILE GALAXY US UNIVERS UNIVERS 

Commercial typefaces. 
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AGFA 
TYPEFACES COMPUGRAPHIC ALPHATYPE HARRIS ITEK LINOTYPE VARITYPER 

AURORA NEWS NO. 2 REGAL AURORA EMPORA 

BODONI BOLD BODONIBOLD BODONI BOLD BO BODONI BOLD BODONI BOLD 

CORONA NEWS NO. 3 KORONNA ROYAL CR CORONA CROWN 

EXCELSIOR NEWS NO. 14 LEAGUE TEXT REGAL BERLIN EX EXCELSIOR CAMELOT 

IMPERIAL NEWS NO. 4 IMPERIAL 

IONIC DORIC NEWS TEXT MEDIUM IONIC NO. 5 10 IONIC NO. 5 

REGAL REGAL RG EMPIRA 

REX NEWS NO. 10 REX 

ROYAL NEWS NO. 13 ROYAL 

SPARTAN ALPHATURA TECHNO BOOK FUTURA FUTURA COND. 
BOOK/AGATE BOOK 

Newspaper typefaces. 
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Fonts 

Type fonts vary from system to system, both 

in the number and variety of characters 

available. The number of characters on a 
font is usually between 86 and 150, depend¬ 

ing on the system. 
All standard fonts have certain characters 

in common: a complete alphabet of upper¬ 

case and lowercase characters, figures 1 
through 0, and the usual punctuation marks. 
Others have in addition small caps, liga¬ 

tures, foreign accents, etc. 
However, a font does not always carry the 

particular characters you may need. For 

example, the basic punctuation marks may 

be on the roman font, while other characters, 

like the percentage mark and mathematical 
symbols, are on the italic font. But because 
the roman and italic fonts are generally on- 

machine at the same time, you should have 

all the characters you require. 

Note: Some manufacturers have more than 

one font for a given typeface. For example, 

they may have a book format font, suitable 

for publishing, and a job format font, suitable 

for general typesetting. 

ABCDEFGHIJKLMNOPQR 
STUVWXYZ&1234567890$(P 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

fi fl ff ffi ffl 

>/8'/4y8^/2y8y4 78 

-I -k = /£%#"' -f I § ° * 

1234567890$#® ©TM 

ABCDEFGHIJKLMNOPQR 
STUVWXYZ&1234567890$e 

abcdefghijklmnopqrstuvwxyz 

-?!()[] 

1234567890$C: 

+x=/£%#@'"-|-T§o * 

JOB FORMAT 

BOOK FORMAT 

Two standard fonts from the same manufacturer. 
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ABCDEFGHIJKLMNOPQR 
STUVWXYZ&l 234567890$ 

abcdefghijklmnopqrstuvwxyz 

ViViVA'¥i'¥\y%y%V%Y% 

?![]() 
_I ©/* 

ABCDEFGHIJKLMNOPQR 
STUVWXYZ&1234567890$ 

ABCDCEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghij klmnopqrstuvwxyz 

fi fl ff ffi ffl 

v% VAy&ViViVA'ViV'iVd 

. ? ! [] () 

-tt§@ 

Two standard fonts from different manufacturers. 



Pi Fonts 

The designer may have occasion to use 

special characters not included on the 

standard font. These characters, or "sorts," 
are often available on special fonts called 

pi fonts. 
It is not always necessary to buy a com¬ 

plete pi font in order to set a few special 
characters. Some systems have fonts de¬ 

signed with blank spaces that allow for the 
insertion of individual pi characters 
(available from the manufacturer). In some 

cases, original art (logos, trademarks, etc.), 
can be adapted for on-machine use. 
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Mixing Typefaces 

There are few jobs that do not involve a 

change of typeface or typestyle, even if it is 
only from roman to italic. 

There are two factors to consider when 
mixing typefaces on a particular piece of 
equipment: the font-carrying capacity of the 

system and how font changes are made. 
The font-carrying capacity dictates the 

number of typefaces that can be mixed with¬ 
out changing fonts; the font-changing sys¬ 
tem dictates whether font changes are 
achieved by keyboard command (automat¬ 

ic) or by hand (manual). 

However, just because a machine holds 
multiple fonts and changes them automati¬ 

cally, do not assume that it is practical or 

economical to mix a lot of typefaces. 
Changes require extra keystrokes and 

slow down the typesetting operation. Also, 

there is a limit to how much typeface mix¬ 
ing one can do and still have legible copy 

that is inviting to read. 

TYPE ALIGNMENT 
If you mix typefaces it is obviously important 
that the characters align along a common 
baseline. All typesetting machines to¬ 
day produce base-aligned type no matter 

what typeface (or size) is being set. If, 

however, you wish to align the type along a 
top or center line, some machines also 

have this capability—although it may be less 

expensive to do it by hand. 

Note: Just because typefaces have the 
same point size does not necessarily mean 
that they have the same x-height or cap- 

height. In other words, different typefaces of 

the same point size may vary considerably in 

actual size. So when mixing typefaces, you 
may also have to mix point sizes if you wish 

to have all the type appear the same size. 

Typestyle change from roman to italic to bold. 

Typeface change from Traide Gothic Light to Century Expanded to Souvenir. 
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’"ALIGNING 

“"'"ALIGNING 

BOTTOM OR BASE ALIGNING 
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Choosing Typefaces 

With such a wide selection of typefaces, 
choosing the “right" one can be difficult. To 

help make the process a little simpler, con¬ 
sider your selection in terms of the following: 

esthetics, appropriateness, legibility, and 
readability. 
Esthetics. Choose a typeface that appeals 
to you. If you are not familiar with the various 
typefaces available, choose one from the 

cross-reference chart on page 36. These are 

all popular, well-designed typefaces. Work 
with a small number of typefaces until you 
are thoroughly familiar and comfortable with 

them. You may find, like most designers, that 
you prefer to continue to work with a limited 

number of typefaces. 

Appropriateness. The typeface you 
choose will depend to a great extent on the 
product and on the audience. Typefaces 
have personalities and the one you choose 

should be appropriate: it should comple¬ 

ment the product and be acceptable to the 
audience. 

Another factor to consider is the length of 

the copy to be set: an ornate typeface, which 
might be appropriate for one or two words, 
may be inappropriate for a block of text. 
Legibility. It is not enough that a typeface be 

esthetically pleasing, it must also be legible. 

Sometimes legibility is simply a question of 

type size and can be improved by setting the 

job in a larger type size. More often it is a 
question of typeface design: some type¬ 

faces are just easier to read than others. 
Legibility is a very personal matter and it is 

not always possible to please everyone. The 

typefaces people consider the most legible 
are the ones they are most familiar with. 

For example, there is an ongoing con¬ 
troversy over whether serif typefaces are 

more legible than sans serif typefaces. Un¬ 
fortunately, there is no simple answer; so 

much depends on personal preference and 

reading habits. Therefore, before you decide 
on a typeface it may be a good idea to check 

American Typewriter 
Baskerville 
Bouhous Demi 
Bembo 

Bodoni 

Caledonia 

Caslon 540 

Century Expanded 

Clarendon 
Cooper Black 

Eurostyle 
Garamond No. 3 

Garamond Ultra 

Gill Sans 

Helvetica 
Korinna 

Melior 

Memphis Light 
Optima 
Palatino 
Serif Gothic 
Souvenir 
Tiffany Medium 

Times Roman 

Trade Gothic 
Univers 55 

A sampling of well-designed, popular typefaces. 
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with the client in case there is a strong 

preference for any particular one. If there 

is none, use your own good taste and 

judgment. 

Readability. Readability is different from 

legibility; it involves not only the typeface, but 

how it is set—the size, measure, margins, 

gutters, choice of paper, etc. In other words, 

everything that makes reading a pleasure. 

You might say that while legibility depends 

on typeface and type size, readability is 

based on the total design. 

Legibility can often be improved by set¬ 

ting a job in a larger type size. Sometimes, 

however, you may find it necessary to 

choose another typeface. 

Legibility can often be improved by 

setting a job in a larger type size. 

Sometimes, however, you may find 

it necessary to choose another 

typeface. 

Legibility can often be improved by 
setting a job in a larger type size. 
Sometimes, however, you may find 
it necessary to choose another 
typeface. 

Readability involves not only the typeface, but how it is set size, measure, margins, etc. 

Readability 

involves 

not only the 

typeface, but 

how it is set 

size, measure, 

margins, etc. 
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Type Sizes 

How the type is set can affect the quality. 
Some typesetting machines set type from 

approximately 5 through 36 point, covering 
all the text sizes and the more popular dis¬ 

play sizes. Others can set all sizes. 
A number of machines are also capable 

of setting text type in half-sizes, 5V2, 6V2, 
7V2, 8'/2, etc., which is useful for tight jobs 

that have lengthy copy and limited space. 

5- poinf type_ 

6- poinl type_ 
7- poinl type 
8- point type_ 
^point type_ 
10- pointtype 

11- point type 
12- point type 
14-point type 

The most commonly used text sizes. 

Some phototypesetting systems are also capable of setting text type in half- 
sizes 

Some phototypesetting systems are capable of setting text type in 
half-sizes 

Some phototypesetting systems are capable of setting text type 
in half-sizes. 

Some phototypesettihg systems are capable of setting text 
type in half-sizes. 

Some phototypesetting systems are capable of setting 
text type in half-sizes. 

Some phototypesetting systems are capable of set¬ 
ting text type in half-sizes. 

Some phototypesetting systems are capable of 
setting text type in half-sizes. 

Some phototypesetting systems are capable 
of setting text type in half-sizes. 

Some phototypesetting systems are capa¬ 
ble of setting text type in half-sizes. 

5-point through 9-point type set in half-point increments. 
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16-point type 
18-point type_ 
20-point type_ 
24-point type_ 
30-point type_ 
36-point type 
42-point type 
48-point type 
60-point type 
72-point type 
The most commonly used display sizes. 



Specifying Type 
in Inches 
There are times when the designer may find 

it convenient to specify type in inches rather 
than points. In this case the cap height, 
specified in inches, determines the type size. 

When the word to be set is all lowercase, the 
lowercase x-height determines the type size. 
Note however that type specified for one 

inch is not 72-point type, even though 72 
points eguals one inch. (See X-Height on 
page 12.) 

Another method of specifying display type 

is to ignore the type size altogether and 

specify, in inches, the length of the word to 
be set. In this case, the typesetter will set 

the word as close to the specified size as 

possible and make any final adjustments 
by enlarging or reducing the type. There is 

usually an additional charge for this kind of 

service. 
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How Type Size 
Affects Quality 
To understand how type size affects quality 
you must first understand that large type 

sizes are not simply small type sizes that 

have been enlarged. 
Traditionally, typeface designers made 

separate drawings for each type size. Incor¬ 

porated into each drawing were subtle ad¬ 
justments; the smaller type sizes were more 

extended, the counters more open, their 
strokes finer, and there was comparatively 
more space between each letter. Larger 

sizes were similarly adjusted. In this way 

the type designer was able to insure that 

a typeface would retain the same “look" 

throughout the entire range of type sizes. 

Today it is too expensive to make sepa¬ 
rate drawings for every type size; manu¬ 

facturers try to attain the highest level of 

quality with the fewest possible drawings. 
This means that a master drawing is made 

at a specific size and then reduced or en¬ 

larged to create other sizes. This is satis¬ 

factory providing the amount of reduction 

or enlargement is not so great as to intro¬ 

duce distortions. 
The same applies to setting type. If a 

single font is used for setting too wide a 

range of sizes there may be distortions— 

especially in the very small and very large 

type sizes. Typical distortions are fuzzy let¬ 
ters, uneven weight, and poor letterspacing. 

A particular problem with the larger type 

sizes is letterspacing that is too loose. To 
correct this, some machines have a “white 

space reduction” program that automatically 

tightens up the space between characters. 
If you are planning a job that involves a 

wide range of type sizes and you are not 

familiar with the equipment, have samples 

set to make sure the quality is satisfactory. 

.Qt 

A typeface by Compugraphic called Holland Seminar. Like all typefaces, it 
was originally drawn oversize (250 point) but is reproduced here at approxi¬ 
mately one third size. The above characters were chosen to show all the basic 
elements: ascenders, descenders, thick and thin strikes, x-height, cap height, 
etc. 
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Typography 

6-POINT TYPE 

Typography 
6-POINT TYPE ENLARGED TO 24-POlNT 

Too great an enlargement leads to fuzzy letters, 
uneven weight, and poor letterspacing. 

Typography 
TRUE 24-POINT TYPE 

Notice the difference between the 6-point type 
when enlarged to 24-point and true 24-point type. 



How X-Height 
Affects Size 
The x-height is the height of the lowercase 

letter exclusive of ascenders and descend¬ 

ers. Although the x-height is not a unit of 
measurement, it is significant because it 

conveys the visual impact of the type size. In 
other words, typefaces of the same point 
size may appear smaller or larger because 

of the difference in their x-heights. 
The three type samples shown on this 

page are all 10 point, yet notice how much 

larger the Helvetica appears in relation to the 

Garamond. One of the advantages of type¬ 

faces with large x-heights is that you can 
use a smaller size without sacrificing legibil¬ 

ity or readability. 
Typefaces with large x-heights generally 

require more linespacing than those with 

small x-heights. 

Three typefaces that have the same point size but different x-heights. 

52 



The x-height is the height of the lowercase 

letter exclusive of ascenders and descenders. 

Although the x-height is not a unit of mea¬ 

surement, it is significant because it conveys 

the visual impact of the type size. In other 

words, typefaces of the same point size may 

appear smaller or larger because of the dif¬ 

ference in their x-heights. 

The three type samples shown on this 

page are all 10 point, yet notice how much 

larger the Helvetica appears in relation to 

the others. One of the advantages of 

typefaces with large x-heights is that you can 

use a smaller size without sacrificing legibil¬ 

ity or readability. 

Typefaces with large x-heights generally 

require more linespacing than those with 

small x-heights. 

10/12 GARAMOND 

The x-height is the height of the lower¬ 

case letter exclusive of ascenders and 

descenders. Although the x-height is not 

a unit of measurement, it is significant 

because it conveys the visual impact 

of the type size. In other words, type¬ 

faces of the same point size may appear 

smaller or larger because of the differ¬ 

ence in their x-heights. 

The three type samples shown on this 

page are all 10 point, yet notice how 

much larger the Helvetica appears in 

relation to the others. One of the advan¬ 

tages of typefaces with large x-heights is 

that you can use a smaller size without 

sacrificing legibility or readabihty. 

Typefaces with large x-heights gener¬ 

ally require more linespacing than those 

with small x-heights. 

10/12 BODONI 

The x-height is the height of the lower¬ 
case letter exclusive of ascenders and 
descenders. Although the x-height is 
not a unit of measurement, it is signifi¬ 
cant because it conveys the visual im¬ 
pact of the type size. In other words, 
typefaces of the same point size may 
appear smaller or larger because of the 
difference in their x-heights. 

The three type samples shown on 
this page are all 10 point, yet notice how 
much larger the Helvetica appears 
in relation to the others. One of the ad¬ 
vantages of typefaces with large 
x-heights is that you can use a smaller 
size without sacrificing legibility or 
readability. 

Typefaces with large x-heights gen¬ 
erally require more linespacing than 
those with small x-heights. 

10/12 HELVETICA 
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Note: When mixing type sizes, make sure 
there is enough linespacing so that the larger 

type does not overlap adjacent lines. 

Mixing Type Sizes 

Type sizes, like typefaces, can be mixed 
on-machine and have all the type align on a 

common baseline. 

The method of changing sizes varies 

with the system and may involve either a font 
change or a lens change. On some sys¬ 

tems font and lens changes are automatic 

(keyboard controlled), on others the font 

change is manual. Automatic changes 
are faster, more efficient, and usually less 

expensive. If the system with which you are 

working makes changes manually, try to limit 

the number of changes. 

Type size chonge from 12 point to 14 point to 18 point to 24 point. 

When mixing type sizes, moke 

sure there is enough linespocing 

so that the larger type does 

not overlop odjocent lines. 
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Mixing Type Sizes 
and Typefaces 
There are times when you may wish to mix 

type sizes as well as typefaces. This is 

possible, but keep in mind that the number 

of typefaces you can economically mix is 

dictated by the font-carrying capacity of 

the typesetting machine. Also, if font 

changes are made manually rather than 

automatically, they can be expensive. Too 

much mixing can be disastrous (see p. 91). 

Mixing typ6 SiZ6S ancj typefaces. 

• How mony typefaces 
con you mix economically? 

^^0 If depends on fhe font- 
carrying capacity of fhe typesetting 
machine. 
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Choosing Type Sizes 

In choosing the type size, a number of fac¬ 

tors should be considered in addition to the 
designer's personal esthetic judgment: 

typeface, audience, copy, position, to name 
a few. 

Typeface. As you know, it is the x-height and 

not the point size that determines the visual 

size of the type. Therefore, you should be 

more concerned with the visual size and 
legibility of a typeface than with its point size. 

Audience. It helps to know the audience 

before you choose the type size. For exam¬ 
ple, if the audience is very young or very old 

you will need a larger type size than if the 

audience is of a median age. 
Copy. If the copy is lengthy and must fit into a 

small space, choose a typeface that is small 

(in point size) yet legible (large x-height). It 

also helps if the typeface is slightly con¬ 
densed, which will allow for more characters 

per line. 
Position. Position is particularly important 

when choosing the size of display type, be¬ 

cause its purpose is to capture the reader’s 
attention. This does not necessarily mean 

however that display type must be large. 
Small type, usually bolder, surrounded by 

space or printed in a second color, can also 

be effective. 

Typeface. It is the x-height and not the point 

size of a typeface that determines the visual 

size of the type. Therefore, when choosing a 

type size you should be more concerned with 

its visual size and legibility than its point 

size. 

Typeface. It is the x-height and not the 

point size of a typeface that determines 

the visual size of the type. Therefore, 

when choosing a type size you should be 

more concerned with its visual size and 

legibUity than its point size. 

Typeface. It is the x-height and not the 
point size of a typeface that determines 
the visual size of the type. Therefore, 
when choosing a type size you should 
be more concerned with its visual size 
and legibility than its point size. 

Three typefaces with the same point size but 
different x-heights. 

Audience. You should consider the au¬ 
dience before you choose the type size. 
If your readers are of median age, the 
job can probably be set in 10- or 11- 
point type; if they are younger or older 
you may want to consider 12- or 14- 
point type, or even larger. 

Audience. You should consider the 
audience before you choose the 
type size. If your readers are of 
median age, the job can probably be 
set in 10- or 11-point type; if they 
are younger or older you may want 

to consider 12- or 14-point type, or 
even larger. 

Audience. You should consider 
the audience before you choose 
the type size. If your readers 
are of median age, the job can 
probably be set in 10- or 11- 
point type; if they are younger 
or older you may want to con¬ 
sider 12- or 14-point type, or 
even larger. 

The same copy set in 10-, 12-, and 14-point type. 
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Copy. If copy must fit into a small space, choose a 
typeface that is small in point size and large in 
x-height. It may also help if the typeface is slightly 
condensed, which will allow for more characters per 
line. 

ASTER 

Copy. If copy must fit into a small space, choose a 
typeface that is small in point size and large in x-height. It 
may also help if the typeface is slightly condensed, which 
will allow for more characters per line. 

TRADE GOTHIC 

Copy. If copy must fit into a small space, choose a typeface 

that is small in point size and large in x-height. It may also help 
if the typeface is slightly condensed, which will allow for more 
characters per line. 

HELVETICA CONDENSED 

Copy. If copy must fit into a small space, choose a 
typeface that is small in point size and large in 
x-height. It may also help If the typeface is slightly 
condensed, which will allow for more characters per 
line. 

AVANT GARDE GOTHIC BOOK 

POSITION. This is particularly impor¬ 
tant when considering the size of dis¬ 
play type, because the purpose of 
display type is to capture the reader’s 
attention. 

POSITION 

This is particularly important when 
considering the size of display type, 
because the purpose of display type is 
to capture the reader’s attention. 

POSITION This is particularly important when 
considering the size of display type, 
because the purpose of display type is 
to capture the reader’s attention. 

A display head set in a variety of positions. 

Copy. If copy must fit into a small space, choose a 
typeface that is small in point size and large in x-height. 
It may also help if the typeface is slightly condensed, 
which will allow for more characters per line. 

CENTURY EXPANDED 

Five typefaces that remain legible when set in 
small sizes. 



Letterspacing 

The term letterspacing refers to the space 
between letters. By adjusting this space it is 

possible to improve legibility, control the 
amount of space copy will occupy, and 

change the “color" of the printed piece. 
Letterspacing is measured in units and 

half-units, depending on the system. (Some 

typesetting systems can also let- 

terspace in points and fractions of points.) 
However, unless you are very familiar with a 

particular piece of equipment and very com¬ 
fortable working with units, you may find it 
more convenient to specify letterspacing 

with the following general terms: normal, 
loose {or open), tight, and very tight Dis¬ 

play type may also be set touching. 
Normal letterspacing, as the name 

suggests, is the way the type comes off the 

machine, with no extra space added or de¬ 
leted. With loose letterspacing, space is 

added; with tight, very tight, and touching 

letterspacing, space is deleted. 
Letterspacing can be overall or selective. 

In overall letterspacing, all the letters are 

affected: in selective letterspacing, more 

commonly referred to as kerning, only cer¬ 

tain letter combinations are affected. (See 
Kerning on page 62.) 

Remember that adjusting the letter¬ 

spacing will affect the number of charac¬ 

ters that can be set to a given measure: the 
looser the setting, the fewer characters per 

line; the tighter the setting, the more charac¬ 
ters per line. 

Whatever letterspacing you choose, re¬ 

member to adjust the wordspacing propor¬ 

tionately. 

Note: As the wordspacing also has an effect 

on the overall color of the setting, the sam¬ 

ples on pages 58 and 60 have been set with 
normal wordspacing, while the samples on 

pages 59 and 61 have been set with tight 

wordspacing. 

By adjusting the letterspacing it is possible to improve legibility, 

control the amount of space copy will occupy, and change the color of 

the printed piece. Letterspacing is measured in units and half-units, 

depending on the system. However, unless you are very familiar with 

a particular piece of equipment and very comfortable working with 

units, you may find it more convenient to specify letterspacing with 

the following general terms: normal, loose, tight, and very tight. 

LOOSE LETTERSPACING ( + V2 UNIT) 

By adjusting the letterspacing it is possible to improve legibility, control the 

amount of space copy will occupy, and change the color of the printed piece. 

Letterspacing is measured in units and half-units, depending on the system. 

However, unless you are very familiar with a particular piece of equipment and 

very comfortable working with units, you may find it more convenient to 

specify letterspacing with the following general terms: normal, loose, tight, 

and very tight. 

NORMAL LETTERSPACING 

By adjusting the letterspacing it is possible to improve legibility, control the amount of 

space copy will occupy, and change the color of the printed piece. Letterspacing is 

measured in units and half-units, depending on the system. However, unless you are 

very familiar with a particular piece of equipment and very comfortable woridng with 

units, you may find it more convenient to specify letterspacing with the following 

general terms: normal, loose, tight, and very tight. 

TIGHT LETTERSPACING (-'/2 UNIT) 

By adjusting the letterspacing it is possible to irrpove legibility control the amount of ^race 

copy will occupy and change the color of the printed piece. Laier^pacing is measured in units 

aixl half-units, depending on the system. However, unless you are very familiar with a par¬ 

ticular piece of equipiment and very comfortable working with units, you may find it more 

convenient to specify letterspracing with the foUowing genaal terms: normal, loose, ti^L and 

very tight. 

VERY TIGHT LETTERSPACING (-1 UNIT) 

58 
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By adjusting the letterspacing it is possible to improve legibility, 

control the amount of space copy will occupy, and change the color of 
the printed piece. Letterspacing is measured in units and half-units, 

depending on the system. However, unless you are very familiar with 

a particular piece of equipment and very comfortable working with 
units, you may find it more convenient to specify letterspacing with the 

following general terms: normal, loose, tight, and very tight. 

LOOSE LETTERSPACING (+V2 UNIT) 

By adjusting the letterspacing it is possible to improve legibility, control the 

amount of space copy will occupy, and change the color of the printed piece. 
Letterspacing is measured in units and half-units, depending on the system. 
However, unless you are very familiar with a particular piece of equipment and 
very comfortable working with units, you may find it more convenient to specify 
letterspacing with the following general terms: normal, loose, tight, and very 

tight. 

NORMAL LETTERSPACING 

By adjusting the letterspacing it is possible to improve legibility, control the amount of 

space copy will occupy, and change the color of the printed piece. Letterspacing is 
measured in units and half-units, depending on the system. However, unless you are 

very famihar with a particular piece of equipment and very comfortable working with 
units, you may find it more convenient to specify letterspacing with the following 

general terms: normal, loose, tight, and very tight. 

TIGHT LETTERSPACING {-V2 UNIT) 

By adjusting the lefler^iadng it is possible to improve legibility control the amountof^iace copy 
wiDocxupy and diangette color of the printed peoe.Letta^Dadng is measured in units and 

half-units, dqpending cxi the system. However, unless you are vay familiar with aparticularpiece 
of eqqpn^taixi very comfortable working with units, youmayfinditmoreconvenientto 

^xcify letteispacing with the fdlowing genaal terms: normal, loose, ti^t, and very ti^t 

VERY TIGHT LETTERSPACING (-1 UNIT) 

10/12 Times Roman set with four styles of letterspacing and tight wordspacing. 



(Letterspacing continued) 

By adjusting the letterspacing it is possible to improve legibility, 
control the amount of space copy will occupy, and change the 
color of the printed piece. Letterspacing is measured in units and 
half-units, depending on the system. However, unless you are 
very familiar with a particular piece of equipment and very com¬ 
fortable working with units, you may find it more convenient to 
specify letterspacing with the following general terms: normal, 
loose, tight, and very tight. 

LOOSE LETTERSPACING ( + V2 UNIT) 

By adjusting the letterspacing it is possible to improve legibility, control 
the amount of space copy will occupy, and change the color of the printed 
piece. Letterspacing is measured in units and half-units, depending on 
the system. However, unless you are very familiar with a particular piece 
of equipment and very comfortable working with units, you may find it 
more convenient to specify letterspacing with the following general 
terms: normal, loose, tight, and very tight. 

NORMAL LETTERSPACING 

By adjusting the letterspacing it is possible to improve legibility, control the 
amount of space copy will occupy, and change the color of the printed piece. 
Letterspadng is measured in units and half-units, depending on the system. 
However, unless you are very familiar with a particular piece of equipment and 
very comfortable working with units, you may find it more convenient to specify 
letterspadng with the follo\Aring general terms: normal, loose, tight, and very 
tight. 

TIGHT LETTERSPACING (-V2 UNIT) 

By adjusting the letterspadng it is possible to improve legibility, control the amount of 
space copy will occupy, and change the color of the printed piece. Letterspadng is 
measured in units and half-units, depending on the system. However, unless you 
are very familiar with a particular piece of equipment and very comfortable volring 
with units, you may find it more convenient to specify letterspadng with the fdbwing 
general terms: normal, loose, tight, and very tight. 

VERY TIGHT LETTERSPACING (-1 UNIT) 

60 
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By adjusting the letterspacing it is possible to improve legibility, 
controltheamountof space copy will occupy, and change the 
color of the printed piece. Letterspacing is measured in units and 
half-units, depending on the system. However, unless you are 
veryfamiliarwithaparticularpieceofequipment and very com¬ 
fortable working with units, you may find it more convenient to 
specify letterspacing with the following general terms: normal, 
loose, tight, andverytight. 

LOOSE LETTERSPACING (+V2 UNIT) 

By adjusting the letterspacing it is possible to improve legibility, control the 
amount of space copy will occupy, and change the colorof the printed 
piece. Letterspacing is measured in units and half-units, depending on the 
system. However, unless you are veryfamiliarwithaparticular piece of 
equipment and very comfortable working with units, you mayfind it more 
convenient to specify letterspacing with the following general terms: 
normal, loose, tight, andverytight. 

NORMAL LETTERSPACING 

By adjusting the letterspacing it is possible to improve legibility, control the 
amount of space copy will occupy, and change the color of the printed piece. 
Letterspacing is measured in units and half-units, depending on the system. 
However, unless you are veryfamiliarwithaparticular piece of equipment and 
very comfortable working with units, you mayfind it more convenientto specify 
letterspacing with the following general terms: normal, loose, tight, and very 
tight. 

TIGHT LETTERSPACING (-V2 UNIT) 

By adjusting the letterspacing it is possible to improve legibility, control the amount of 
space copy will occupy, artocharige the color of the prirted piece. Letterspacing is 
measured in units and half-units, depending on the system. However, unless you are 
very familiar with a particular piece of equipment and very oomfotlable working with 
units, you mayfind it more convenientto spedly letterspacing with the following 
general terms: rxrrrrial, loose, tight, arid very tight 

VERY TIGHT LETTERSPACING (-1 UNIT) 

10/12 Helvetica with four styles of letterspacing and tight wordspacing. 



Kerning 

Selectively reducing the space between cer¬ 
tain characters, while leaving the rest of the 
setting the same, is called kerning. When 
used with care and good taste, kerning can 

greatly improve letterfit and the overall 
evenness and legibility of a line of type, 
especially display type. 

Certain letter combinations, such as Yo, 
Te, LY, YA, are generally improved by kern¬ 
ing. When set normally there is too much 
space between these particular letter com¬ 
binations compared with the space between 
adjacent letters. The amount of kerning 

needed will depend on a number of factors, 

such as the specific letter combinations, the 
typeface, and the overall letterspacing. 
(Even if the overall letterspacing is tight, 
kerning individual letter combinations may 

still be desirable.) 
If a particular job warrants it, the de¬ 

signer should specify kerning. Most type¬ 
setting systems have some kerning ability, 
ranging anywhere from a keyboard opera¬ 

tor deciding which characters should be 
kerned to a completely automatic kerning 
program. 

AV NORMAL LETTERSPACING / % V Te Yo Y. 

AV 
KERNED Mi UNIT # \ V Te Yo Y. 

AV KERNED 1 UNIT # » V Te Yo Y. 

AV KERNED 2 UNITS # \ V Te Yo Y. 

AV KERNED3 UNITS # % V Te Yo Y. 

AV KERNED4 UNITS # »V Te Yo Y. 

Letter combinations with various amounts of kerning. 
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Ty pography 
NORMAL LETTERSPACING 

Typography 
TIGHT LETTERSPACING AND KERNING 

AT AY AV AW Ay Av Aw A FA F f; TO TA Ta Te 

To Tl Tr Tu Ty Tw Ts Tc T T T; T; T- LT LY LV LW Ly 
L’ PA R P, VA Va Ve Vo Vi Vr Vu Vy V. V. V: V; V- RT 

RV RW RY Ry f ’ ff WA Wa We Wo Wi Wr Wu 
Wy W W W: W; W- 11 YA Ya Ye Yo Yi Yp Yq Yu 

Yv YY, Y: Y; Y- “’s't ” r’ re ro rr ru ry rw rg rcrq 

rh rm rn rx rz rv rt rf rd r. r, r- y. y, v. v, w. w, 

Characters that are generally Improved with kerning. 



Choosing 
Letterspacing 
There are no simple rules that govern let¬ 
terspacing; much depends on the typeface 
and the amount of copy, as well as on indi¬ 
vidual taste. However, there are some gen¬ 
eral guidelines that may help. Let's look at 
letterspacing as it relates to text and display 
type. 

TEXT TYPE 
The letterspacing you choose for text type 
will affect the “color” of the printed piece; the 
tighter the letterspacing, the blacker the lines 

of type; conversely, the looser the letterspac¬ 

ing, the grayer the lines of type. Since few 
people appreciate a gray, washed-out page, 

most jobs are set with either normal or tight 

letterspacing. 
The amount of letterspacing will depend 

very much on the typeface; condensed 
typefaces can be set tighter than regular or 

extended typefaces; display sizes can be set 
proportionately tighter than the very small 
text sizes, which require more space for 

maximum legibility. 
If you are uncertain about the letterspac¬ 

ing, it is a good idea to have a sample set 
before proceeding with the entire job. This 
way you can decide for yourself whether the 

amount of space added or deleted creates 

the desired effect. 
If you decide to use tight letterspacing, 

remember that there is a limit to how much 

space can be removed before the letters 
start to touch or overlap. Check the round 

letters first, such as the o’s and c’s; they will 

overlap before the straight letters, such as 

the i’s and I’s. 
Keep in mind also that decisions concern¬ 

ing letterspacing should not be made in 

terms of design alone. Type is meant to be 
read—if adjusting the letterspacing does not 
improve legibility, leave it alone. 

The letterspacing you choose will affeet 

the color of the printed piece; The 
tighter the letterspacing, the blacker the 

lines of type; conversely, the looser the 
letterspacing, the grayer the lines. 

10-POINT TYPE WITH VERY TIGHT LETTERSPACING 

The letterspacing you choose will 
affect the color of the printed 

piece: The tighter the letterspac¬ 
ing, the blacker the lines of type; 
conversely, the looser the let¬ 

terspacing, the grayer the lines. 

10-POINT TYPE WITH VERY LOOSE LETTERSPACING 

The amount of letterspacing will depend very 
much on the typeface: condensed typefaces 
can be set tighter than regular or extended 
typefaces. 

CONDENSED TYPE WITH TIGHT LETTERSPACING 

The amount of lettenspacing will 

depend very much on the typeface: 

condensed typefaces can be set 

tighter than regular or extended 

typefaces. 

EXTENDED TYPE WITH NORMAL LETTERSPACING 

Also, very small type sizes require more letterspacing 

for maximum legibility. 

7-POINT TYPE WITH NORMAL LETTERSPACING 

Schoolbook Hillbilly 
Rounded letters will touch before straight letters. 
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DISPLAY TYPE 
Because display type is generally large, any 

inconsistency in letterspacing will be obvi¬ 

ous and therefore distracting. This is seldom 

a problem with lowercase letters, as they are 

designed to fit together well; caps, however, 

are another matter. 

To achieve even letterspacing with caps 

you must open some letter combinations 

and tighten others. Knowing just how many 

units of space to add or delete can be a 

problem unless you are very familiar with 

both the typeface and the typesetting ma¬ 

chine. The best way to get the letterspacing 

you want is to make an accurate tracing, 

showing how you want each letter set. 

A simpler method, but not quite as accu¬ 

rate, is to use one of the following terms: 

normal, loose {or TV spacing), tight, very 
tight, and touching. If any adjustments are 

necessary they can be made in mechani¬ 
cals. 

Note: Poor letterspacing is more apt to 

occur when the type is set automatically. 

When the type is set manually, the operator 

can see the type as it is being set and is 

therefore able to control the letterspacing. 

TOUCHING Typogiaphy 

VERY TIGHT lypography 
TIGHT lypography 

NORMAL Typography 

LOOSE (OR TV SPACING) Typography 
Letterspacing guide. 
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Wordspacing 

The term wordspacing refers to the space 
between words, and like letlerspacing it is 
adjustable. The wordspacing you choose 
will affect the overall appearance of the 

printed piece, its legibility, and the amount of 
copy that will fit in a given space. 

Wordspacing is measured in units and can 
be specified by the designer. However, un¬ 
less you are very familiar with a particular 

typesetting system, do not specify word¬ 
spacing in units. There are many different 
typesetting systems, each using a differ¬ 
ent unit system, and what may be a 

desirable number of units of wordspacing for 

one system or typeface may not be for 

another. 
The best way to specify wordspacing is to 

use the terms normal, loose (or open), tight, 
and very tight. Here is a paragraph set in 
each of the four styles, with both normal and 

tight letterspacing, as a guide for future jobs. 

Note: As the letterspacing also has an effect 

on the overall color of the setting, the sam¬ 

ples on page 66 and 68 have been set with 

normal letterspacing, while the samples on 
pages 67 and 69 have been set with tight 
letterspacing. 

The wordspacing you choose will affect the overall appearance of 
the printed piece, its legibility, and the amount of copy that will fit 
in a given space. Wordspacing is measured in units and can be 
specified by the designer. However, unless you are very familiar 
with a particular phototypesetting system, you may find it more 
convenient to use the following general terms: normal, loose, tight, 
and very tight. 

LOOSE WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 
general terms; normal, loose, tight, and very tight. 

NORMAL WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 
general terms: normal, loose, tight, and very tight. 

TIGHT WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amountofcopy that will fit in a given 
space. Wordspacing is measured in units andean be specified by the 

designer. However, unlessyouare very familiar with a particular photo¬ 

typesetting system, you may find it more convenient to use the following 
general terms; normal, loose, tight, andverytight. 

VERY TIGHT WORDSPACING 

66 
11/12 Times Roman with four styles of wordspacing and normal letterspacing. 



The wordspacing you choose will affect the overall appearance of 
the printed piece, its legibility, and the amount of copy that will fit 
in a given space. Wordspacing is measured in units and can be 
specified by the designer. However, unless you are very familiar 
with a particular phototypesetting system, you may find it more 
convenient to use the following general terms: normal, loose, tight, 

and very tight. 

LOOSE WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units andean be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 

general terms: normal, loose, tight, and very tight. 

NORMAL WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 

general terms: normal, loose, tight, and very tight. 

TIGHT WORDSPACING 

The wordspacing you choose will affect the overall appearance of the printed 
piece, its legibility, andtheamountofcopythatwillfitinagiven space. 

Wordspacing is measured in units and can be specified by the designer. 
However, unless you are very familiar with aparticularphototypesetting 
system, you may find it more convenient to use the following general terms: 

normal, loose, tight, and very tight. 

VERY TIGHT WORDSPACING 

11112 Times Roman with four styles of wordspacing and tight letterspacing. 



(Wordspacing continued) 

The wordspacing you choose will affect the overall appearance of 
the printed piece, its legibility, and the amount of copy that will fit in 
a given space. Wordspacing is measured in units and can be 
specified by the designer. However, unless you are very familiar 
with a particular phototypesetting system, you may find it more con¬ 
venient to use the following general terms: normal, loose, tight, and 
very tight. 

LOOSE WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 
general terms; normal, loose, tight, and very tight. 

NORMAL WORDSPACING 

The wordspaci ng you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you mayfind it more convenient to use the following 
generalterms: normal, loose, tight, and verytight. 

TIGHT WORDSPACING 

The wordspacing youchoose will affecttheoverallappearanceofthe 
printed piece, itslegibility,andtheamount of copythatwillfitinagivenspace. 
Wordspacing is measured in units and can bespecified by the designer. 
However, unlessyou are very familiarwith a particular phototypesetting 
system, you mayfind it moreconvenientto usethefollowinggeneral terms: 
normal, loose, tight,andverytight. 

VERY TIGHT WORDSPACING 

68 10/12 Helvetica with four styles of wordspacing and normal letterspacing. 



The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a 
given space. Wordspacing is measured in units and can be specified 
by the designer. However, unless you are very familiar with a particu¬ 
lar phototypesetting system, you may find it more convenient to use 
the following general terms: normal, loose, tight, and very tight. 

LOOSE WORDSPACING- 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that will fit in a given 
space. Wordspacing is measured in units and can be specified by the 
designer. However, unless you are very familiar with a particular photo¬ 
typesetting system, you may find it more convenient to use the following 
general terms: normal, loose, tight, and very tight. 

NORMAL WORDSPACING 

The wordspacing you choose will affect the overall appearance of the 
printed piece, its legibility, and the amount of copy that willfit in agiven space. 
Wordspacing is measured in units and can be specified by the designer. 
However, unless you are veryfamiliar with aparticular phototypesetting 
system, you may find it more convenientto use the following general terms: 
normal, loose, tight, and very tight. 

TIGHT WORDSPACING 

Thewordspacingyouchoosewillaffecttheoverallappearanceofthe 
printed piece,itslegibility,andtheamountofcopythatwillfitinagivenspace. 
Wordspacingismeasuredinunits andean bespecifiedbythedesigner. 
However, unlessyouareveryfamiliarwithaparticularphototypesetting 
system, youmayfind it moreconvenienttousethefollowinggeneralterms: 
normal, loose,tight, and verytight. 

VERY TIGHT WORDSPACING 

10/12 Helvetica with four styles of wordspacing and tight letterspacing. 



Wordspacing and 
Type Arrangement 
Any discussion of wordspacing must take 

into consideration how lines of type are 
set on the page; that is, type arrange¬ 
ment. There are four basic ways to set 

type: justified, unjustified, centered, and 
asymmetrical or random. 

JUSTIFIED 
Type set with all lines the same length and 
aligning on both the left and the right is re¬ 
ferred to as justified type. It is the most 
widely used typesetting method, especially 

for newspapers, books, and magazines. 
To set lines of type equal in length—or 

justified—the space between words must be 
adjusted so each line will fill the entire mea¬ 
sure. Because the number of words in each 

line will vary, the wordspacing too will vary 
from line to line. This uneven wordspacing, 

necessary to justify lines of type, is not 
noticeable if the type is properly set. 

Because all the lines of justified type are 

the same length and the margins are even, a 
page of justified type assumes a quiet look. 
Justified type is recommended whenever 
the reading material is lengthy or space 
is a problem. As a general rule, copy set 

justified requires less space than unjustified. 

When setting justified type, you can con¬ 

trol the quality of the wordspacing by giving 
the typesetter specific guidelines, or param¬ 

eters, for the minimum and maximum 
acceptable wordspacing. 

The wider the parameters, the simpler the 

task of justifying lines, and so the quicker 

and therefore less expensive the process. 
Newspapers work with exceptionally wide 

parameters, because the object is to get the 

news out fast and inexpensively. So it is not 

unusual to see large spaces between words. 

Advertisers, on the other hand, work with 
very narrow parameters, making for slow, 

exacting, and expensive typesetting, but 
creating fine typography. 

Type set with all lines the same length and aligning 

on both the left and the right is referred to as jus¬ 

tified type. In order to make the lines equal, the 

wordspacing is adjusted so that each line fills the en¬ 

tire measure. Because the number of words in each 

lines varies, the wordspacing also varies from line to 

line. This uneven wordspacing, necessary to justify 

lines of type, is not noticeable if the type is properly 

set. 

Justified type is the most widely used type ar¬ 

rangement, especially for books, magazines, and 

newspapers. Because all the lines of type are the 

same length and the margins are even, a page of jus¬ 

tified type assumes a quiet look. 

Justified type with normal wordspacing. 
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Type set with all lines the same length and aligning on 

both the left and the right is referred to as justified 

type. In order to make the lines equal, the wordspac¬ 

ing is adjusted so that each line fills the entire measure. 

Because the number of words in each line varies, the 

wordspacing also varies from line to line. This uneven 

wordspacing, necessary to justify lines of type, is not 

noticeable if the type is properly set. 

Justified type is the most widely used type arrange¬ 

ment, especially for books, magazines, and news¬ 

papers. Because all the lines of type are the same 

length and the margins are even, a page of justified 

type assumes a quiet look. 

Justified type with tight wordspacing. 



(Wordspacing and Type 
Arrangement continued) 

UNJUSTIFIED 
Type set with lines of varying lengths, and 

even wordspacing, is referred to as unjus¬ 

tified type. If the lines of type align on the 
left they will be ragged on the right. This 
arrangement—which we have used in this 

book—is referred to as flush left, ragged 
right. Type can also be set flush right, rag¬ 
ged left. Unjustified type is the second most 
widely used typesetting method. A familiar 

example of an unjustified arrangement is a 
typewritten letter. 

There are three major advantages to un¬ 

justified type. First, the even wordspacing 
creates a uniform overall texture. Second, it 
is ideal for setting type in narrow columns, 

since no matter how narrow the column, the 

wordspacing will always be even. Third, it 
reduces hyphenation to a minimum since 

lines can run short or long and need not be 

broken in order to justify a line. 
With unjustified type, the ragged edge 

should create a pleasing silhouette. You can 

control the shape by specifying the shortest 
acceptable line (excluding "widows,” which 
are very short lines at the end of para¬ 

graphs). The type you are now reading is set 

to a 14-pica measure with a minimum line of 
12 picas. This means that all the lines fall 
between these two measures. 

Type set with lines of varying length, and 

even wordspacing, is referred to as unjus¬ 

tified type. If the lines of type align on the left 

they will be ragged on the right. This 

arrangement is referred to as flush left, ragged 

right. Type can also be set flush right, 

ragged left. There are three major advan¬ 

tages to unjustified type. First, the even 

wordspacing creates a uniform overall tex¬ 

ture. Second, it is ideal for setting type in 

narrow columns, and third, it reduces 

hyphenation to a minimum. Unjustified 

type is the second most widely used type 

arrangement. 

Unjustified type set flush left, ragged right. 

72 



Type set with lines of varying length, and 

even wordspacing, is referred to as 

unjustified type. If the lines of type align on the 

left they will be ragged on the right. This 

arrangement is referred to as flush left, ragged 

right. Type can also be set flush right, ragged 

left. There are three major advantages to 

unjustified type. First, the even wordspacing 

creates a uniform overall texture. Second, it is 

ideal for setting type in narrow columns, 

and third, it reduces hyphenation to a 

minimum. Unjustified type is the second 

most widely used type arrangement. 

Unjustified type set fiush right, ragged ieft. 



(Wordspacing and Type 
Arrangement continued) 

CENTERED 
Another way to arrange lines of type on a 
page is to center the lines so that both left 
and right margins are ragged. Centered 
type, like unjustified type, has even word¬ 
spacing, When using centered type, make 
sure the length of the lines varies enough 
to create an interesting silhouette. Once 
again, to control the shape of the set¬ 
ting, give the typesetter a minimum and 
maximum line length. 

Centered type is not recommended for 
lengthy copy. 

Another way to arrange lines of type is to center 

the lines on the page. Centered type, like unjustified type, 

has the advantage of even wordspacing. When using 

centered type, make sure the length of the lines varies 

enough to create an interesting silhouette. 

To control the shape of the setting, give the typesetter 

a minimum and maximum line length. Reading 

centered lines can be demanding, therefore centered type 

is better suited to small amounts of copy. 

Type set centered. 
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ASYMMETRICAL OR RANDOM 
In this arrangement, each line is laid out 

asymmetrically; that is, with no predictable 

pattern in length or placement. The simplest 

method of achieving this effect is to have the 

copy set with specified linebreaks and then 

arrange the lines yourself in mechanicals. 

There are no rules, and probably no two 

designers would break the lines in the same 

way. 

Asymmetrical arrangements can be 

visually interesting, but because they are dif¬ 

ficult to read they should be restricted to 

small amounts of copy. 

In this arrangement, the lines have no predictable 

pattern in length or placement. The simplest method of 

achieving this effect is to have the copy set with specified 

linebreaks and then arrange the lines yourself in 

mechanicals. There are no rules and probably no two 

designers would break the lines in the same 

place. Asymmetrical arrangements can be 

visually interesting, but because 

they are difficult to read they should be 

restricted to small amounts of copy. 

Type arranged asymmetrically. 
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Controlling 
Wordspacing 
The designer can do more to control word¬ 

spacing than just specify normal, loose, 
tight, and very tight. The designer can also 
control wordspacing through hyphenation, 
letterspacing, and line length. 
Hyphenation. By permitting hyphenation, 

the designer gives the typesetter the ulti¬ 
mate tool for controlling the quality of the 
wordspacing. For example, if a line is setting 
long, the typesetter can hyphenate the last 
word and turn the line over to maintain good 
wordspacing. If hyphenation is not permit¬ 

Hyphenation. This is the 

typesetter's ultimate tool for 

controlling the quality of the 
wordspacing. When setting 

justified type to a short 

measure, hyphenation is an 
absolute necessity. When 

setting unjustified type, 

hyphenation can be used to 

control the shape of the ragged 
edge. 

NO HYPHENATION, RESULTING IN POOR WORDSPACING 

ted, the entire last word would have to carry 
over and the line be justified by increasing 

the wordspacing. 
When setting justified type, especially to 

a narrow measure, hyphenation must be 
used to achieve better wordspacing. When 

setting unjustified type, hyphenation can be 
used to control line length and therefore the 

shape of the ragged edge. 
Avoid having consecutive lines end in 

hyphens; more than two in a row can be 
distracting—especially with justified type. 
(An exception may be justified type set to a 
short measure, in which case consecutive 

hyphens may be unavoidable.) 
Not only does hyphenation create better 

Hyphenation. This is the type¬ 

setter's ultimate tool for con¬ 

trolling the quality of the word¬ 

spacing. When setting justi¬ 

fied type to a short measure, 

hyphenation is an absolute 

necessity. When setting unjus¬ 

tified type, hyphenation can be 

used to control the shape of the 
ragged edge. 

GOOD WORDSPACING. BUT POOR HYPHENATION 

wordspacing, but it can also speed up the 
typesetting process, which in turn saves 

money. Therefore, the designer should con¬ 

sider hyphenation on all jobs. 
Letterspacing. Unsatisfactory wordspacing 

can be improved by adjusting the letter¬ 
spacing. For example, if the wordspacing in 

a line is too loose, the letterspacing can be 

increased throughout the line to create 
tighter wordspacing. Adjusting wordspacing 

through letterspacing is a common prac¬ 

tice with newspapers. Unfortunately, unless 

it is skillfully done, the additional letter¬ 
spacing can be more distracting than the 
uneven wordspacing it is meant to correct, 

which often goes unnoticed. 

Hyphenation. This is the type¬ 

setter's ultimate tool for con¬ 

trolling the quality of the 

wordspacing. When setting 

justified type to a short mea¬ 

sure, hyphenation is an abso¬ 

lute necessity. When setting 

unjustified type, hyphena¬ 

tion can be used to control the 

shape of the ragged edge. 

GOOD WORDSPACING AND GOOD HYPHENATION 
ACHIEVED BY RESETTING TYPE UNJUSTIFIED 
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Line Length. The length of a line is particu¬ 

larly important when setting justified type. 

Because a line is justified by distributing 

extra space between words, the more words 

per line, the less noticeable the extra space 

will be. Therefore, type set to a long measure 

produces more uniform wordspacing than 

type set to a short measure. Compare any 

book, with its wide columns, to a newspaper 

with its narrow columns; books have an even 

texture while newspapers often have white 

"rivers” of space running down the columns. 

If wordspacing is a problem and you can¬ 

not increase the line length, then consider 

setting the type unjustified, in which case the 

wordspacing can be controlled. 

Letterspacing. Unsatisfactory 

wordspacing can be improved 

by adjusting the letter spacing. 

For example, if the wordspac- 

woRDSPAciNGTOO LOOSE iiTg in cl line is too loose, 

the letterspacing can be in¬ 

creased throughout the line 

to create tighter wordspacing. 

Letterspacing. Unsatisfactory 

wordspacing can be improved 

by adjusting the letterspacing. 

For example, if the wordspac- 

WORDSPACING ADJUSTED BY LETTERSPACING ^ ^ ^ line iS tOO lOOSe, 

the letterspacing can be in¬ 

creased throughout the line to 

create tighter wordspacing. 

Line Length. The 

length of a line is par¬ 

ticularly important 

when setting justified 

type. Type set to a long 

measure produces 

more uniform word¬ 

spacing than type 

set to a short 

measure. 

Line Length. The length of a line is particularly important when 

setting justified type. Type set to a long measure produces more 

uniform wordspacing than type set to a short measure. 
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Choosing 
Wordspacing 
Although designers do not agree on the best 
amount of wordspacing for comfortable 
reading, they do agree that too much or too 
little can make reading difficult. Words 
placed too close together force the reader to 

work harder to distinguish one word from 
another. On the other hand, words placed 

too far apart leave white spaces which run 
down the page as “rivers" and disrupt the 
natural left-to-right movement of the eye. 

Wordspacing is also affected by the 
typeface, type size, and type arrangement 

you choose. For example, narrow, con¬ 
densed typefaces require less wordspacing 
than wide, extended typefaces, and small 
type sizes tend to be more readable if they 

have more generous wordspacing. 
Whatever the wordspacing, make sure it 

is consistent with the letterspacing; that is, if 

you choose tight wordspacing you will prob¬ 
ably want tight letterspacing too. The more 

consistent the wordspacing and letterspac¬ 

ing, the greater the legibility and the more 
esthetically pleasing the printed piece. 

If you are uncertain about the wordspac¬ 

ing, have samples set and choose the 
one you feel works best with your typeface, 
type size, and type arrangement. 

Toomuchortoolittlewordspac- 

ingcan make reading difficult. 

Words placed tooclose together 

forcethereadertoworkharderto 

distinguish one wordfrom 

another. Ontheotherhand, 

words placed toofarapartleave 

white spaces which rundown 

thepagesas"rivers"anddisrupt 

thenaturalmovementoftheeye 
fromlefttoright. 

VERY TIGHT WORDSPACING 

Too much or too little wordspac¬ 

ing can make reading difficult. 

Words placed too close together 

force the reader to work harder 

to distinguish one word from 

another. On the other hand, 

words placed too far apart leave 

white spaces which run down 

the pages as "rivers" and dis¬ 

rupt the natural movement of 

the eye from left to right. 

NORMAL WORDSPACING 

Too much or too little 

wordspacing can make read¬ 

ing difficult. Words placed 

too close together force the 

reader to work harder to 

distinguish one word from 

another. On the other hand, 

words placed too far apart 

leave white spaces which 

run down the pages as "riv¬ 

ers" and disrupt the natural 
movement of the eye from 
left to right. 

VERY LOOSE WORDSPACING 
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Wordspacing is also affected by the typeface and 
type size you choose. For example, narrow, 
condensed typefaces require less wordspacing 
than wide, extended typefaces, and small type 
sizes tend to be more readable if they have more 
generous wordspacing. 

TIGHT WORDSPACING 

Wordspacing is also affected 

by the typeface and type size 

you choose. For example, 

narrow, condensed typefaces 

require less wordspacing 

than wide, extended 

typefaces, and small type 

sizes tend to be more read¬ 

able if they have more gener¬ 

ous wordspacing. 

NORMAL WORDSPACING 

Small type sizes tend to be more readable if they have 

more generous wordspacing. 

NORMAL WORDSPACING 

Whatever wordspacing you 

choose, make sure it is con¬ 

sistent with the letterspacing. 

The more consistent the two, 

the greater the legibility and 

the more esthetically pleasing 

the printed piece. 

LOOSE WORDSPACING. TIGHT LETTERSPACING 

Whatever wordspacing you 

choose, make sure it is consis¬ 

tent with the letterspacing. 

The more consistent the two, 

the greater the legibility and 

the more esthetically pleasing 

the printed piece. 

TIGHT WORDSPACING. LOOSE LETTERSPACING 

Whatever wordspacing you 

choose, make sure it is consistent 

with the letterspacing. The more 

consistent the two, the greater 

the legibility and the more esthet¬ 

ically pleasing the printed piece. 

TIGHT WORDSPACING, TIGHT LETTERSPACING 
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Linespacing 

The term linespacing, also called leading, 

refers to the addition of space between lines 
of type; minus linespacing is the deletion of 

space from between the lines. If space is 
neither added nor deleted the type is said to 
be set solid. Linespacing is specified in 
points and sometimes half-points. 

On this page we have set a paragraph 
showing varying amounts of linespacing and 
minus linespacing. Use it as a guide, keep¬ 
ing in mind that the typeface you choose will 
have an effect on your decision. (See 

X-Height, page 12.) 

Linespacing, or leading, like word¬ 
spacing and letterspacing, can be 
used to improve legibility. Your choice 
of typeface, type size, and line length 
all aftect the amount of linespacing 
you will need. With so many factors 
involved, you can .see whv proper 
linespacing is more a matter of visual 
judgment than of mathematics. 

-1 POINT LINESPACING 

Linespacing, or leading, like word¬ 
spacing and letterspacing, can be 
used to improve legibility. Your choice 
of typeface, type size, and line length 
all affect the amount of linespacing 
you will need. With so many factors 
involved, you can see why proper 
linespacing is more a matter of visual 
judgment than of mathematics. 

SOLID 

Linespacing, or leading, like word¬ 

spacing and letterspacing, can be 

used to improve legibility. Your choice 

of typeface, type size, and line length 

all affect the amount of linespacing 
you will need. With so many factors 

involved, you can see why proper 

linespacing is more a matter of visual 
judgment than of mathematics. 

1 POINT LINESPACING 
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Linespacing, or leading, like word¬ 

spacing and letterspacing, can be 

used to improve legibility. Your choice 

of typeface, type size, and line length 

all affect the amount of linespacing 

you will need. With so many factors 

involved, you can see why proper 

linespacing is more a matter of visual 

judgment than of mathematics. 

2 POINTS LINESPACING 

Linespacing, or leading, like word¬ 

spacing and letterspacing, can be 

used to improve legibility. Your choice 

of typeface, type size, and line length 

all affect the amount of linespacing 

you will need. With so many factors 

involved, you can see why proper 

linespacing is more a matter of visual 

judgment than of mathematics. 

3 POINTS LINESPACING 

Linespacing, or leading, like word¬ 

spacing and letterspacing, can be 

used to improve legibility. Your choice 

of typeface, type size, and line length 

all affect the amount of linespacing 

you will need. With so many factors 

involved, you can see why proper 

linespacing is more a matter of visual 

judgment than of mathematics. 

4 POINTS LINESPACING 
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Specifying Linespacing 
as White Space 
When setting lines of display caps there may 

be times when you will want to bring the lines 

very close together. Rather than guess at the 
amount of minus linespacing required, sim¬ 
ply specify in points the desired amount of 
white space between lines. This method is 
not recommended when setting upper and 

lowercase type because the ascenders and 
descenders make it impossible to specify a 

fixed amount of space. (See Optical Line¬ 
spacing on page 84.) 

Another way to specify linespacing for 

display type is to indicate the overall depth 
and ask that the lines be equally spaced to fill 

the area. 

Note: Although most typographers prefer to 

work in points, white space can also be 

specified in fractions of an inch. 

WHEN SETTING 
DISPLAY CAPS, 
TIS 
TOS 
DESI 
WHr 

POSSIBLE 
PECIFY THE 
PED AMOUNT OF 
E SPACE 

BETWEEN LINES. 
Type set with 2 points white space between lines. 
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YOU CAN ALSO 

SPECIFY THE OVERALL 

DEPTH AND ASK 

THAT THE LINES BE 

EQUALLY SPACED 

TO FILL THE AREA. 
Type equally linespaced to fill area 3 inches deep. 
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Optical Linespacing 

There are times when setting lines of lower¬ 

case display type that the space between the 
lines will appear unequal even though the 
linespacing is consistent. The reason is that 

lines with many ascenders and descenders 

will appear to be closer together than lines 
that have only a few or none at all. To correct 
this you may wish to adjust the linespacing in 

mechanicals to make it optically equal. 

Another alternative is to set the lines in all 
caps, in which case the linespacing will be 
equal. 

Lines having many 
ascenders and 
descenders may 
appear closer 
together than lines 
having only a few 
or none at all. 

LINES SET 

IN ALL CAPS 

HAVE EQUAL 

LINESPACING. 
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Reverse Linespacing 

With machines that have reverse line¬ 

spacing (reverse leading) capabilities, the 

paper (or film) can move backward as well 

as forward. This means that a column of type 

can be set to a specified depth, then the 

paper can be backed up and a second col¬ 

umn set alongside the first. 

Reverse linespacing is ideal for jobs in¬ 

volving “area composition” such as page 

makeup, tabular work, indexes, complex 

equations, etc. By setting all the elements in 

position, the need for cutting and pasting (or 

stripping) is greatly reduced. For example, a 

typesetter can set two or more columns of 

type, put in a head and folio, and deliver 

camera-ready copy. Not only is reverse 

linespacing efficient, but it also uses less 

paper than normal single-column setting. 

Although reverse linespacing is com¬ 

pletely keyboard-controlled, making correc¬ 

tions can be complicated and expensive. A 

change in one column may affect sub¬ 

sequent columns. In many cases it may be 

more expedient and less expensive to set 

the job in single columns and position the 

elements yourself in mechanicals. 

Note: Not all systems having reverse line¬ 

spacing are the same; the amount possible, 

and the accuracy, will vary. 

Of the three major printing processes, 
offset lithography is the most recent. It is 
a highly refined form of lithography in¬ 
vented in 1799 by a German named 
Aloys Senefelder. Lithography, which 
means "stone-writing. " is based on the 
principle that water and grease do not 
mix. The image to be printed is drawn 
with a special grease crayon on a slab of 
highly polished limestone. The stone is 
then sponged with a solution of water, 
gum arabic. and acid. This solution is re¬ 
jected by the greasy image area and ab¬ 
sorbed by the non-image area. When the 
stone is inked, the opposite happens; the 
ink, which isgreasy, is accepted by the 
image area and rejected by the non-im¬ 
age area. To print the image, a sheet of 
paper is placed over the stone, pressure 
is applied, and the image is transferred 
to the paper. Properly prepared, a lith¬ 
ograph stone can produce hundreds of 
high-quality prints. 

All offset presses are of the rotary type 
and have three cylinders: a plate cylin¬ 
der. around which the printing plate is 
wrapped; a blanket cylinder, onto which 
the image isoffset; and an impression 
cylinder, which presses the paper 
against the blanket cylinder. 

In operation, the printing plate first 
comes into contact with dampening roll¬ 
ers, These wet the plate with a solution of 
water, gum arabic, and acid. This water 
solution is accepted by the non-image 
area and rejected by the image area. 
Next, the plate is inked. The ink. repelled 
by the water solution in the non-image 
area, is accepted only by the image area. 
The inked image is then transferred, or 
••offset." onto the blanket cylinder, 
which in turn transfers the image to the 
paper. 

The reason the image is offset onto the 
rubber blanket rather than printed 
directly on the paper is because the off¬ 
set plate is very delicate and the abra¬ 
siveness of the paper’s surface would 
cause damage. In addition to extending 
the life of the plate, the rubber blanket, 
because it is compressible and conforms 
to the slightest degree of texture on the 
paper'ssurface, makes it possible to 
print on rough papers. 

The commercial form of lithography is 
offset lithography, morecommonly 
known simply as "offset.” (Offset refers 
to the method of transferring the image 
from the plate to the paper, which we will 
discuss later.) In offset lithography the 

flat stone is replaced by a thin, flexible 
metal printing plate designed to wrap 
around a printing cylinder. 

The first step in making an offset plate 
is to "strip" both the line and halftone 
film negatives into their proper positions 
according to the mechanical. This 
makes up what is called a •flat." Before 
the actual offset plates are made, a pho¬ 
tographic paper proof is made from the 
flat that shows the client the exact posi¬ 
tion of the elements. These proofs are 
called by various names, reflecting their 
general color; Van Dykes, browns, sil¬ 
vers. blues, or salts. After the proof has 
been approved, the plate is made and 
the job printed- 

Offset plates are made photograph¬ 
ically. The plate, which may be alumi¬ 
num, stainless steel, or a specially proc¬ 
essed paper, is coated with 9 light- 
sensitive chemical similar to that used on 
photographic paper. The flat is brought 
into contact with the plate and exposed 
to a high-intensity light. The plate is then 
either processed by hand or put through 
an automatic processor where it is devel¬ 
oped and made press-ready. (That is. the 
plate is chemically treated so that the im¬ 
age area will reject the water solution 

A format that lends itself to reverse linespacing, or one-piece composition. 
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Choosing Linespacing 

Whether to set type solid or with linespacing 
is a matter of personal preference. There are 
no hard rules, but here are some guidelines 
that may help you decide. Keep in mind, 

however, that it should be the designer's 
goal to improve legibility and make reading 
more comfortable. 
Appearance. Linespacing affects the ap¬ 
pearance of the printed piece. The more 
white space between the lines, the grayer 
the block of type. Conversely, the less white 
space, the darker, or blacker, the printed 
piece will appear. 

Type Size. Average text sizes are usually set 

with one or two points of linespacing, al¬ 
though they can also be set solid or with 
minus linespacing if so desired. Smaller type 

sizes (5, 6, 7 point), however, generally re¬ 
quire linespacing to make them legible. 

(There are some typefaces specifically de¬ 
signed to set small and remain legible.) 
X-Height. Some typefaces, such as Hel¬ 
vetica and Century Expanded, have large 

x-heights and therefore have very little white 
space between lines when set solid. These 
typefaces require more linespacing to 
achieve the same effect than those with 

small x-heights, such as Futura and Gara- 
mond. (See page 48.) 

Line Length. When setting long lines (more 

than two-and-a-half times the alphabet 
length), extra linespacing is recommended. 

When long lines are set close there is a 

tendency on the part of the reader to read the 
same line twice. Increasing the linespacing 

helps prevent this. 
Copy. The amount of copy is significant. You 

can fit more copy into a given area if the type 

is set solid or with minus linespacing. This 
can be helpful on jobs where space is a 

problem, such as in classified ads and direc¬ 
tories. On the other hand, short copy can be 
made to fit a larger area by increasing the 

linespacing. 
The nature of the copy is also important; 

Appearance. Linespacing affects the ap¬ 
pearance of the printed piece. The 
more white space between the lines, 
the grayer the block of type. Conversely, 
the less white space, the blacker the 
printed piece will appear. 

SOLID 

Appearance. Linespacing affects the ap¬ 

pearance of the printed piece. The 

more white space between the lines, 

the grayer the block of type. Conversely, 

the less white space, the blacker the 

printed piece will appear. 

3 POINTS LINESPACING 

X-Height. Typefaces with large x-heights 
usually require more linespacing than those 
with small x-heights. 

10-POINT TYPE WITH LARGE X-HEIGHT. SET SOLID 

X-Height. Typefaces with large x-heights 

usually require more linespacing than those 
with small x-heights. 

10-POINT TYPE WITH SMALL X-HEIGHT. SET SOLID 

Type Size. Average type sizes can be set 
solid or with one or two points of linespac¬ 
ing. Smaller type sizes generally require 
some linespacing to make them legible. 

10-POINT TYPE. SET SOLID 

Type Size. Average type sizes can be set solid or with 

one or two points of linespacing. Smaller type sizes 

generally require some linespacing to make them 

legible. 

8-POINT TYPE WITH 2 POINTS LINESPACING 

Copy. You can fit more copy into a given 
area if the type is set solid. On the other 
hand, a small amount of copy can be made 
to fit a larger area by increasing the line¬ 
spacing. 

9-POINT TYPE, SET SOLID 

Copy. You can fit more copy into a given 

area if the type is set solid. On the other 

hand, a small amount of copy can be made 

to fit a larger area by increasing the line¬ 

spacing. 

9-POINT TYPE WITH 4 POINTS LINESPACING 
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for example, a directory can be set tighter 

than a novel, since it is used for reference 

and does not require sustained reading. 

Note: If your choice is minus linespacing, be 

aware that if too much space is removed 

from between the lines of type, the ascend¬ 

ers and descenders may overlap. Further¬ 

more, if corrections have to be made, the 

lines may be too close to permit a new line or 

word to be stripped in. In this case you may 

have to reset the entire paragraph or page in 

order to make one minor correction. 

Remember that linespacing, letterspac¬ 

ing, and wordspacing should all be compati¬ 

ble; for example, if the lines are close to¬ 

gether you may want to consider tight let- 
terspacing and wordspacing too. 

Line Length. Long lines require more 
linespacing than short or average 
lines. When long lines are set too 
close there is a tendency on the part 
of the reader to read the same line 
twice. 

10-POINT TYPE WITH 1 POINT LINESPACING 

Line Length. Long lines require more linespacing than short or average lines. 

When long lines are set too close there is a tendency on the part of the reader to 

read the same line twice. 

10-POINT TYPE WITH 3 POINTS LINESPACING 
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Line Length 

In general, the length of a line of type should 

be comfortable to read: too short and it 
breaks up words or phrases; too long and 
the reader must search for the beginning of 

each line, which can be fatiguing, especially 
if the copy is lengthy. 

From a design point of view, line length is 
dictated by such factors as type size and the 

amount of copy to be set. The larger the type 
size, the longer the measure can be. For 
example, a 30-pica line of 11-point type is 
easier to read than a 30-pica line of 6-point 
type. As to the amount of copy, most people 

don’t mind reading a reasonable amount set 
on a very short or very long measure, but 

they would be disturbed if they had to read a 

lengthy article or novel. 
If you are uncertain about line length, a 

good rule of thumb is to set the measure 
approximately one-and-a-half to two-and- 
a-half alphabets long. Studies have shown 
that lines having between 40 and 65 charac¬ 

ters are the most comfortable to read. 
Paper (or Film) Width. From a technical 

point of view, line length is limited by the 
typesetting machine—you cannot set 

a line longer than the width of the paper on 
the machine. Most systems accommodate 

two different sizes: a narrow roll for jobs set 

to a short measure and a wide roll for jobs set 
to a wide measure. The narrow roll is about 

3" wide and sets type up to 15 picas; the wide 

roll is about 8" wide and sets type up to 45 
picas. Most typographers have both sizes. 
(There are some machines capable of set¬ 

ting type wider than 45 picas by running it 
along the length of the paper rather than 

the width.) 

The length 

of a line 

should be 

comfortable 

to read: 

too short 

and it 

breaks up 

words or 

phrases; 

too long 

and the 

reader must 

search for the 

beginning of 

each line. 

The length of a line should be comfortable to read: too short and it breaks up words or phrases; too long 

and the reader must search for the beginning of each line. If you are uncertain about the length, a good 

rule of thumb is to set the measure approximately one-and-a-half to two-and-a-half alphabets long. 
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The length of a line should be comfortable to read: too short 
and it breaks up words or phrases; too long and the reader 
must search for the beginning of each line. If you are uncer¬ 
tain about the line length, a good rule of thumb is to set the 
measure approximately one-and-a-half to two-and-a-half al¬ 
phabets long. 

The length of a line should be comfortable to read: too short 

and it breaks up words or phrases; too long and the reader 

must search for the beginning of each line. If you are uncer¬ 

tain about the line length, a good rule of thumb is to set the 

measure approximately one-and-a-half to two-and-a-half al¬ 

phabets long. 

The length of a line should be comfortable to read: too short 

and it breaks up words or phrases; too long and the reader 
must search for. the beginning of each line. If you are uncer¬ 
tain about the line length, a good rule of thumb is to set the 
measure approximately one-and-a-half to two-and-a-half al¬ 

phabets long. 

The length of a line should be comfortable to read: too short 
and it breaks up words or phrases, too long and the reader 
must search for the beginning of each line. If you are uncer¬ 
tain about the line length, a good rule of thumb is to set the 
measure approximately one-and-a-half to two-and-a-half al¬ 
phabets long. 

A range of type sizes, set 50-60 characters per line. 



Creating Emphasis 

Very few jobs are set without some word or 
phrase requiring extra emphasis—this is 
especially true in advertising. 

There are a number of ways to create 
emphasis; the important thing is to deter¬ 

mine which words are to be emphasized and 
to what degree. Too much emphasis—or too 
many words emphasized in too many 
ways—can create an effect opposite from 

the one intended: the reader, instead of get¬ 
ting the message, will simply ignore it. 

In order to emphasize a word, you must 
make it different from the words surrounding 

it. This can be done by changing the type 
style, size, or weight, or by using a different 

typeface. (See Underscores on page 106.) 
The number of words and their position 

in the copy may affect how you choose to 

create emphasis: a single word buried in the 
middle of the copy will need more emphasis 
than a lengthy phrase at the beginning of a 
paragraph. 

Here are some ways to create emphasis: 

Type Style. By far the most common way of 
emphasizing a word is to change from 
roman to italic. Another possibility, although 
less common, is to change from roman to 

small caps. Unfortunately, most typeset¬ 

ting systems do not have true small 

caps (see page 100), so this method of 

creating emphasis is not too widely used. 

Type Size. A simple way to create empha¬ 

sis is to choose a larger size of the same 
typeface; the exact size will depend on the 
degree of emphasis you wish to create. The 

most common type size change is simply 
to switch from lowercase to all caps. One of 

the advantages of this particular solution is 
that it permits the typesetter to stay with the 

same font and lens. If you find all caps too 
assertive, consider setting the all-cap words 
one size smaller than the body text size. 

One of the problems with words set in 
all-caps is that they are more difficult to read 

than words set in lowercase. Therefore it is a 

Switching from roman to italic is probably the most 
common way to bring attention to a particular word or phrase. 
And because italic is the same size and weight as the roman text, 
it does not disturb the overall appearance of the printed page. 
Italic is a quiet way of attracting attention. 

Small caps offer another alternative. Like italic, small caps 
ARE unassertive; however, because they are small and there are 
no ascenders or descenders they can get lost unless set as 
Caps and Small Caps. 

Caps are more assertive than italic, in fact at times they border 
on a command: BUY THIS PRODUCT NOW! 

Next to italic, bold type is the most widely used for emphasis. 
Being a heavier version of the regular type, bold attracts more 
attention than either italic or caps. It is difficult to ignore 
words set in bold type! 
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good idea to use lowercase for lengthy copy 

and save caps for headlines, heads, lead- 

ins, and emphasizing words or short 

phrases in a body of copy. 

Type Weight. The best way to create em¬ 

phasis by weight is to stay with the same 

type size and change from regular to bold. It 

is also possible to change both weight and 

size by using bold caps or a larger type size. 

When used in small quantities, bold type 

can be very effective. However, when deal¬ 

ing with lengthy copy, consider whether the 

excessive blackness of the setting will affect 

legibility. 

Mixing Typefaces. When mixing typefaces 

try to choose a typeface that will afford some 

contrast with the text. A marked difference 

will make the effect look deliberate rather 

than accidental. For example, mixing Bodoni 

with Baskerville or Baskerville with Gara- 

mond will not provide sufficient type con¬ 

trast and might even create the impression 

that you have mistakenly used the wrong 
font. 

When mixing typefaces, keep in mind that 

just because typefaces are the same point 

size does not necessarily mean that they are 

the same physical size (see X-Height, page 

48). Therefore, to maintain a unity of size, 

you may have to mix point sizes. 

Creating emphasis is an important and integral part of design¬ 
ing and typesetting. Handled with taste 2ind good judgment it can 
help direct and inform the reader. When these qualities are 
lacking, or someone feels that every word is important and 
MUST BE EMPHASIZED in some way, then the printed page 
starts to look like a battlefield and BECOMES DIFFICULT 

TO READ! 
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Indicating Paragraphs 

When a paragraph changes, the reader 

must be made aware of the fact. This is done 
in a number of ways. The most common, and 
traditional, method is to start each new 
paragraph with an indent—usually a one-em 
indent. Larger indents can also be used, 
however, especially when type is set to a 
wide measure. 

Indents are not always necessary: para¬ 
graphs can also be separated with space— 
usually a half-line or full line. Using a full-line 
space has an advantage in that lines of type 
in adjacent columns will always align. 

It is also possible to use both indents and 
space: variations of this style are quite 
common with contemporary magazines, 

books, and advertising. 
Another method, quite common in Conti¬ 

nental Europe, is to use neither indent nor 
additional space between paragraphs. In 
this case the only indication that a new para¬ 
graph has been started is that the last line of 
the previous paragraph is usually shorter 
than the full measure. Although this may 
create a pleasing graphic effect, readability 
may be impaired. 

A more unusual method is the hanging 
indent. Here, the first line of the paragraph is 
set to the full measure and all the lines are 

indented. This is commonly used for dic¬ 
tionaries and other reference sources. 

Another possibility is the method used by 

early printers: all the paragraphs were run 
together to form a solid block of type and a 
typographic device indicated the start of 
each new paragraph. The traditional para¬ 

graph mark looks like this ^ , but any 

graphic device can be used. 

The most common method of indicating 
a paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. 

Paragraphs may also be separated by a 
half-line or a full-line space. Or a combina¬ 
tion of indent and space may be used. 

A more unusual method is the hang¬ 
ing indent where the first line is set to the 
full measure and all subsequent lines are 
indented. 

Another method is to use neither indent 
nor space. The only indication that a new 
paragraph has begun is that the previous line 
usually falls short of the full measure. 

Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

1 EM INDENT 

The most common method of indicat¬ 
ing a paragraph is to indent the opening line 
by a one-em space. Indents larger than one 
em may also be used. 

Paragraphs may also be separated by a 
half-line or a full-line space. Or a combina¬ 
tion of indent and space may be used. 

A more unusual method is the hang¬ 
ing indent, where the first line is set to the 
full measure and all subsequent lines are 
indented. 

Another method is to use neither indent 
nor space. The only indication that a new 
paragraph has begun is that the previous 
line usually falls short of the full measure. 

Still another possibility is to run the 
paragraphs together in a solid block of type, 
indicating the start of each paragraph with a 
typographic device. 

2-EM INDENT 
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The most common method of indicating a 
paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. 

Paragraphs may also be separated by a half¬ 
line or a full-line space. Or a combination of 
indent and space may be used. 

A more unusual method is the hanging 
indent, where the first line is set to the 
full measure and all subsequent lines are 
indented. 

Another method is to use neither indent nor 
space. The only indication that a new para¬ 
graph has begun is that the previous line 
usually falls short of the full measure. 

Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

V2-LINE SPACE 

The most common method of indicating a 
paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. 

Paragraphs may also be separated by a half¬ 
line or a full-line space. Or a combination of 
indent and space may be used. 

A more unusual method is the hanging 
indent, where the first line is set to the 
full measure and all subsequent lines are 
indented. 

Another method is to use neither indent nor 
space. The only indication that a new para¬ 
graph has begun is that the previous line 
usually falls short of the full measure. 

Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

1-LINE SPACE 
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(Indicating Paragraphs continued) 

The most common method of indicating 
a paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. 

Paragraphs may also be separated by a 
half-line or a full-line space. Or a combina¬ 
tion of indent and space may be used. 

A more unusual method is the hanging 
indent, where the first line is set to the 
full measure and all subsequent lines are 
indented. 

Another method is to use neither indent 
nor space. The only indication that a new 
paragraph has begun is that the previous line 
usually falls short of the full measure. 

Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

V2-LINE SPACE PLUS 1-EM INDENT 

The most common method of indicating a 
paragraph is to indent the opening line by 
a one-em space. Indents larger than one 
em may also be used. 

Paragraphs may also be separated by a half¬ 
line or a full-line space. Or a combination 
of indent and space may be used. 

A more unusual method is the hanging in¬ 
dent, where the first line is set to the full 
measure and all subsequent lines are in¬ 
dented. 

Another method is to use neither indent nor 
space. The only indication that a new 
paragraph has begun is that the previous 
line usually falls short of the full measure. 

Still another possibility is to run the para¬ 
graphs together in a solid block of type, 
indicating the start of each paragraph with 
a typographic device. 

HANGING INDENT 
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/ 

The most common method of indicating a 
paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. 
Paragraphs may also be separated by a half¬ 
line or a full-line space. Or a combination of 
indent and space may be used. 
A more unusual method is the hanging 
indent, where the first line is set to the 
full measure and all subsequent lines are 
indented. 
Another method is to use neither indent nor 
space. The only indication that a new para¬ 
graph has begun is that the previous line 
usually falls short of the full measure. 
Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

NO INDENT AND NO SPACE 

^The most common method of indicating a 
paragraph is to indent the opening line by a 
one-em space. Indents larger than one em 
may also be used. Q Paragraphs may also be 
separated by a half-line or a full-line space. 
Or a combination of indent and space may 
be used. ^ A more unusual method is the 
hanging indent, where the first line is set to 
the full measure and all subsequent lines are 
indented, f Another method is to use neither 
indent nor space. The only indication that a 
new paragraph has begun is that the previ¬ 
ous line usually falls short of the full measure. 
^ Still another possibility is to run the para¬ 
graphs together in a solid block of type, in¬ 
dicating the start of each paragraph with a 
typographic device. 

SOLID BLOCK WITH PARAGRAPH MARKS 
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Run-Arounds 

A run-around, as the name suggests, is type 
that runs around a space remaining in the 
text (to be filled in later by a display initial, 

illustration, or some other art). Run-arounds 
can be simple or complex, inexpensive or 

very expensive. 
An example of a simple run-around would 

be a square or rectangular space left in the 

text to accommodate the insertion of an ini¬ 
tial or art. The typesetter should be told the 
overall measure, and the number of lines to 
be indented and by how much. It is also a 
good idea to send along a layout. 

If you are planning a more complex run¬ 
around, such as a free-form space inside a 

block of type, first make sure the copy has 
been properly edited to avoid unnecessary 
corrections. Then make an accurate layout 
for the typesetter to follow. All line and space 
measurements will be taken from your lay¬ 

out; if it is wrong, corrections will be charged 

to you. 
Setting complex run-arounds requires 

skill, so make sure the typographer is famil¬ 

iar with this kind of work before you send 
out the job. 
Note: When planning a run-around, make a 
careful character count to be sure there is 

the proper amount of type to fit your layout. 

A mn-around, as the name 
suggests, is type that runs 
around a space in the text, to 
be filled later by a display ini¬ 
tial or some other art. Run¬ 
arounds can be simple or 

complex, inexpensive or very expensive. The 
one shown here is perhaps the most com¬ 
mon and least expensive: a space left in the 
upper left-hand corner for a display initial or 
art. When setting type for a run-around, it is a 
good idea to send along a layout. 
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Contour Settings 
disastrous. 
changes made after the job is set can be 

In contour settings the type is set in the 

shape of an object; for example, a vase, 

lightbulb, or bottle. Contour settings, like 

run-arounds, can be time consuming and 

expensive. 

Contour settings require skill on the part of 

the typesetter. Decisions must be made on 

every line to make sure the contour is being 

followed accurately. Most jobs require ad¬ 

justments and resetting before they can be 

released to the client. 
To hold down cost and assure the success 

of the job, start by making an accurate layout 

for the typesetter to follow. Make sure there 

is enough copy to fill the space exactly. In 

most cases, if there is too little or too much 

copy, the entire job must be refigured and 
reset—usually nothing can be saved. Also, 

make sure the copy is properly edited; 

In 
contour 

settings the 
words are set in 

the shape of an object; 
for example, a vase, lightbulb, 

or, in this case, a classic pyramid. 
Contour settings, like mn-arounds, are 

time consuming and expensive. To hold down 
the cost and to ensure the success of the job, start 

by making an accurate layout for the typesetter to follow. 
Also, make sure there is enough copy to fill the space exactly. 
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Display Initials 

Display initials offer the designer an effec¬ 

tive method of embellishing a printed piece. 
Simply by adding a display initial, the de¬ 
signer can completely change the look, feel¬ 
ing, and character of a printed piece—and 
at very little cost. 

Display initials fall into three basic cate¬ 
gories; raised (or stick-up), drop, and hung. 
Let's examine each: 
Raised Initials. These base-align with the 
first line of text. It is the simplest and least 

expensive method of setting display initials, 
especially if the typeface and type size can 

be mixed on-machine. If not, the typesetter 

will indent the first line so the initial can be 
stripped in later. 

The amount of indent is dictated by the 
display initial. Although it is usually set flush 
left, you may want to consider a larger 

indent so that the initial will fall inside the 

measure. 
When working with display initials, the de¬ 

signer should be aware that certain letters 
(A, L, F, P, T, V, W, and Y) do not finish with a 
vertical stroke (as do N, M, H), thus creating 
too much space between the initial and the 
following letter. To correct this the designer 

should specify kerning. (See Kerning on 
page 58.) 

Drop Initials. These are set into the text, 
requiring a number of lines to be indented. 

The exact number of lines and the amount 

of the indent is dictated by the width and 
depth of the initial. Some typesetting ma¬ 

chines have the capacity to set drop initials 
in position; others do not, in which case the 

text is set with the proper indent and the 

initials are set separately and stripped in. 

When setting a drop initial you may wish to 

have the type follow the contour of the letter 
rather than have the letter sitting in a rectan¬ 

gular white space. Or you may want the first 
line set closer to the initial than the other 

lines. In this case, it is a good idea to send 
the typesetter a layout showing the desired 

^^aised initials represent the simplest and 
least-expensive method of setting display 
initials, especially if the typeface and type 
size can be mixed on-machine. 

_ raised initials represent 
the simplest and least-expensive method of 
setting display initials, especially if the 
typeface and type size can be mixed on- 
machine. 

rop initials are set into the text, requiring 
that a number of lines be indented. 

Some phototypesetting machines have the 
capacity to set drop initials in position; others 
do not, in which case the text is set with the 
proper indent and the initials are set sepa¬ 
rately and stripped in later. 

Drop initials are set into the text, 
requiring that a number of lines be 
indented. Some phototypesetting 

machines have the capacity to set drop ini¬ 
tials in position; others do not, in which case 
the text is set with the proper indent and the 
initials are set separately and stripped in 
later. 
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indents. Remember, this is custom work and 

can be expensive. 

Drop initials look best when the initial 

aligns on top with the cap height of the first 

line of type and on bottom with the baseline 

of the last line of type. Sometimes this works 

out naturally, but more often the initial must 

be enlarged or reduced slightly in order to fit 

correctly. This is usually done off-machine 

and the initial is stripped in later. 

Hung Initials. Probably the least common of 

the three: the initial is hung in the left margin 

outside the measure. It usually aligns on top 

with the cap height of the first line. The dis¬ 

tance between the initial and the text is de¬ 

cided by the designer. 

Note: There are other design possibilities, 

but whatever you do it will probably be a 

variation of one of the above. Just remem¬ 

ber, the more elaborate the treatment, the 

more keyboarding or stripping, and there¬ 

fore the more expensive it will be. 

Hung initials are the least common of the 
three. In this case the initial is hung in the left 

margin outside the measure. It usually aligns 
on top with the cap height of the first line. The 
distance between the initial and the text is 

decided by the designer. 

_^ initials are the least common of the 

^ ^three. In this case the initial is hung in the left 
^^margin outside the measure. It usually aligns 

on top with the oap height of the first line. The 
distance between the initial and the text is 

decided by the designer. 

Hung initials are the least common of the 
three. In this case the initial is hung in the left 
margin outside the measure. It usually aligns 
on top with the cap height of the first line. The 
distance between the initial and the text is 

decided by the designer. 
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Small Caps 

Small caps, indicated “sc,” are capital letters 
which have the same height as the lower¬ 
case x-height. Small caps may be used 
alone or in conjunction with regular caps. 

Small caps often substitute for caps in 
abbreviations where regular caps used 
throughout the text would be overly asser¬ 
tive and therefore distracting. Because they 
are about the same height as the lowercase 

letters, small caps contribute to the unifor¬ 
mity of the page. 

Most tyoesetting systems do not 

have small caps, although they may be 

available on pi fonts. In cases where true 

small caps are not available, the typog¬ 
rapher can approximate them by setting 
caps of a smaller type size. This substitution 

is usually satisfactory, although there are 
times when the smaller type size may ap¬ 
pear too light next to the regular type. This 
discrepancy can be particularly obvious 
when combining Caps And Small Caps. 

Getting the right size and weight may re¬ 
quire a certain amount of experimentation, 

so when using small caps have a sample 
set before proceeding with the entire job. 

Note: Fonts having true small caps do not 

have numerals to match. So if you need 

matching numerals, either use a smaller 

type size for both the small caps and the 
numerals, or if possible, choose a typeface 

that has old style figures. (Old Style figures 

vary in size and are more compatible with 
small caps than Modern figures, which are 

the same size as regular caps. See 

page 109.) 

Small caps often substitute for caps in ab¬ 
breviations where regular caps used 
throughout the text would be overly asser¬ 
tive and therefore distracting (for example 
in the abbreviations A.M., P.M., B.C., A.D., 
NASA, AFL/CIO, ILGWU). Because they 
are about the same height as the lowercase 
letters, small caps contribute to the unifor¬ 
mity of the page, making it quieter and 
easier to read. 

TYPE SET WITH REGULAR CAPS 

Small caps often substitute for caps in ab¬ 
breviations where regular caps used 
throughout the text would be overly asser¬ 
tive and therefore distracting (for example 
in the abbreviations A.M., P.M., B.C., A.D., 
NASA, AFL/CIO, ILGWU). Because they are 
about the same height as the lowercase let¬ 
ters, small caps contribute to the uniformity 
of the page, making it quieter and easier to 
read. 

TYPE SET WITH SMALL CAPS 

Times Roman with true small caps. 

Times Roman with small caps set by reduction. 
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Ligatures 

A ligature is two or more characters joined 
together and set as a single unit. The most 

common ligatures are ff, fi, fl, ffi, and ffl. 

Ligatures are a typographic refinement that 

was common with traditional text typeset¬ 

ting; however, today they are more the ex¬ 
ception than the rule. 

If you are thinking of setting copy with 

ligatures check with the typesetter to make 

sure they are available; not all typesetting 

systems have them. Others may have only a 

few of the more common ligatures, such as 

fi, ffi, and fl. 

If ligatures are available, find out if the 

system is programmed to automatically sub¬ 

stitute ligatures for regular characters. If not, 

the keyboard operator will have to keyboard 

the ligatures individually, and this can be 

time consuming and expensive. 

Note: When setting type with very tight let¬ 

terspacing, ligatures may be inappropriate, 

since the other letters may be closer to¬ 

gether than the ligatures, which remain 
constant no matter what letterspacing is 

specified. 

fi fl ff ffi ffl 

fi fl ff ffi ffl 

Some common ligatures. 

WITHOUT LIGATURES Set first paragraph flush left. 

WITH LIGATURES Set first paragraph flush left. 

WITHOUTUO.TURES SctfWst paragrafkflusk left. 

WOHU,O.TURES Sctfivst faYagraphflusli left. 
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Rules 

Rules can help to visually organize material 
or they can simply add character to a printed 

piece. 
The weight of a rule, like linespacing, is 

specified in points and fractions of points. 
Some are also referred to by name; for 
example, a lA-point rule is commonly re¬ 

ferred to as a “hairline” rule. 
The rules available depend on the type¬ 

setting system. Larger systems can set 

most rules, while smaller, in-house sys¬ 
tems usually offer just a few sizes, such as 
hairline, '/^-point, and 1-point. (Other 

sizes may be available from the manufac¬ 
turer on pi fonts.) In cases where heavier 
rules are required they can be built up by 
overlapping lighter rules. 

The length of the rule, like line length, is 
usually specified in picas, but it can also be 
specified in inches. The maximum rule 
length that a specific machine can set is the 

same as its maximum line length. If you are 
uncertain about the length of the rule you 

want, have it set long; you can always shor¬ 

ten it. 
When specifying rules also specify the 

amount of space you want above and below 

to avoid having to make adjustments in 
mechanicals. 

Note: When setting rules, check proofs 

carefully. Some typesetting machines set 
them by means of a segmented rule, which 
is a series of short dashes butted together; if 
the character spacing and alignment are not 

perfect, you may get jagged or broken rules. 
Broken Rules. Broken rules, commonly re¬ 

ferred to as “coupon rules,” are simply short 
dashes with white space between them. 

Broken rules, like regular rules, are specified 

in points. 
Vertical Rules. Not all typesetting sys¬ 

tems do not set vertical rules. So if a job 
(such as a coupon or a table) requires them, 

simply set horizontal rules and position 

them vertically in mechanicals. 

HAIRLINE RULE (’/.-POINT) 

FINE RULE (’A-POINT) 

1- POINTRULE 

2- POINTRULE 

3- POINTRULE 

4- POINTRULE 

5- POINT RULE 

6- POINTRULE 

An assortment of combination ruies. 
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Although some machines are capable 

of setting vertical rules, not all are capable of 

doing it efficiently. In many cases setting ver¬ 

tical rules requires extra keyboarding. Also, 

positioning and butting corners accurately 
can be a problem. 

You may also wish to reconsider whether 

vertical rules are really necessary. Although 

they can at times function as a positive de¬ 

sign element, tabular material usually looks 
better without them 

HAIRLINE BROKEN RULE (V4-POINT) 

FINE BROKEN RULE (Va-POINT) 

1- POINT BROKEN RULE 

2- POINT BROKEN RULE 

3- POINT BROKEN RULE 

4- POINT BROKEN RULE 

5- POINT BROKEN RULE 

6- POINT BROKEN RULE 

Name 

Address 

City 

State Zip 

Broken rule set horizontally and positioned 
vertically in mechanicals to make a coupon box. 
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Tabular Matter 

Tabular matter refers to columns of text or 
figures, such as tables or charts, set at pre¬ 
determined locations on a given measure. 
The process of setting tabular matter is 
known as tabbing. 

It is not only important to know whether a 

specific machine is capable of setting tabular 
matter, but you must also know the number 
of tab positions available. One tab position is 
required for each column of type. You will 

also want to know the machine’s capabilities 
at each tab position: can it set type only flush 

left, or can it also set type flush right as well 

as centered and justified? 
Setting tabular matter can be simple or 

complex. It can involve a single typeface or a 
number of typefaces; it can also involve 

rules, leaders, asterisks, superior numbers, 
and footnotes. 

SPECIFYING HEADS 
The heads at the top of each column should 
be short, precise, and consistent in style. 

When heads are longer than the items in a 
column they distort the space between the 
columns. To shorten heads, edit out unnec¬ 
essary words, use abbreviations, or set 
them on more than one line. 

When setting heads on multiple lines, 

specify whether they are to be set flush left, 
flush right, or centered. If some of the heads 

are one line and others two or more, also 
specify whether you want the heads to align 

across the top, the bottom, or be centered. 
By making these decisions you are not only 

controlling the look of the table, but also 

reducing the risk of items having to be reset. 
The type size and weight you choose will 

be dictated by the length of the heads and 
the degree of emphasis you wish to give 

them. It is important that the heads stand out 
from the rest of the text. This is usually ac¬ 

complished by setting the heads in boldface 
or separating them with a rule or extra space. 

(See Copyfitting Tabular Matter on page 151.) 

Typeface Period Century 

Garamond Old Style Early Seventeenth 

Baskerville Transitional Mid-Eighteenth 

Bodoni Modern Late Eighteenth 

Century Egyptian Late Nineteenth 

Helvetica Contemporary Mid-Twentieth 

TYPEFACE PERIOD CENTURY 

Garamond Old Style Early Seventeenth 

Baskerville Transitional Mid-Eighteenth 

Bodoni Modern Late Eighteenth 

Century Egyptian Late Nineteenth 

Helvetica Contemporary Mid-Twentieth 

The same table set with heads in two different styles. 
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Note: Tabular matter is usually charged at a 

premium over straight matter. Unlike straight 

matter, most tabular matter requires a great 

deal of thinking, as well as extra keyboarding 

steps. For this reason anything you can do to 
simplify the job will mean time and money 

saved. Make sure the copy is properly edited 
and prepared. 

Typeface Period Century 

Garamond Old Style Early Seventeenth 

Baskerville Transitional Mid-Eighteenth 

Bodoni Modern Late Eighteenth 

Century Egyptian Late Nineteenth 

Helvetica Contemporary Mid-Twentieth 

Typeface Period Century 

Garamond Old Style Early Seventeenth 

Baskerville Transitional Mid-Eighteenth 

Bodoni Modern Late Eighteenth 

Century Egyptian Late Nineteenth 

Helvetica Contemporary Mid-Twentieth 

Rules can be used to organize the information in a table. 
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Underscores 

Underscoring is another way to create em¬ 

phasis. In most cases, the underscore falls 
just below the baseline and breaks for de¬ 
scenders. If you want the underscore to fall 
below the descenders, make sure there is 
enough white space between the lines to 
accommodate it; this can be a problem when 

type is set solid. 
Underscoring can create problems for 

some phototypesetting machines. The job 
may require extra markup or keyboarding; 
parts of the job may have to be run through 
twice—once for the type and a second time 

for the underscoring. More seriously, the 
words and the underscores may not align 
properly, or the underscores may cut through 

the descenders. 
If underscores present a problem for you 

or the typesetter you may wish to reconsider 

using them altogether. Underscores make 
sense when you use a typewriter where the 

only way to emphasize a word is by under¬ 
scoring or using all caps. When working with 

type, however, you have many more desir¬ 

able alternatives; italics, boldface, caps, to 
name a few. (See Creating Emphasis on 

page 90.) On the other hand, if underscoring 
is essential, try to find a typographer that 
understands the procedure—otherwise it 

can be time consuming and expensive. 
If the underscoring cannot be done on- 

machine, the type should be set separately 
and the underscores added by hand. This 

can be done by the typesetter or by the 
designer. There are three basic methods of 
underscoring: strip film, transfer type, and 

ruling pen. 
Strip Film. In this case rules are printed by 

the typesetter on a lightweight (1 mil), trans¬ 
parent acetate sheet with an adhesive back¬ 
ing. The typesetter then cuts out the rules 

and burnishes them into place on the repro 

or film. The acetate is so thin that the cut 
marks disappear in the proofing or platemak¬ 
ing process. 

Underscoring creates emphasis. 

Underscore falls just below baseline and breaks for descenders. 

Underscoring creates emphasis. 

Underscore falls below descenders and so does not break. 
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Transfer Type. These are sheets containing ruiing pen you may have to retouch the ends 

an assortment of rules and can be pur- of the lines to make sure they are precise. 
chased in most art supply stores. There are 

two basic types: pressure-sensitive, where 

the ruies are transferred directly from the 

sheet to the art by burnishing, and cut-out, 

where the rules are first cut out of a master 

sheet and then burnished into position. 

Cut-out transfer type is simiiar to strip fiim, 

except that it is usuaily bandied by the de¬ 

signer rather than by the typesetter. 

Ruling Pen. A ruling pen is exceilent for 

drawing rules, but not for underscoring 

words, especially if the type is smaii. One of 

the major difficulties is trying to maintain an 

even iine over a short distance. If you use a 

Note: If underscoring presents a 
problem, you may wish to consider a 
more traditional way of creating em- 

phasis, such as italic, boldface, oi 

caps. 

Note: If underscoring presents a 
problem, you may wish to consider a 
more traditional way of creating em¬ 
phasis, such as italic, boldface, or 

caps. 

Note: If underscoring presents a 
problem, you may wish to consider a 
more traditional lay of creating em¬ 
phasis, such as italic, boldface, or 

caps. 

NOTE: If underscoring presents a 
problem, you may wish to consider a 

more traditional way of creating em¬ 
phasis, such as italic, boldface, or 

caps. 
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Leaders 

Leaders are a series of dots designed to 
guide the eye from one point to another. 
Properly used, leaders help you read across 

a page or form such as a table of contents, 

price list, timetable, etc. 
The size of the leader dot will depend on 

the particular piece of equipment: some 
machines use a period while others use a 
special leader dot which is slightly smaller. 

The distance between the dots can vary, 
but a common setting is two dots to the em or 

one to the en. This means that in 12-point 
type there would be two dots every 12 points, 

or one every six points. For a tighter setting 
you can specify three or four dots to the em. 

When setting leaders it is important that 
the dots fall into a predictable pattern. There 
are two basic leader patterns: aligning lead¬ 
ers, where the dots align vertically down the 

page, and diamond leaders, where the dots 
are staggered to form a diamond pattern. 
Aligning leaders are the most widely used 
and least distracting. 

Getting dots to align vertically down the 

page can be a problem when the lines of 
type preceding the dots vary in length. To 
ensure that the dots align properly, the space 

between the first few dots is adjusted so that 
the subsequent dots will align. 

DOT EVERY 6 POINTS 

DOT EVERY PICA 

DOT EVERY 2 PICAS 

DOT EVERY 3 PICAS 

DOT EVERY 4 PICAS 

Terminology.00 

Design.00 

Copyfitting.00 

Aligning leaders align vertically down the page. 

Terminology.00 

Design.00 

Copyfitting.00 

Diamond leaders are staggered to form a diamond pattern. 
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Boxes look as though it has dropped. A more gen¬ 

erally available box is the square of the cap 

height. This is slightly smaller than the tra¬ 

ditional box and is set base-aligning. Boxes, sometimes referred to as ballot 

boxes, em-quad boxes, or squares, come in 

two basic styles; open, which is an outlined 

box, and solid, which is a filled-in box. They 

have a number of typographic uses, the 

most common being for order forms and 

checklists. 

purpose, such as checking off items, make 

sure it is large enough to fulfill its function. 

You may find that a box set in the text size is 

too small. In this case, specify a larger box 

and indicate whether it is to be base-aligning 

or centered. You can either specify the box 

size in points or have the typesetter match a 
layout. 

If you are setting a box for a practical 

The traditional box is a square of the type 

size: a 12-point box is 12 points square. 

When set, it aligns with the top of the as¬ 

cender and the bottom of the descender. 

Unfortunately, when followed by caps or 

words with very few descenders, the box can 

□ 12-point type with full 12-point outline box. 

□ 12-POINT CAPS WITH FULL 12-POINT OUTLINE BOX. 

□ 12-point type with 12-point base-aligning box. 

□ 12-POINT CAPS WITH 12-POINT BASE-ALIGNING OUTLINE BOX. 

I 12-point type with full 12-point solid box. 

■ 12-point type with 12-point base-aligning box. 

D 12-point type with 14-point base-aligning box. 

I I 12-point type with 18-point base-aligning box. 

I I 12-point type with 24-point base-aligning box. 
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Bullets 

Bullets are solid round dots used to em¬ 
phasize a list of items. They usually come in 

three sizes—small, medium, and large. 
Most systems also offer pi fonts which cover 
a wider range of sizes. The size you choose 

is dictated in part by esthetics and in part 
by how strongly you wish to emphasize a 
given item. 

The best position for a bullet is centered 

on the lowercase characters (x-height), un¬ 
less the bullet is fairly large or followed by 
caps, in which case you may wish to center it 

on the cap height. 

• 8-poiiit Times roman with small bullet. 

• 8-point Times Roman with medium bullet. 

• 8-point Times Roman with large bullet. 

• 10-point Times Roman with small bullet. 

• 10-point Times Roman with medium bullet. 

• 10-point Times Roman with large bullet. 

• 12-point Times Roman with small bullet. 

• 12-point Times Roman with medium bullet. 

• 12-point Times Roman with large bullet. 

• 14-point Times Roman with small bullet. 

• 14-point Times Roman with medium bullet. 

• 14-point Times Roman with large bullet. 

• 16-point Times Roman with small bullet. 

• 16-point Times Roman with medium bullet. 

• 16-point Times Roman with large bullet. 

• medium bullet centered on x-height. 

• MEDIUM BULLET CENTERED ON CAP HEIGHT. 
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Figures 

There are two styles of figures: Old Style and 

Modern. Old Style figures, also referred to 

as non-lining, are similar to the lowercase 
alphabet; that is, they are small and have 

ascenders and descenders. Modern, or lin¬ 

ing figures, are similar to caps: they are the 

same size and align on the baseline. 

Old Style figures are generally used in 

situations where unobtrusive figures are 

called for; for example, in a body of text or in 

combination with small caps. On the other 

hand, in situations where the figures are 

meant to stand out, as in tables and charts, 

Modern figures may be more appropriate. 

Unfortunately, most typesetting sys¬ 

tems offer only Modern figures. Although Old 

Style figures are sometimes available on pi 

fonts, you may have to settle for Old Style 

figures from a different type family. 

In cases where Old Style figures are not 

available, you may consider using Modern 
figures, but one size smaller. 

OLD STYLE FIGURES 

MODERN FIGURES 

1234567890 

1234567890 

Modern figures, when used in 

body text, tend to stand out, as in 

$12,345.00 or 11:45 AM, for exam¬ 

ple. Old Style figures, on the other 

hand, are less obtrusive and are 

generally more compatible with both 

lower case characters and small caps, 

as in $12,345.00 and 11:45 am. 
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Superior and 
Inferior Characters 
Superior and inferior characters are small 
figures and letters that align either at cap 
height (superior) or descender (inferior). 
They are commonly used for footnotes, 

mathematical equations, scientific formulas, 
etc. Superior and inferior characters are 
generally not available on standard fonts, 
but they can be ordered on pi fonts. 

Although it is ideal if the superior and in¬ 
ferior characters match the typeface of the 
text, this is not always possible. Many man¬ 
ufacturers have only two sets of charac¬ 

ters—called "universal" type styles—that 
are designed to mix with all serif and sans 

serif typefaces. 
Where superior and inferior characters 

are not available, it is possible to approxi¬ 
mate them by using a smaller version of the 
text type. However, legibility may be a prob¬ 

lem. True superior and inferior characters 
are designed slightly bolder and more ex¬ 

tended than standard typefaces, therefore a 
reduced version of the text type may be too 
light or tend to fill in when printed. Further¬ 

more, properly positioning substitute figures 
can be a problem and may involve extra 

keyboarding, which could be expensive. 
Another possibility, for jobs requiring only 

a few figures, is to have them set separately 

and stripped into position, either by the 
typesetter or the designer. However, if the 

job involves extensive use of figures, it is 
better to find a typographer with the equip¬ 

ment and experience to handle this kind 

of work. 
Superior and inferior characters can 

also be used to make piece fractions (see 

facing page). 

Superior characters 1234567890 inferior characters 1234567890. 

Superior and inferior charac¬ 
ters^ are commonly used for 
footnotes, mathematical 
equations, and scientific for¬ 
mulas. Most typographers 
use a “universal” type style 
designed to mix with both 
serif and sans-serif typefaces. 

’If true superior and inferior characters are not available, 
they can be approximated by using a smaller version of 
the text type. 

112 



Fractions 

Most typesetting systems offer case, 

or solid, fractions only In eighths, quarters, 

thirds and halves; Vs, V4, V2, %, %, Vs, 

and %. 

If the fractions you want are not available 

you may consider using standard full-size 

figures in combination with a shilling mark 

(slash or slant). (This is the same system 

used on standard typewriters for all fractions 

other than V4 and V2.) If you do decide to use 

full-size fractions, avoid combining them 

with the smaller case fractions, as they do 

not mix well visually. 

Another possibility is to use piece frac¬ 

tions: that is, superior and inferior figures in 

combination with a slash or a dash. 

When specifying fractions in this way, check 

with the typographer to find out whether this 

can be done automatically or if it will require 

extra keyboarding and expense. Also, have 
a sample set before proceeding with the en¬ 

tire job, as you may not like the way the 
fractions look. 

Note: Most systems have fractions only in 

roman, therefore if you are setting a job in 
italic be aware that the fractions may have to 
be set in roman. 

Vs V4 Vs V2 Vs 
CASE FRACTIONS 

3/4 % V3 V3 

1/8 1/4 3/8 1/2 5/8 
FULL-SIZE FRACTIONS 

3/4 7/8 1/3 2/3 

% 1/4 Vs 1/2 Vs 
PIECE FRACTIONS WITH SLASH 

3/4 Vs 1/3 V3 

1 
8 

1 
4 

3 
8 

1 
2 

5 
8 

PIECE FRACTIONS WITH DASH 

3 
4 

7 
8 

1 
3 

2 
3 

Avoid mixing case fractions, 
such as and V2, with full-size 

fractions, such as 1/4 and 1/2. 
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Design Considerations 
for Punctuation 
How you handle punctuation affects the 
legibility and quality of the printed piece. 

Here are some design considerations you 
should keep in mind, especially when work¬ 
ing with display type where punctuation is 
highly visible. 

Hung Punctuation. When punctuation 

marks are set outside the type measure, 
they are referred to as "hung" punctuation. 
This is a typographic nicety that not only 
makes a printed piece more attractive, but 
more legible. It is a common practice to hang 

punctuation in the margin of text type as well 

as in display type. 
The reason for hanging punctuation in the 

margin is to preserve the straight vertical 

edge created by flush lines of type. Small 

punctuation (commas, periods, hyphens, 
apostrophes, asterisks, and quotation 
marks) have less weight than full-size char¬ 
acters, and when set inside the measure 
they may create “holes” in the flush align¬ 
ment. This can be distracting, especially 

for small amounts of type in highly visible 
areas, such as ads. 

To avoid this, small punctuation marks are 
set just outside the measure, where they are 

less conspicuous. 

Larger punctuation marks (colons, semi¬ 

colons, question marks, and exclamation 
points), which have the same optical weight 

as full-size characters, are set within the 
measure. The em-dash, because of its 

length, is also set within the measure. 
Whether or not to hang punctuation is a 

design decision you must make on a job-to- 
job basis. Not all jobs are improved with 

hung punctuation; for example, extra-bold 
punctuation marks hanging in the margin 

may be more distracting than the indents. 
Before specifying hung punctuation, 

check the typographer to see if the equip¬ 

ment is programmed to hang punctuation 
automatically. If not, the job may require 

“The reason for hanging punctuation in the 

margin is to preserve the straight vertical 

edge created by flush lines of type. Small 

punctuation, such as commas, periods, 

hyphens, apostrophes, asterisks, and quota¬ 

tion marks, have less weight than full-size 

characters, and when set inside the measure 

they may create ‘holes’ in the flush align¬ 

ment. This can be distracting, especially for 

small amounts of type in highly visible 

areas, such as ads.” 

TYPE SET WITH NORMAL PUNCTUATION 

“The reason for hanging punctuation in the 

margin is to preserve the straight vertical 

edge created by flush lines of type. Small 

punctuation, such as commas, periods, 

hyphens, apostrophes, asterisks, and quota¬ 

tion marks, have less weight than full-size 

characters, and when set inside the measure 

they may create ‘holes’ in the flush align¬ 

ment. This can be distracting, especially for 

small amounts of type in highly visible 

areas, such as ads.” 

TYPE SET WITH HUNG PUNCTUATION 

A quote con be dramatized 

by setting the quotation marks 

larger than the quote. 99 
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extra programming or keyboarding, which 

will increase the cost. 

Space After Abbreviation Periods. Nor¬ 

mally, the typesetter will leave a word- 

space after a period. This is fine for the end 

of a sentence but too generous for abbre¬ 

viation periods. Always specify less-than- 

normal wordspacing when setting abbrevia¬ 

tions. In some cases, because of the config¬ 

uration of the letters, abbreviations can be 

set with no wordspacing, for example N. Y 
(See Kerning on page 62.) 

Reducing Punctuation Marks. The punc¬ 

tuation marks in display type may some¬ 

times seem overly assertive. This is often 

the case when there is either an unusual 

amount of punctuation or the copy is set in 

bold type. To create a better visual balance 

between the punctuation and the copy, con¬ 

sider setting the punctuation marks one or 

two sizes smaller than the display type. 

Note, however, that although mixing type 

sizes can be done automatically, correct po¬ 
sition can be a problem. In such cases it may 

be simpler and less expensive to have the 

alternate punctuation marks set separately 

and position them in mechanicals yourself. 

Enlarging Punctuation Marks. Punctua¬ 

tion marks can be used as a design element 

to emphasize a point. For example, a quote 

can be made more dramatic by setting the 

quotation marks larger than the quote. Once 

again, setting and positioning oversize punc¬ 

tuation may be a problem for the typesetter 

and they may have to be set separately. 

When working with oversize punctuation 

marks, allow for enough space in the type¬ 

set copy to accommodate them. 

Short Dash vs. Long Dash. Most type¬ 

setting machines have two standard 

dashes; the en-dash and the em-dash, 

also referred to as the short dash and the 

long dash. Unfortunately, neither dash has 
a standard length; they vary depending 

both on the typeface and on the manufac¬ 

turer’s interpretation of the typeface. 

Although both dashes have specific uses, 

many designers feel that the long dash—if 

"commas, periods, and hyphens.. 
PUNCTUATION MARKS SET SAME SIZE AS TYPE 

"commas, periods, and hyphens...” 
PUNCTUATION MARKS SET ONE SIZE SMALLER THAN TYPE 

Mr. H. N. Smith, New York City, N. Y. 
NORMAL WORDSPACE AFTER ABBREVIATION PERIOD 

Mr. H. N.Smith, New York City, N.Y. 
TIGHT WORDSPACE AFTER ABBREVIATION PERIOD 
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(Design Considerations for 
Punctuation continued) 

particularly tong—creates a hole in the text, 
in which case they prefer to use a short dash 

with a small amount of extra space on either 
side. Grammarians may take offense to 
this practice, so you may wish to check with 
the client before proceeding with any 

substitutions. 

Aligning Hyphens with Caps. Hyphens 
are designed to set centered on the x-height. 
This is perfect for lowercase letters but too 
tow for words set in all caps, in which case 

the hyphen should be centered on the cap 
height. When setting hyphenated words in 
all caps, you can specify that the hyphen be 

centered on the cap height. If this is not 
possible, you may have to make the adjust¬ 

ment in mechanicals. (The same applies 

when setting dashes and parentheses.) 

Many designers feel that the long 

dash—if particularly long—creates 

a hole in the text, in which case 

they prefer to use a short dash with 

a small amount of additional space on 

either side. 

SET WITH 1-EM DASH 

Many designers feel that the long 

dash—if particularly long—creates 

a hole in the text, in which case 

they prefer to use a short dash with 

a small amount of additional space on 

either side. 

SET WITH 1-EN DASH AND THIN SPACE ON EITHER SIDE 

(set-width) (SET-WIDTH) (SET-WIDTH) 

Hyphens, dashes, and parentheses align 
properly for lowercase but require correcting 
when set with all caps. 
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Matching Type 

There are occasions when a word or section 

of a printed piece has to be corrected or 

updated. To accomplish this, new copy is set 

and inserted as a patch into the existing job. 

It is absolutely essential that the patch (in¬ 

cluding letterspacing and wordspacing) 

match the original; any discrepancy will be 

obvious to even the most casual reader. 

To avoid discrepancies, all patches should 

be set by the original typographer using the 

same system (font, lens, exposure, paper, 

development, and proofing) as the original. 

Type is easy to match if patches are set 

while the job is still in production. However, it 

is not so simple if time has elapsed between 

settings and there is no record of who set the 

original type. If you recognize the typeface, 
you can have the patch set by another 

typographer—but you run the risk of getting 

a patch slightly different from the original. It 

might be better to reset the entire job. 

Note: When setting patches on the original 

equipment you need not settle for an unac¬ 

ceptable match. According to the manufac¬ 

turers of typesetting equipment, it is 

possible to match type precisely. Therefore, 

it is only a question of insisting upon what 

you want and not settling for a close match. 

There are occasions when a 

word or section of a printed 

piece has to be corrected or 

updated. To accomplish this, 

new copy is set and inserted 

as a patch into the existing 

job. It is absolutely essential 

that the patch match the orig¬ 

inal in every way; any dis¬ 

crepancy will be obvious to 

even the most casual reader. 

An unacceptable patch. 
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Optical Alignment 

When lines of display type are set flush left, 

the vertical alignment may seem irregular. 
This is especially true when the first letter in 
each line is a cap. Letters having straight 
vertical strokes, such as E, F, H, I, M, N, etc., 
align perfectly, while irregular letters, such as 

A, J, O, T, V, Y, etc., may appear to be out of 
alignment, even though the type has been 
properly set. When this happens, the only 
solution is to adjust each line so that the 

letters are optically aligned. Although this 
can be included in your instructions to the 
typesetter, it is simpler for the designer to 

make the adjustments in mechanicals. 
There will be times when no alignment will 

seem to work. For example, the cap T can be 
a problem—no matter what you do it will not 

align. If you align the vertical stroke, the hori¬ 

zontal stroke will overhang; align the hori¬ 
zontal stroke and the line will appear in¬ 
dented. Neither solution is perfect. In such 

cases, you will just have to settle for the 
solution you feel is the least distracting. 

VERTICAL 
ALIGNMENT 
MAY SEEM 
IRREGULAR 
WHEN THE 
FIRST LECER 
OF EAGH LINE 
DOES NOT 
START WITH 
A STRAIGHT 
VERTICAL STROKE, 
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. HOWEVER, 
LETTERS LIKE 
B, D, E, E H, 
L K L ETC,, 
C)6not 
PRESENT 
PROBLEMS. 
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Script Typefaces 

Script typefaces are based on handwritten 
letterforms and are not to be confused with 
italic typefaces. Scripts are available in 
many styles: formal, informal, sophisticated, 
playful, etc. They also come in a variety of 

weights. 
Script typefaces are different from stan¬ 

dard typefaces in that the individual letters 
are designed to touch in order to create a 
flowing, handwritten effect. If the letters are 

not perfectly connected the result can be 
distracting; lines that overlap will create a 
“knob," while lines that fail to touch will 

create a “hole.” Both are unsatisfactory 
and require retouching. 

To insure the finest quality, many typog¬ 

raphers work oversize, precisely butting the 
individual letters together and retouching 
where necessary before reducing the type to 

the specified size. 
Setting script typefaces requires a skilled 

operator, and for this reason some typog¬ 

raphers will charge extra. 

% ommefi'ia 

^va^oriQttQ 

120 
A sampling of well-designed, popular script typefaces. 



Ohomfson Quillscnpt 
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Custom Lettering 

Every so often there is a job that requires a 

totally original typographic solution. In this 
case, the designer may wish to consider cus¬ 

tom, or hand, lettering. 

Custom lettering may or may not involve 
a typesetting machine, depending on how 

original you want the typeface or script to 
be and on the nature of the embellish¬ 
ments. A standard typeface can some¬ 
times be given a new look with a couple of 

well-placed swashes; on the other hand, 
there are times when the letterer will have 

to create an entirely new typeface. 

If you are planning to use custom lettering, 
make a careful layout of how you envision a 

particular job. Your layout can be based on 
an actual typeface (or script) and should in¬ 
clude a rough idea of how you see the embel¬ 
lishments. The letterer will use this layout 

as a point of departure, but be aware that 
achieving a well-balanced design will involve 
many tracings—all of which takes time and 

can be very expensive. 

HouseBeautiful 

Newsweek 

POST 
Hand-lettered logos. 

Hand-lettered Spencerian script. 
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An alternative to hand lettering is to use a 
standard typeface, in this case Letraset transfer 
type, with hand-lettered swatches. 
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Outline and Shadow 
Typefaces 
Most display typographers have a 

number of standard outline (contour) 
typefaces available, both with and without 

shadows. 
Some typographers are also equipped to 

modify standard typefaces. However, as out¬ 

lining and adding shadows requires both 

photography and handwork, the results can 
be expensive. Furthermore, outlining does 

not work with all typefaces; for example, 
typefaces that have thin hairline strokes or 

fine serifs are almost impossible to outline. 

Note: Setting type with shadows can create 

problems; for example, there is a tendency 
for the shadow to overlap the adjacent letter. 

When this happens, the type has to be re¬ 
touched by hand, which adds to the cost 
of the job. Generally speaking, typogra¬ 

phers charge a premium for jobs involving 
shadows. 

124 
A sampling of popular outline and shadow typefaces. 
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Setting Type in Circles 

Some display machines are equipped 
with a special lens that permits the setting of 

type in circles (or curves). 
When ordering type to be set in a circle, 

specify either the size of the type or the size 
of the circle, but not both; the size of the type 

will dictate the size of the circle—and vice- 
versa. The only way to change the size of 

the circle is by changing the type size or by 
adjusting the wordspacing and letterspac¬ 
ing, which can be distracting. 

If you intend to have the job made up 
by the typesetter, remember that setting 

type in circles is custom work and can be 

expensive. 

Note: Although you may not be able to set 

the job in a circle, you can have the type set 
normally and then cut out the individual let¬ 
ters and paste them down in a circle. If you 

do decide to do the job yourself, have the 
type set in a larger size and with extra let¬ 
terspacing to simplify the task of cutting and 
positioning the letters. After the circle has 

been made, the type can be reduced to the 
desired size. 

Straight line copy converted to a fan circle 
photographically. A special lens permits setting 
type in circles. 
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Reproportioning Type 

There are times when you may wish that a 

certain display typeface were just a little 

more condensed, expanded, or oblique 

(slanted slightly to the right). Some display 

machines can reproportion type. This in¬ 

volves a certain amount of distortion, which 
can be distracting—especially if excessive. 

For example, Helvetica type that has been 

condensed photographically is not the same 

as a true “Helvetica Condensed.” Therefore, 
before reproportioning type, check with a 

type specimen book to see how it looks. 

CONDENSED 24% 

CONDENSED 16% 

CONDENSED 8% 

EXPANDED 24% 

EXPANDED 16% 

EXPANDED 8% 

OBLIQUE 

lypography 

Typography 

lypography 

typography 

typography 

typography 

TypogrsfJhy 
A reproportioning guide. 
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Typographic 
Ornaments 

Typographic ornaments cover a wide range 

of devices, such as dingbats (called 
colophons in U.K.), brackets, flourishes, 
tapered rules and braces. These orna¬ 
ments, like display initials, offer the designer 
an opportunity to embellish a printed piece. 

Some of these typographic devices can 

be used singly, or repeated to create a bor¬ 
der or overall pattern. (See Borders on page 

130 and Step-and-Repeat on page 132.) 

^ f f ste sfc 
A variety of dingbats. 
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Flourishes. 

Braces. 
Tapered rules. 



Borders 

Borders can vary from simple rules to com¬ 

plex floral patterns. Like rules, borders are 
made by butting a series of segments to¬ 
gether. Also like rules, borders can only be 
set horizontally. If you require a vertical bor¬ 
der (to create a boxlike effect, for example), 
use horizontal borders and position them in 
mechanicals yourself. Some systems also 

offer comer units. 
Although borders are usually set on dis¬ 

play machines, some text-setting machines 

can automatically repeat, stagger, and 
overlap characters to produce borders. 

iiii :::::: .•••••••••••ssitwsssst* 

mm 

A variety of borders. 
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Step-and-Repeat 

Step-and-repeat is a graphic tech¬ 
nique in which a single image is repeated 
either in straight or staggered lines. Step- 
and-repeat can be used to create a continu¬ 
ous or overall pattern for borders, book jack¬ 

ets, endpapers, etc. 
The line art can be chosen from the type¬ 

setter's library of type fonts and pi fonts or it 
can be supplied by the designer. The step- 
and-repeat process is not limited to one 
piece of art; some very dramatic effects can 
be obtained by mixing two or more pieces of 

art or typefaces. 

CHOO-CHOO-CHOO-CHOO-CW 
OO-CHOO-CHOO-CHOO-CHOO- 
CHOO-CHOO-CHOO-CHOO-CH( 
OO-CHOO-CHOO-CHOO-CHOO- 
CHOO-CHOO-CHOO-CHOO-CH< 
OO-CHOO-CHOO-CHOO-CHOO 
CHOO-C H 00 C H OO-CHOO-C H 
Step-and-repeat type. 

Step-and-repeat line art. 
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^EI^IC 5 f EFJC 3 C E]F>IC 5 f EF»IC 5 f Er^IC J 

=>ic 5 f E]F>ic 5 c 5 c :ei=»ic J f ef'ic J f eif 
t\vc>^ ^"^y/ixv^:^ '"'^y/ix 

f EF^ic j (Ei^ic 5 f :h:f>xc J f ef»ic ^ f e]f»ic J 
'^^=^=^5y/ivv?^ 

=»ic 5 f e:f»ic j f EiPic 5 f EF^ic 5 f EF>ic 5 f e:f 
ivvJS^ xvs:^^ ^^y/ix 

f Ei=*ic J f EF^ic J f e:f»ic ^ f E]i=>zc ^ f e:z=»zc J 

Step-and-repeat logos. 



Special Effects 

On the following pages are shown a variety 

of special effects; some practical, such as 
type reproportioned to fit a given space, 
others more novel than practical. Special 
effects should be used sparingly and with 
good judgment; not only can they be expen¬ 
sive, but sometimes they are impossible to 

read! 

fuutnJJniieofiJ 

Dip-arch. 

1KJ 

SYNTHESIS 

Balloon effect. 

Dip-arch with shadow. 
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4nwjit ffim 

Optical effects. 

Box perspective. Reproportioning. 
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(Special Effects continued) 

Bottom converging perspective. 

Distortion. 

Whipped Cneamerf 
Cottage Cheese 

VIUTMII »WM UnutillM. CmK /Ub 
lAcntUMUMa *n»«cuuT»u»oiiw 

NETWT 16 0Z(| LB.) 
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Typographic Guide 

Some companies, especially those that de¬ 

mand quality type, such as publishers and 

advertising agencies, supply the typog¬ 

rapher with a typographic guide to insure 

that all copy will be set according to their 

standards. Below we have reproduced the 

typographic guide used by the advertising 

agency Young & Rubicam, Inc. 

Photodisplay 
1. Word-space tightly, depending on the set width of the alphabet. 
Equalize spacing optically before and after punctuation and refer¬ 
ence marks or letters with large amounts of white space, 

2. An optical alignment should be maintained on both sides of 
display matter Hang punctuation marks optically. 

3. You may set quotation marks 10-15% smaller and hang them 
left and right. In heavy sans-serif types also set periods, commas 
and apostrophes smaller. 

4. Use ligatures, except in sans-serif faces. 

5. Dashes should not exceed % the length of the em and should 
have a small amount of white space on both sides. 

6. Use italic parentheses with italic display lines. 

7. Set ellipses tight. 
8. Use a cap I instead of the numeral 1 in Franklin-Gothic-family 
display lines. 
9. Use tight letterspacing (normal spacing for TV supers) on all 
photodisplay. Line spacing should be kept as tight as the ascend¬ 
ers and descenders of the face permit. 
10. Do not photomodify display type unless the instructions spe¬ 
cifically call for it. 
11. The spacing between display lines can be varied slightly to 
achieve better optical spacing. 

Phototext 
12. Maintain relatively tight word spacing. Do not hesitate to break 
words. 
13. Hang punctuation marks optically over the width indicated in 
all settings. This pertains to commas, periods, hyphens, apos¬ 
trophes, small asterisks and registry marks. 

14. Use all ligatures. 
15. Use short dashes with thin space on either side. 

16. Insert less than normal word space after abbreviation periods. 
'N Y. ' can normally be set without a space, 

17. Set ellipses tight. 

18. Use italic parentheses with italic text. 

19. Set "a.m." or "p.m." lower-case with periods except for East¬ 
ern Airlines, where am and pm are lower-case with no periods. 
Separate figures in time with colon; i.e., 7:39 a.m. 
20. Use cent signs, circle ®, fractions and parentheses with simi¬ 
lar style characteristics as the body or display type face. Always 
use small, superior daggers. Align solid or open squares with the 
lower-case line of the type. 
21. Ignore underscores in typescripts if no italic companion face is 
available, unless you are specifically requested to use bold face or 
to set underscores. 
22. Set all-cap words in body text one point size smaller or in 
true-cut small caps. 
23. In copyright lines use a © with plenty of white space around 
the circled "c" so that it does not become an ink trap. Use this ©, or 
this ©, not this ©. 

24. For coupon settings, normally use 1 pt. coupon rule boxes and 
V2 pt. rules for the address lines. Break the address unit into as 
many lines as the available space permits to provide maximum 
writing space. The space for ' City," “State" and “Zip Code" should 
be logically distributed, no matter what the layout shows, 

25. Kern letter combinations wherever possible for an improved 
optical fit. 

26. In "tight” phototext, word spacing must be proportionately 
reduced. 

27. It is especially important to get tight settings where the end 
result is going to be enlarged to a display size. 

Make-up 
28. Submit galley photoproofs (diazos), then, upon our OK, make 
up all jobs as per layout with all line elements in position (maximum 
photomechanical make-up) where marked. 

Proofing 
29. Set our standard guide line in 8 on 9 pt. Times Roman about 4 
picas below the type matter. The Copywriter's and Art Director's 
names are to be separated by 24 pts. from the actual guide line. 
Use guide lines when you split the job during proofing. Always 
identify the account name and the name of the buyer in your shop 
guide line which should be positioned about 4 picas below our 
standard guide line unit. Delete guide lines on acetate proofs. 

30. Unless otherwise specified submit 6 photoproofs and 1 glass- 
ine to the respective Print Producer. 
31. Square up all made-up photo composition carefully on a line¬ 
up table or grid. 
32. Do not normally send photorepros. We will order negatives (or 
positives) of the final photomechanical as follows: Letterpress, 
right-reading negative: Surface offset, wrong-reading negative; 
Deep-etch offset, wrong-reading positive; Gravure, right-reading 
negative. Wrong-reading or right-reading refers to the emulsion 
side of the film. 
33. Make sure fhe "color" (density) of patches or stripped-in cor¬ 
rections are perfectly matched. Stripped-in corrections must be 
squared up. 
34. Send two prints of all photodisplay to the Type Director regard¬ 
less of fhe signature on the purchase order. If you supply photo¬ 
repros of headlines, send four and a glassine to the Print Producer. 
On all prints include a guide line showing our Job No. Do not submit 
photodisplay in strip form. 
35. Submit a copy or proof of each photodisplay unit with each 
invoice. 

Television Typography 
36. For television typography use normal spacing. Longest line of 
lettering will be 7%'.' Lettering should be on a 14''x 11 "sheet. All 
guideline information should be affixed to the back of the print. We 
require one negative and one positive print plus a Xerox or other 
checking proof. 
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COPYFITTING 

When working with typewritten copy, it is absolutely essential that you 

know how to copyfit in order to establish the amount of space the copy 

will occupy when set. Only then can you specify the typeface, point 

size, linespacing, etc. 

This section describes some of the various methods used to char¬ 

acter count. Also covered are copy preparation and markup, proofs 

and proofreader’s marks, copyfitting tabular matter, writing to fit, and 

comping techniques. 
Many of these tasks have been made easier since the introduction 

of desktop publishing and word processors, however the skills are still 

worth understanding and may come in handy in an emergency. 



Typewriters 

To understand copyfitting we must start with 
an understanding of the typewriter. There 

are three basic typewriters: pica, elite, and 
proportional. We are mainly concerned with 

the first two, as these are the most com¬ 
monly used. 

The pica typewriter has large characters 

and types 10 characters per inch. The elite 
has smaller characters and types 12 charac¬ 
ters per inch. Proportional typewriters, such 
as the IBM Executive and the Remington 
Rand Statesman, do not type a fixed number 
of characters per inch. Unlike pica and elite 

typewriters, which allow one unit of space for 

every character (see page 28), the propor¬ 
tional typewriter allows more space for wide 

characters and less space for narrow 
characters and punctuation. This improves 

the letterfit, but makes character counting 
difficult. For this reason, it is much easier to 
make an accurate character count when the 

copy has been typed on a pica or an elite 
typewriter. 

PUNCTUATION 
AND SPACES 
COUNT AS 
CHARACTERS 

rhi lji|nje| was typed on a pica typewriter: 0 characters per nch 

Pica typewriter: 10 characters per inch. 

r^Ls lins was typed on an elite typewriter: 12 characters per inch. 

Elite typewriter: 12 characters per inch. 

0 2 

yped on on lEM Executive 

3 

jypewriter: 

4 6 

nimber of characters per inch varies. 

IBM Executive: Spacing varies with each letter. 
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Character Counting 

Since we shall be converting typewritten 
characters into typeset characters, we must 

determine the total number of typewritten 

characters in the copy. This process is called 

character counting. 
Counting each character individually is not 

only time consuming, but unnecessary. The 

simplest method is to count the number of 

characters in an average line and multiply 

this by the number of lines on the oage. Let’s 

do this, using the illustration below. 

First, establish the kind of typewriter that 

has been used by counting the number of 

characters per inch. In this case, it was a pica 

typewriter, which types 10 characters to the 

inch. Next, take an average line (line 4), and 

using a ruler, measure it to the nearest inch. 

Our sample line is five inches long, plus five 

extra characters. Multiply the line length (5) 

by the number of characters to the inch (10). 

This gives you a total of 50 characters. Now 

add the five characters beyond the five-inch 

mark, and you get 55 characters. Multiply 

this by the number of full lines (13), for a total 

of 715 characters. 

For a more accurate count, adjust the total 

by adding all the characters that extend be¬ 

yond the average line and subtracting all the 

characters that fall short of it. 

If there is more than one page, multiply the 

number of characters on an average page 

by the total number of pages. This method of 
copy counting is accurate enough for any but 

the most demanding job. 

Note: Character counting is not necessary 

with desktop publishing systems or word 

processors, as they automatically state the 

total number of characters. At this point, 

the type size and measure can be deter¬ 

mined mathematically (as explained on the 

following page) or arrived at visually by ex¬ 

perimenting with various type sizes and 

styles on the monitor. 

Character Counting 

COUNT 2 SPACES 
RAFTER A PERIOD 

Before you can specify type you 

must calculate the number of typewritten characters in 

copy. First, establish the kind of typewriter that was 

COUNT1SPACE by counting the number of characters per inch. In this 
AFTER A COMMA_ 
OR SEMICOLON -i. 

case, it was a pica typewriter, which types 10 characte 

per inch. Next, take an average line (line 4), and usi 

a ruler, measure it to the nearest inch. Our sample li 

is five inches long, plus five extra characters. Multi 

this line length (5) by the number of characters to the 

inch (10). This gives you a total of 50 characters, N 

add the five characters that went beyond the five-inch 

and you get 55 characters. Multiply this by the number 

of lines (13) for a total of 715 characters. 

the 

used 

ow 

mark 

AVERAGE 
LINE IS 55 
CHARACTERS 

PUNCTUATION 
^COUNTSAS1 

CHARACTER 
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Character Count Table 

Having finished the character count, we 
must now determine how much space the 
715 characters will occupy when they are 

converted into type. 
First we must make a number of design 

decisions, such as the choice of typeface 
and type size, and the amount of space we 
would like the copy to occupy. At this stage, 
these decisions are only exploratory and can 
be changed or modified if they do not work. 

Let’s assume that a good choice of 
typeface would be 11-point Times Roman 
set to a 20-pica measure. The type will be set 

solid (without linespacing) and justified (flush 

left and flush right). Wordspacing and let¬ 
terspacing will be normal. 

Now let's find out how much space the 
type will occupy. To establish the number of 
typeset characters that will fit a given mea¬ 
sure, we refer to a character count table. 

These tables are found in type speci¬ 
men books. 

If you refer to the table below, you will see 
that 11-point Times Roman sets 2.6 charac¬ 
ters per pica, or 52 characters to a 20-pica 
measure (20 x 2.6). 

By dividing the total number of typewritten 
characters (715) by 52, we establish the 
number of lines required to set our copy. 

715 divided by 52 is 13 lines with 29 char¬ 

acters left over. Regardless of how many 
characters remain they must still be count¬ 

ed as a line. Therefore, to set 715 type¬ 

written characters in 11-point Times Roman 
by 20 picas will require 14 lines. 

The type based on this character count 

can be seen on page 146. Although it worked 
out remarkably close to our estimate, keep in 
mind that copyfitting is not an exact science; 

the number of lines can vary due to factors 
such as differences in letterspacing, 
wordspacing, and hyphenation, etc. 

CHARACTERS PER PICA 

LENGTH IN PICAS 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26 27 28 29 30 

LOWER CASE 13 15 18 21 23 26 28 31 33 36 39 42 44 47 49 52 54 57 59 62 65 68 70 73 75 78 

UPPER CASE (CAPS) 9 11 13 15 17 19 21 23 25 27 28 30 32 34 36 38 40 42 44 46 47 49 51 53 55 57 

Character count table shows characters per 
pica for setting type either lowercase or all 
caps. 

TYPE SIZE 6 7 8 9 10 11 12 

TIMES ROMAN 71 84 95 108 120 131 144 

TIMES ROMAN BOLD ITALIC 71 84 95 108 121 132 145 

TIMES ROMAN BOLD 80 94 106 121 135 147 161 

Lowercase alphabet lengths for Times Roman 
family expressed in points. 
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COUNTING BY ALPHABET LENGTH 
Not all character count tables show the 

number of characters per pica for each indi¬ 

vidual typeface. Some show only the lower¬ 
case alphabet length—a through z— 

expressed in points. To find the number 

of characters per pica, we refer to a master 

table, which gives us the characters per pica 

for the various alphabet lengths. 

For example, the alphabet length of 11- 

point Times Roman is 131 points. As there is 

no 131 shown on the table below, we can use 

either 129 or 132. Using 129 would give us 52 

characters per line, while using 132 would 

give us 51 characters per line. 

Note: All character count tables are based 

on normal wordspacing and letterspacing; if 

you want to set type either tight or loose, call 

the typographer for an accurate character 
count. 

Also, the number of characters per pica of 

a specific typeface varies from system to 

system, so if you do not have a character 

count table for the equipment you are using, 

then once again, call the typographer. 

LINE LENGTH IN PICAS 

1 10 12 14 16 18 20 22 24 26 28 30 32 34 36 38 40 42 45 

cn 65 4.75 48 57 67 76 86 95 105 114 124 133 143 152 162 171 181 190 200 215 
z 67 4.65 47 56 65 74 84 93 102 112 121 130 140 149 158 167 177 186 195 208 

O 69 4.55 46 55 64 73 82 91 100 109 118 127 137 146 155 164 173 182 191 204 

z 71 4.45 45 53 62 71 80 89 98 107 116 125 134 142 152 160 169 178 187 200 

X 73 4.35 44 52 61 70 78 87 96 104 113 122 131 139 148 157 165 174 183 196 

CD 75 4.25 43 51 60 68 77 85 94 102 111 119 128 136 145 153 162 170 179 192 

m 77 4.15 42 50 58 66 75 83 91 100 108 116 125 133 141 149 158 166 174 186 

H 79 4.05 41 49 57 65 73 81 89 97 105 113 122 130 138 146 154 162 170 182 

S 81 3.95 40 47 55 63 71 79 87 95 103 111 119 126 134 142 150 158 166 178 

J 83 3.85 39 46 54 62 69 77 85 92 100 108 116 123 131 139 146 154 162 174 

i 86 3.75 38 45 53 60 68 75 83 90 98 105 113 120 128 135 143 150 158 170 

2 88 3.65 37 44 51 58 66 73 80 88 95 102 110 117 124 131 139 146 153 163 

’S 91 3.55 36 43 50 57 64 71 78 85 92 99 107 114 121 128 135 142 149 159 

o 94 3.45 35 41 48 55 62 69 76 83 90 97 104 110 117 124 131 138 145 155 

£ 98 3.35 34 40 47 54 60 67 74 80 87 94 101 107 114 121 127 134 141 151 

1 102 3.25 33 39 46 52 59 65 72 78 85 91 98 104 111 117 124 130 137 147 

-■ 106 3.15 32 38 44 50 57 63 69 76 82 88 95 101 107 113 120 126 132 141 

110 3.05 31 37 ,43 49 55 61 67 73 79 85 92 98 104 110 116 122 128 137 

114 2.95 30 35 41 47 53 59 65 71 77 83 89 94 100 106 112 118 124 133 

118 2.85 29 34 40 46 51 57 63 68 74 80 86 91 97 103 108 114 120 129 

120 2.80 28 34 39 45 50 56 62 67 73 78 84 90 95 101 106 112 118 127 

122 2.75 28 33 39 44 50 55 61 66 72 77 83 88 94 99 105 110 116 125 

124 2.70 27 32 38 43 49 54 59 65 70 76 81 86 92 97 103 108 113 120 

ALPHABET 127 2.65 27 32 37 42 48 53 58 64 69 74 80 85 90 95 101 106 111 118 

LENGTH 131. . -► 129 2.60 26 31 36 42 47 52 57 62 68 73 78 83 88 94 99 104 109 116 
USE EITHER 

-► 132 2.55 26 31 36 41 46 51 56 61 66 71 77 82 87 92 97 102 107 114 

135 2.50 25 30 35 40 45 50 55 60 65 70 75 80 85 90 95 100 105 112 

138 2.45 25 29 34 39 44 49 54 59 64 69 74 78 83 88 93 98 103 110 

142 2.40 24 29 34 38 43 48 53 58 62 67 72 77 82 86 91 96 101 108 

146 2.35 24 28 33 38 42 47 52 56 61 66 71 75 80 85 89 94 99 106 

150 2.30 23 28 32 37 41 46 51 55 60 64 69 74 78 83 87 92 95 99 

154 2.25 23 27 32 36 41 45 50 54 59 63 68 72 77 81 86 90 92 95 

158 2.20 22 26 31 35 40 44 48 53 57 62 66 70 75 79 84 88 90 93 

162 2.15 22 26 30 34 39 43 47 52 56 60 65 69 73 77 82 86 88 91 

166 2.10 21 25 29 34 38 42 46 50 55 59 63 67 71 76 80 84 86 89 

170 2.05 21 25 29 33 37 41 45 49 53 57 62 66 70 74 78 82 84 87 

175 2.00 20 24 28 32 36 40 44 48 52 56 60 64 68 72 76 80 82 85 

180 1.95 20 23 27 31 35 39 43 47 51 55 59 62 66 70 74 78 80 83 

185 1.90 19 23 27 30 34 38 42 46 49 53 57 61 65 68 72 76 78 81 

190 1.85 19 22 26 30 33 37 41 44 48 52 56 59 63 67 70 74 78 84 

195 1.80 18 22 25 29 32 36 40 43 47 50 54 58 61 65 68 72 76 82 

200 1.75 18 21 25 28 32 35 39 42 46 49 53 56 60 63 67 70 74 80 

Master table showing the characters per pica for various alphabet lengths. 

143 



Copy Mark-Up 

Typesetting instructions (typeface, type size, 
linespacing, line length, etc.) should be writ¬ 
ten legibly with a colored pencil or ballpoint 
pen so the instructions stand out from the 
typewritten copy. They should be clear, pre¬ 
cise, and grouped in the left-hand margin of 
the page. Use proofreader's marks where 

possible (see page 147). 
Also, where possible, send the typog¬ 

rapher a layout of the job showing how the 
various design elements should appear. Re¬ 
peat all the type specifications on the layout. 

Generally speaking, the more complete 

the instructions, the better the chances the 
job will be set the way you want it. Do not 
leave design decisions to the typesetter. 

Note: If you do not want a job made up (for 
example, you may wish to have display type 
set separately so you can position it yourself 

in mechanicals), be sure to instruct the 
typographer to set the heads “in galley” or 

“as patches,” otherwise they will be set in 
position and could cost more. 

|0/ciT|M€sKwVMU\ 
X 20 picas 

jusUfied 

wordspcu:cr\^ 
avid 

<^-blii|phenate 

Character Counting. Before you can specify type you 

must calculate the number of typewritten characters in the 

copy. First, establish the kind of typewriter that was used 

by counting the number of characters per inch. In this 

case, it was a pica typewriter, which types 10 characters 

per inch. Next, take an average line (line 4), and using 

a ruler, measure it to the nearest inch. Our sample line 

is five inches long, plus five extra characters. Multiply 

this line length (5) by the number of characters to the 

inch (10). This gives you a total of 50 characters. Now 

add the five characters that went beyond the five-inch mark, 

and you get 55 characters. Multiply this by the number 

of lines (13) for a total of 715 characters. 

Type specifications added by designer. 
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Formatting Codes 

After you specify the type, the typographer 

will add special formatting codes for the 

keyboard operator. These codes, which vary 

from system to system, cover such things 

as wordspacing, letterspacing, and font 

changes. They translate your type instruc¬ 

tions into a language the phototypesetting 

machine can understand. 

Character Counting. Before you can specify type you 

must calculate the number of typewritten characters in the 

copy. First, establish the kind of typewriter that was used 

by counting the number of characters per inch. In this 

case, it was a pica typewriter, which types 10 characters 

per inch. Next, take an average line (line 4), and using 

a ruler, measure it to the nearest inch. Our sample line 

is five inches long, plus five extra characters. Multiply 

this line length (5) by the number of characters to the 

inch (10). This gives you a total of 50 characters. Now 

add the five characters that went beyond the five-inch mark, 

and you get 55 characters. Multiply this by the number 

of lines (13) for a total of 715 characters. 

Formatting codes added by typographer. 
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Proofs 

After the type is set, the typographer holds 
the original typeset copy and returns the 
manuscript, layout, and as many sets of 
proofs as you have requested. The first 
proof is known as a reader's proof or galley 
proof. The designer should check it care¬ 
fully against the layout to make sure there 
are no design or typographical errors. 

One proof is usually retained by the de¬ 
signer to make up a dummy; one goes to a 
proofreader who checks the typeset copy 
word-for-word against the manuscript; one 
goes to the author, copywriter, or client; and 

one, known as the “master proof," goes to 
the editor (or to the person editorially re¬ 
sponsible for the job). The corrections are 

transferred by the editor from the various 
proofs to the master, and it is this proof only 

that is returned to the typographer for 

corrections. 
Every correction should be marked: either 

with an AA (Author’s Alteration), which cov¬ 

ers all editorial and design changes, or with a 
PE (Printer’s Error), which covers those mis¬ 
takes for which the typographer is directly 
responsible. The client pays for AAs, the 
typographer for PEs. 

After the corrections have been made, the 

typographer will send you the final proof. 

This is called a reproduction proof, or repro, 
because it is reproduction quality (camera- 

ready) and may be pasted into mechanicals. 
If the job is set on film, the typographer will 

make the corrections and prepare a film 

mechanical. 

Note: If corrections are extensive it is a good 

practice to request a second reading proof. 

{loO 0'^ 

Character Counting. Before you can specify type you 
must calculate the number of typewritten characters 
in the copy. First, establish the kind of typewriter that 
was used by counting the number of characters per 
inch. In this case, it was a pica typewriter, which 
types 10 characters per inch. Next, take an average 
line (line 4), and using a ruler, measure it to the near¬ 
est inch. Our sample line is five inches long, plus 
five extra characters. Multiply this line length ^) 
by the number of characters to the inch (10). This 
gives you a total of 50 characters. Now add the five 
characters that went beyond the five-inch mark, and 
you get 55 characters. Multiply this by the number 
of lines (13) for a-gran^ total of 715 characters. 

Reader 's, or galley, proof with corrections properly indicated as either 
AAs or PEs. 

1 

i 
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Proofreader’s Marks 

Proofreader’s marks are a standard set of 

symbols used to convey instructions to the 

typesetter. They are clear and brief and they 

communicate rapidly and efficiently. For 

example, a single line under a word means 

“set in italic,” three lines means “set in caps.” 

These symbols are used and understood by 

everyone associated with copy or type: 

copywriters, editors, designers, typesetters, 

proofreaders, etc. Although you may use 

only a dozen or so marks, it helps if you are 

familiar with all of them. 

EXPLANATION 

Take out letter, letters, or words indicated. 

Insert space. 

Insert letter. 

Set in lowercase. 

Wrong font. 

Broken letter. Must replace. 

Reset in italic. 

Reset in rornan. 

Reset in bold face. 

Replace with capital letter. 

Use small capitals instead of type now used. 

Insert period. 

Transpose letters or words as indicated. 

Let it stand as is. Disregard all marks above dots. 

Insert hyphen. 

Equalize spacing. 

Move over to point indicated. 

[I if to the left; if to the right J 

Insert comma. 

Insert apostrophe. 

Enclose in quotation marks. 

Draw the word together. 

Insert inferior figure. 

Insert superior figure. 

Used when words left out are to be set from copy 

Spell out words marked with circle. 

Start a new paragraph. 

Should not be a paragraph. Run in. 

Query to author. Encircled. 

Out of alignment. Straighten. 

1- em dash. 

2- em dash. 

En dash. 

Indent 1 em. 

Indent 2 ems. 

MARGINAL MARK ERRORS MARKED 

He opened the windo^w. 

He opened th^indow. 

e He o^ed the window. 

ytc He 0pened the window. 

He ope/^ed the window. 

X He ^pened the window. 

^tJi He opened the windpw. 
/Tt'Yo^ He opened the window. 

H He opened the window. 

he opened the window. 

He opened the window. 

o He opened the windovv^ 

tr He/the windowjbpened.^ 

He opened the window. 

=/ He made the proo^ark. 

He^pened'l^he^indow. 

Q He opened the window. 

Yes^e opened the window. 

He opened the bo^ window 

XS/ w He^pened^the window. 

o He o^ned the window. 

/2\ Sulphuric Acid is E^O,. 

Ne/ 2^ “t“ b 
He^window. 

He opened the{5d}window. 

door.jHe opened the 

door.^ 

^ He opened the window. 

The proof-read by. 

^==- He opened the window. 

He opened the window,^ 

He opened the window,^ 

He opened the window^ 

D ^ He opened the window. 

m 3 He opened the window. 
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Establishing the Depth 

Once the number of lines has been deter¬ 

mined it is possible to establish the depth by 
multiplying the number of lines by the point 
size of the type: 14 times 11 points equals 154 
points. Divide the total by 12 (there are 12 
points in a pica) and you get the depth in 

picas (12 picas, 10 points), or divide it by 72 
(there are 72 points in one inch) and get the 
depth in inches (approximately 2V8 inches). 

MAKING ADJUSTMENTS 
If you find that the type sets too long or too 
short and you decide to adjust it by changing 

the typeface, type size, or measure, you 
must refigure the characters per pica. On the 
other hand, you can adjust the linespacing 
without refiguring. Adding (or deleting) 

space between the lines does not affect the 
characters per pica, nor the number of lines; 

it merely increases the depth. If you add one 
point linespacing—that is, 11/12—the depth 

will be 15 times 12 (type size plus linespac¬ 

ing), or 15 picas. 

Note: For a simpler, more convenient, 

method of establishing the depth of a column 
of type, see Pica Rule on page 150. 

Character Counting. Before you can specify type you 
must calculate the number of typewritten characters 
in the copy. First, establish the kind of typewriter that 
was used by counting the number of characters per 
inch. In this case, it was a pica typewriter, which 

depth: types 10 characters per inch. Next, take an average 
154 POINTS line (line 4), and using a ruler, measure it to the near- 
?o”poiNTs*® est inch. Our sample line is five inches long, plus 

five extra characters. Multiply this line length (5) 
by the number of characters to the inch (10). This 
gives you a total of 50 characters. Now add the five 
characters that went beyond the five-inch mark, and 
you get 55 characters. Multiply this by the number 

_ of lines (13) for a total of 715 characters. 

11-point Times Roman set solid. 
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DEPTH IS 
168 POINTS 
OR 14 PICAS 

Character Counting. Before you can specify type you 
must calculate the number of typewritten characters 
in the copy. First, establish the kind of typewriter that 

was used by counting the number of characters per 
inch. In this case, it was a pica typewriter, which 
types 10 characters per inch. Next, take an average 
line (line 4), and using a ruler, measure it to the near¬ 
est inch. Our sample line is five inches long, plus 
five extra characters. Multiply this line length (5) 
by the number of characters to the inch (10). This 
gives you a total of 50 characters. Now add the five 
characters that went beyond the five-inch mark, and 
you get 55 characters. Multiply this by the number 

of lines (13) for a total of 715 characters. 

11-point Times Roman set with 1-point iinespacing. 



Pica Rule 

Figuring the depth of a column of type 
mathematically is not only time consuming, 

but can lead to errors. It is much simpler and 
more accurate to use a pica rule, which is 
calibrated in points and covers all the more 
popular sizes, such as 6, 7, 8, 9,10,11,12, 
13, and 15. (To get 14 points you simply use 

the 7-point scale and count every second 
increment.) When measuring type, these in¬ 

crements represent the baseline-to-baseline 
measurement and not necessarily the type 
size; that is, the 11-point increment could 
represent 11-point type set solid, but it could 

also represent 8/11, 9/11, or 10/11. 
Pica rules are also used to measure line 

length. Some, for added convenience, are 

calibrated in inches as well as in points. 

AGATE 

HABERULE ”10” TYPE GAUGE 
POINT SIZE 

78 9 10 11 12 6 
_ _ 

. ... 2- 

E! 5 
4- 

fi— 

— 10 8- 

— 10- 

_ 12- 

— 15 
_ 14- 

— 

16- 

—20 — 

18- 

— 20- 

— 25 22- 

— 24- 

— 30 26- 

— 28- 

^35 30- 

— 32- 

—40 34- 

— 36- 

~45 38 

40 
_ 42 

50 
44 

46- 

_ 55 48- 

— 50- 

60 52- 

— 54^ 

— 65 56- 

— 58- 

o
 

Ill 60 - 

_ 

62- 

— 75 64- 

66- 

— 68- o
 

C
O

 

1 

_ 

- 2 2— 

— 4 
— 

4 — 

- 6 — 

6 — 

8— 

— 10 

-12 10 — 

-14 12— 

-16 14 — 

-18 16 — 

— 20 — 

18— 

-22 — 

— 20— 

-24 — 

22— 

-26 

-28 24— 

-30 26 — 

- 32 28— 

34 30— 

36 32 
-38 — 

34 
40 — 

36 — 

-42 

- 44 38 

-46 4CF 

-48 42— 

-50 44— 

-52 46— 

-54 — 

48— 

-56 — 

— 50— 

-58 
— 

_ 

— 2 2- 

- 4 4— 

6 
6— 

— 8 
8- 

-10 — 

— 10— 

-12 — 

— 

12— 

-14 

-16 14— 

18 16- 

20 18— 

22 20— 

24 22 - 

26 

28 

24— 

30 
26 

32 
28 

— 30— 

■ 34 

-36 32— 

-38 34— 

— 
— 

-40 36— 

— — 

-42 38— 

-44 40— 

46 — 

_ 1 — 

- 2 2 — 

— 3- 

- 4 4 — 

5 — 

- 6 
6 — 

8 7 — 

_ 8 — 

- 10 9 — 

— 10 — 

-12 11 — 

— 12- 

-14 13 — 

— 

14 
-16 15 

16 - 

18 
17 

-20 18 — 

— 19 

22 20 — 

— 21 

-24 22— 

- 23 — 

-26 24 — 

— 25 - 

-28 26— 

27— 

-30 
28— 

-32 29 — 

— 30 — 

-34 31 - 

- 32 

-36 33— 

— 34 — 

MEASURE 
/BASELINE TO 

BASELINE 

.Character Counting. Before you can specify type you 

.must calculate the number of typewritten characters 
in the copy. First, establish the kind of typewriter that 
was used by counting the number of characters per 
inch. In this case, it was a pica typewriter, which 
types 10 characters per inch. Next, take an average 
line (line 4), and using a ruler, measure it to the near¬ 
est inch. Our sample line is five inches long, plus 
five extra characters. Multiply this line length (5) 
by the number of characters to the inch (10). This 
gives you a total of 50 characters. Now add the five 
characters that went beyond the five-inch mark, and 
you get 55 characters. Multiply this by the number 
of lines (13) for a total of 715 characters. 

EACH UNIT 
^REPRESENTS 

12 POINTS 
OR 1 PICA 

Pica rule permits fast and accurate calculations. 
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Copyfitting 
Tabular Matter 
Tables and charts are not difficult to copyfit if 

you approach them properly. First, decide on 

the overall pica measure. Next, starting at 

column one, take the longest line and count 

the number of characters. Do the same for 

the longest item in each of the columns and 

then add up the total number of characters. 

You now have the maximum amount of copy 

that can fit on one line. Next, decide on the 

typeface and type size and then refer to a 

character count table to determine how 

many picas will be required to set the copy. 

Subtract this from the overall pica mea¬ 

sure (the width of the entire table). The dif¬ 

ference represents the total amount of white 

space available for margins between the 

columns. (If the type sets wider than the 

overall pica measure, consider using a 

smaller or more condensed typeface, or 
breaking lines. If the type sets short, and 

there is too much white space, consider 

using a larger or more expanded typeface.) 

It is important that a table be designed so 

you can read across it without getting lost. To 
guide the eye, the designer can use rules, 

leaders, space, or a combination of these. 

(See pages 104 and 111, and Tabular Matter 

on page 106.) 

CHARACTER COUNT/ 
LONGEST LINE IN 
EACH COLUMN 

Typeface Period Century 

Garamond Old Style Early Seventeenth 

Baskerville Tr an s i t i on ad,,..--' d - E i gh t e e n th 

Bo don •'"'Ttodem Late Eighteenth 
MAKE ALLOWANCES 
FOR ADEQUATE 

" SPACE BETWEEN 
COLUMNS 

Century Egyptian^— -—-l/TSte Hin^te^nth 

Helvetica Contemporary ^^Mid-Twentieth 

Typewritten copy to be set in table form. 

Typeface Period Century 

Garamond Old Style Early Seventeenth 

Baskerville Transitional Mid-Eighteenth 

Bodoni Modern Late Eighteenth 

Century Egyptian Late Nineteenth 

Helvetica Contemporary Mid-Twentieth 

Table typeset in 11/20 Times Roman by 20 picas. 



Writing to Fit 

In most cases the designer first gets the 
typewritten copy and then designs the piece. 
There are times however when the proce¬ 

dure is reversed: the designer designs the 
piece first and then the copy is written to fit 
the layout. In this case, the designer will 

have to specify the number of characters or 
words to be written. 

Specifying the number of characters is 

the most accurate guide you can give the 
copywriter. To do this, the designer must first 

determine the typeface, type size, and 
measure. By referring to a character count 

table, as previously outlined, it is possible to 
establish the number of characters per line. 

Multiply this by the number of lines and you 

have the total number of characters to be 
written. 

If you wish to specify the number of words, 

just divide the total number of characters by 
five, which is the number of characters in an 
average English word. Although estimating 
the number of words is not as accurate as 

specifying the number of characters, it does 
give a copywriter a good working estimate. 

C/) 
< 
O 

20 PICAS 

Let's assume we wish to fill the above area with 
11112 Times Roman. First, we would refer to the 
character count table on page 142. 11-point 
Times Roman sets 52 characters to a 20-pica 
measure. The 20-pica column will contain 20 
lines of 11/12 type. Therefore the total number 
of characters will be 1,040 (20 x 52). Divide 
by five to get the approximate number of 
words (208). 
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Layouts 

A layout, or visual, is the designer’s approx¬ 

imation of the printed piece. It can vary from 

a rough sketch, called a “rough,” to a tightly 

rendered comprehensive layout, called a 
“comp.” 

One reason for making a layout is so that 

both the designer and the client can get a 

general idea of what the job will look like 

before any typesetting expenses are 

incurred. 

Another reason for making a layout is to 

give the typographer a visual idea of what is 
required. 

For the layout to be effective, the designer 

must be able to approximate the look of both 

text and display type. This is called “comp¬ 
ing” type. 

!3 »> 

Rough layout. Tight layout, or “comp. 
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Comping Text Type 

When comping text type, it is only necessary 

to suggest the lines of type, not the individual 
letters. This is done by drawing two pencil 
lines for every line of type. The distance 
between the lines represents the x-height of 
the specific typeface. All you need is an ordi¬ 
nary pencil, pica rule, T-square, and triangle. 
Let's make a comp of the copy on page 147, 
which is to be set in 11/12 Times Roman by 
20 picas (see illustration below). 

First draw a box 20 picas wide by 14 picas 
deep. (These lines represent the text area 
and should be drawn lightly, as they do not 

appear on the printed page and can be dis¬ 
tracting on the comp.) Next, draw a small dot 

every 12 points down the left side of the 
margin. Each dot indicates a line of type plus 
linespacing; in this case 11 points of type and 
one point of linespacing. Using the T-square, 

draw in the lines as shown below. The dis¬ 
tance between the pairs of lines represents 

the x-height of the typeface. 
Try to keep all the lines the same weight to 

create the appearance of type printed on a 
page. When comping boldface type, just 
press more heavily on the pencil. 
Note: Text type may also be comped using a 
standard pencil with the lead cut in a chisel 

shape to match the x-height. 

SHORT LINE 
PRECEDES NEW 
PARAGRAPH 

Comped with pencil, using two lines to represent the x-height. 

... 
DRAW 
LIGHT 
GUIDELINES 

I 

* 

t’ 

i) 

t: 

Comped with chisel-point pencil, using a single line to represent 
the x-height. 
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Comping Display Type 

When comping text type, we only suggested 

the lines of type; with display type, however, 

the copy must be readable and the typeface 

recognizable. Each display letter has to be 

carefully traced. 

You will need a tracing pad and a sharp 

pencil. You will also need a specimen of the 

typeface you are using, preferably one that 

shows a complete alphabet of both upper¬ 

case and lowercase letters. If some of the 

letters are missing—and this is often the 

case—then it becomes necessary to make 

up these letters from existing ones; for ex¬ 

ample, the letters R from B, and F from E. 

First, lightly draw the baseline on the trac¬ 
ing paper. Next, lay the tracing paper over 

the alphabet to be traced, making sure that 

the two baselines align. Trace the first letter 

carefully, then move the tracing paper and 

start the second letter. As you do this, con¬ 

sider the letterspacing carefully; remember 

to keep it visually even between the letters. 

The same applies to wordspacing. (See Let¬ 

terspacing on page 61 and Wordspacing on 
page 62.) 

When the comp is finished you can either 

leave it in outline form or fill it in with your 

pencil. The degree of the finish is usually 

dictated by the purpose of the comp. If it is 

Letterforms can be filled in or left as outline, 
depending on the purpose of comp. 

just a spacing guide for the typesetter, the 

pencil outline is adequate; if it is to be shown 

to a client for approval you may wish to fill in 

the letters to create a better appearance. 

Note: Printed type is blacker and more as¬ 

sertive than comped type; therefore if you 

are in doubt about which type size will match 
your comp, it is often safer to choose the 
smaller. 
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Makeup 

When a job is made up, all the elements are 
set in their correct position according to the 
designer’s layout. 

Having a job made up is usually more 
expensive than having it set in galleys (not 
made up), and once it is made up design 
changes can mean additional cost. 

If you are uncertain about the final design 

you may find it more convenient, and 
economical, to have the job set in galleys 
and position the elements yourself in 
mechanicals. 

TYPESETTING 

*• vfW'lav matot naadnoa 

MTougn caoiayMaaarq graa 04 «> 
i naw* mqm ••••rancH e mMM typa n •• na » OOMum 

orvna*|t aepMad n Tt •art*'BOO** C^*Vnr<B a^i yp» and 
^oa/c»or> lor Kd OapAc Qaanjiw tu 

Qrm^ Cdargnor mtiOm aaiiy ecu- 
canwg aena ma praoucaon aacada o'a 

TYPE 
SETTING 

JoD set In galleys. 

ogy a naa CMaad « anara o> amljaan in«onart matairypa lanna—nwnr wr 
rrw tm* • an ananvi le aiv*ir noa pncao auaratama—v ma^oaa^ 

' IV ra iaaprv Laav"ai na 
»ria«>na'aaA>anoihanacaaaarr r«a Ooc* • m ro aa? aaantM n M a awMb 

anacamanr oumr (ha tooa »(aaaanao lua lor aa»»r Oaa«nno a«r> n®a a iw tha 

Cap»«fcni and Ownc Oaaignar • «> tta ilanjia cay 
camao MM aw oroAxaon aaoaca o> a 
job fdKtBrrototdi'V aaaia aanBo«h(ype9 
•aphvanopfmxnona Oui aacOy m wrma ol pnoDayoaaannQ 

Job made up. 
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Copy Preparation 

Character counting can be simplified if the 
copy is properly prepared. Copy should be 
typed double-space on standard SVa" x 11" 
bond paper in a column about six inches 
wide, with a generous margin on the left for 
typesetting instructions. Each page should 
have approximately the same number of 
lines and characters per line. To prevent 
mixups, every page should be numbered 
and carry the job title. The word “end” should 
appear on the last page. 

All phases of editing and design should be 
done on the original manuscript, not a car¬ 

bon or duplicator copy. If there are any cor¬ 
rections, they should be written clearly 
above the line, preferably in ink. If correc¬ 
tions are extensive, the page should be 
retyped—typographers charge extra for 
working with “dirty” copy. 

To make copy preparation easier, many 
clients will type the copy on specially printed 
sheets of paper that are calibrated across 
the top in both pica and elite typewriter units. 
This helps the typist see exactly where 
to end each line. To further simplify mat¬ 
ters, some sheets have a vertical line (or 
lines) indicating one or several specific line 
lengths. Some also have numbers running 
down the left-hand margin to indicate each 

double-spaced line. Needless to say, work¬ 
ing with copy typed on these sheets makes 
the job of character counting much easier for 
the designer. 

Note: Preparing copy on bond paper and 
on disks are two different matters. For ex¬ 
ample, while two spaces after a period and 
a five-space paragraph indent are accept¬ 
able for typewritten copy, they can present 
problems for the designer when recorded 
on a disk. It is a good idea to discuss copy 
preparation with all involved parties before 
beginning the job. 

JOB AND 
PAGE 
NUMBER 

Craig/1 

Character counting — and typesetting — can be simplified 

if the copy is properly prepared. Copy should be typed 

on standard 8h x 11 bond paper, and on one side of the 

sheet only. A good column width is about 6", which 

allows a generous margin on the left for type specifica- 
WIDE MARGIN 
ON LEFT 

sPECiFrcATioNs tions. The lines should be double-spaced, each having 

approximately the same number of characters. Each page 

should contain the same number of lines. Niimber all 

pages and include the job title to avoid confusion should 

the pages get separated. All corrections should be 

^jfitten clearly, above the line, and preferably in ink. 

If corrections are extensive, the page should be retyped. 

All editing and design instructions should be made on 

the original manuscript and not a copy. 

Properly prepared copy. 
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Type Specification 
Chart 
When preparing copy, especially complex 

copy, it is sometimes handy to have a 
checklist of the various design decisions that 

must be made: typeface, type size, mea¬ 
sure, wordspacing, letterspacing, etc. After 

the form is filled out it should be sent to the 
typographer along with the job. It is also a 
good idea for the designer to keep a copy in 

the event that the job has to be matched at 
some future date or patches have to be set. 

A type specification chart is shown below. 
You may of course wish to make up your own 

Note: Some of the items shown on the chart 
may affect the cost of the job; for instance, 
makeup, kerning, hung punctuation, extra 
proofs, etc. You may wish to check with the 

typographer before specifying them. 

Date: Job Number: 

Typographer: System: 

Type (typeface, type size, linespacing, and measure) 

Type Arrangement 

Justified 

Unjustified 

Flush left, ragged right Minimum line picas 

Flush right, ragged left Minimum line picas 

Centered 

OK to hyphenate 

Letterspacing 

Normal 

Loose 

Tight 

Very tight 

Touching 

Letterspacing acceptable to justify line □ Yes □ No 

Wordspacing 

Normal 

Loose 

Tight 

Very tight 

If justified, set with units minimum and units maximum wordspacing. 
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Paragraphs 

Indent all paragraphs em(s) 

First paragraph flush, indent all others em(s) 

All paragraphs flush left with line(s) space between. 

Minimum acceptable widow is characters. 

Miscellaneous 

Kerning 

Ligatures 

Hung punctuation 

Other 

Makeup 

Make up complete job 

Do not make up, but set in galleys 

Make up sections indicated 

Set patches 

Set rules in position 

Do not set rules In position 

Proofing 

Reader's proof Number of proofs 

Repro proofs Number of proofs 

Paper RC Stabilization Other 

Film Positive Negative 

Right-reading Wrong-reading 

Special proofs 

Special instructions 
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Point Systems There are two major type measuring sys¬ 

tems in use today: the English/American 

System, used primarily by the English- 

speaking world, and the Didot System, used 

by the rest of the world. They are very similar. 

Until the eighteenth century there was no 

standardized method of measuring type, 

there were only vague categories of type 

sizes and with names such as canon, primer, 

pica, etc. During the mid-eighteenth century, 
Pierre Fournier, a French type designer and 

printer, developed a mathematical system 

for denoting type sizes. This was later re¬ 

fined by Frangois Ambroise Didot, whose 
name is used for the system. 

During the late-nineteenth century the 

United States and England developed their 
own system, which was based upon Didot’s. 

The system, referred to as the English/ 

American System, was adopted by the 

United States in 1886 and England in 1898. 

Both systems are based on points. The 
Didot point, however, is slightly larger than 

the English/American point. For example, a 

9-point European Helvetica measures close 

to 10 points on the English/American Sys¬ 

tem. Apart from this, the only difference that 

may be of interest to the designer is that in 

the English/American System twelve points 

make a pica, while in the Didot System 

twelve points make a “cicero.” 
Here is a comparison between the two 

systems of the more common type sizes: 

DIDOT PICA 

4 4.3 

5 5.4 

6 6.4 

7 7.5 

8 8.6 

9 9.7 

10 10.7 

11 11.8 

12 12.9 

14 15.0 

It is interesting to note that at present there 
are a number of European countries that are 

attempting to convert the present point sys¬ 

tems to the metric system, and it may be only 

a matter of time before we are all mea¬ 

suring type in millimeters. 
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Metric System The metric system is a decimal system 
(based on increments of ten). It is the world’s 

most widely used system of measurement, 
and it is only a matter of time before it will be 

fully adopted by the United States. At 
present, the metric system is already used 
by many of our major industries and by gov¬ 

ernment agencies, including the Armed 
Forces. Its adoption is bound to affect photo¬ 
typesetting and printing, and for this reason 

we have included the basics of the metric 

system in this book. 
Also, included in this section is a brief 

discussion of degrees Celsius, also to be 
adopted shortly by the United States. 

BASE UNITS 
There are a number of different base units 
of measurement in the metric system, 
but we shall concern ourselves with only 

the three major units: the meter (m), for 
measuring length; the gram (g), for mea¬ 
suring weight; and the liter (I), for measur¬ 

ing volume. 
The value of each of these base units is 

fixed; a meter is a little longer than a yard; a 
gram is about one-third of an ounce; a liter is 
a little more than a quart. But these units 
are not always convenient; they may be too 

iarge or too small, depending on what is 
being measured. To accommodate the full¬ 

est possible range of measurements, a 
prefix is added to the base units to make 
them smaller or larger. (See below). 

Any prefix may be added to any base unit, 
although in practice there are some combi¬ 
nations that are seldom, or never, used. Of 
the above prefixes, the most commonly 
used are milli, cent!, and kilo. Some of the 

combinations with which you may be familiar 
are the millimeter (mm), centimeter (cm), 
kilometer (km), milligram (mg), and kilogram 

(kg). 

One thousand times smaller 

One hundred times smaller 

Ten times smaller 

Base unit 

Ten times larger 

One hundred times larger 

One thousand times larger 

PREFIX AND 
SYMBOL 

DECIMAL 
EQUIVALENT 

mini (m) .001 

centi (c) .01 

deci (d) .1 

1.00 

deka (da) 10.00 

hecto (h) 100.00 

kilo (k) 1000.00 

METER 
The meter is the metric unit of length and the 

symbol is "m.” The meter is a little longer 

than a yard (39.37 inches) and for this rea¬ 
son it is often referred to as “the metric yard.” 

It is used to measure anything we now mea¬ 
sure in yards or feet; height, rooms, dis¬ 

tance, fabric, etc. 
The millimeter (mm) is one one- 

thousandths of a meter. It is used for measur¬ 

ing film, tools, machinery, arms and ammuni¬ 

tion, etc. It is also used in the graphic arts 
field to measure the thickness of paper and 

seems almost certain to replace the point in 

measuring type and linespacing. 
The centimeter (cm) is one one- 

hundredths of a meter. It is used to measure 

objects we would normally measure in feet 
or inches: body dimensions, garment mea¬ 
surements, etc. When measuring larger ob¬ 

jects, meters and centimeters can be com¬ 
bined; for example, 1 meter 6 centimeters 

could be either 106 centimeters or 1.06 

meters (106 cm or 1.06 m). 
The kilometer (km) is one thousand me¬ 

ters, or between one-half and two-thirds of a 
mile. Kilometers are used wherever we use 

miles: distance, speed limits, etc. 

centimeter .3937 inch 

meter 39.3700 inches 

kilometer 39370.0000 inches or .6214 mile 

GRAM 
The gram is the metric unit of weight and the 
symbol is “g.” One gram is about one-third of 

an ounce (.0353 ounce) and is used to weigh 
anything we now weigh in ounces; for exam- 

pie, butter, cheese, coffee, chocolates, etc. 
The milligram (mg) is one one- 

thousandths of a gram. It is used for measur¬ 
ing items in very small quantities, such as 
drugs, chemicals, etc. 

The kilogram (kg) is one thousand grams 
(a little over two pounds) and is used to 

weigh anything we now weigh in pounds; for 
example, a bag of potatoes may weigh 2 

kilograms. Your body weight will also be 

measured in kilograms; 6 kilograms (132 
pounds); 7 kilograms (154 pounds), etc. 

milligram (mg) .0000353 ounce 

gram .0353 ounce 

kilogram 35.3000 ounces, or 2.2 pounds 
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LITER 
The liter is the metric unit of volume and the 

symbol is “I.” One liter is slightly more than a 

quart (1.06 quarts). The liter is used to mea¬ 

sure anything we now measure in quarts or 

gallons, from a bottle of beer to a tankful of 
gas. 

The milliliter (ml) is one one-thousandths 

of a liter and is used to measure items 

packaged in small quantities, such as soda, 

toothpaste, shampoo, etc. It is also used for 

measuring the ingredients in recipes. 

liter (1) 1.0567 quarts 

milliliter (ml) .00155 ounces 

DEGREES CELSIUS 
Degrees Celsius (formerly called degrees 

centigrade) will eventually be fully adopted 

by the United States. When this happens all 

temperatures will be expressed in degrees 

Celsius rather than the degrees Fahrenheit 

we are presently using. This will not only 

affect how we read the atmospheric temper¬ 

ature, but also how we read body tempera¬ 

ture, cooking temperature, and the tem¬ 

perature at which photographic paper and 

film are developed. 

There are two key figures to remember in 

degrees Celsius: 0 degrees, the tempera¬ 

ture at which water freezes, and 100 de¬ 

grees, the temperature at which water boils. 

Add to these two figures the ideal room tem¬ 

perature of 20 degrees (68°F), a warm 

summer day of 30 degrees (86°F) and a cool 

evening of 10 degrees (50°F). Once you be¬ 

come familiar with these few figures it will not 

be long before you can fill in the gaps. 

TYPESETTING SYMBOLS 
When setting type, the metric symbols, 

rather than the full name, should be used (2 

km, not 2 kilometers). A space should be left 

between the number and the symbol, except 

for degrees Celsius, where no space is left 
(10°C). A period is never used after a symbol 

unless it is at the end of a sentence. Symbols 

are always shown as singular (1 km, 10 km, 

and 100 km). 
Symbols are written in lowercase, with 

these exceptions: the C for degrees Celsius 

is capitalized because it is derived from the 

name of the originator of the system, Anders 

Celsius. Also, some nations have chosen to 
capitalize the symbol for liter to avoid con¬ 

fusion between the lower case I and the 

numeral 1. The U.K. and Europe use an italic 

lowercase / for the same purpose. 

METRIC CONVERSION FACTORS 

When you know Multiply by To find 

inches 2.54 centimeters 

feet 30.48 centimeters 

yards 0.91 meters 

miles 1.61 kilometers 

ounces 28.35 grams 

pounds 0.45 kilograms 

pints 0.47 liters 

quarts 0.95 liters 

gallons 3.78 liters 

degrees Fahrenheit Subtract 32 and then 
multiply by 5/9 

degrees Celsius 

degrees Celsius Multiply by 9/5 
and then add 32 

degrees Fahrenheit 
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Punctuation The finest typography in the world is useless 
if the message cannot be understood. Be¬ 
fore specifying type, scan the copy to see if it 
makes sense and if there is an overall con¬ 
sistency of punctuation and style. This is 
especially important when dealing with dis¬ 

play type or any highly visible copy such as 
heads, captions, lists, and tabular matter. 
However, do not change punctuation without 

first discussing it with the copywriter or 

editor. 
Although there are specific rules of punc¬ 

tuation, it is sometimes possible to have 
more than one acceptable solution. For 
example, there are ‘house styles” as well as 
differences between American and British 

usage. This means that the preferred punc¬ 

tuation of one client may not be the same as 

that of another. 
Here are the common punctuation 

marks and their uses. This represents a 

mere outline, and it is recommended that 
every designer acquire a copy of an ac¬ 

cepted book on style such as The Chicago 

Manual of Style or Words Into Type. 

The reader should also consult Design 
Considerations of Punctuation on page 114. 

Period. The period marks the end of a sen¬ 
tence. It is also used with abbreviations, 
such as Mr., Ms., U.S.A., etc. The period 

may sometimes be omitted in display 
type, after heads, and at the end of short 

captions. 
The period is always placed inside the 

closing quotation mark, whether it is part of 

the quoted matter or not. 

The designer said, “We need the type right away." 

Colon. The colon is used after a word, 

phrase, or sentence to introduce a list, se¬ 
ries, direct quote, or further amplification. 
It replaces the phrases “that is” and “for 
example.” A colon is also used in expres¬ 

sions of time and in the salutation of a letter. 
When the colon is used as punctuation 

within a sentence, the clause following the 
colon starts with a lowercase letter. How¬ 

ever, if the colon introduces a series of com¬ 
plete sentences, each sentence should start 
with a cap. Also, lists, tabular matter, and 
directional indications (left, right) following a 
colon may be capped. A colon is placed 
outside the closing quotation mark unless it 
is part of the quoted matter. 

Serif: the short stroke that projects from the ends 
of the main strokes. 

There are three measurements with which the de¬ 
signer should be familiar: points, picas, and units. 

The author asks: “Has phototypesetting cre¬ 
ated a new typography?” 

The name of a typeface may differ: Helvetica is 
also called Claro. Helios, Geneva, or Vega. 

The time is 10:30 A.M. 

Dear Sirs: 

Semicolon. The semicolon represents a 
pause greater than that marked by a comma 

and less than that marked by a period. Its 
most common use is to separate complete 

and closely related clauses. It is also used to 

separate items in a list that have internal 
comma punctuation. A semicolon is placed 

outside the closing quotation mark unless it 

is part of the quoted matter. 

The difference between one typeface and 
another is often subtle; it may be no more than a 
slight difference in the shape of the serif. 

Each typeface has a name for identification: it 
may be that of the designer. Baskerville: or of a 
country. Helvetica; or it may be simply a name. 

Future. 

Comma. The comma signifies a pause while 

reading. It separates independent clauses, 

words in a series, items in a list, and fig¬ 
ures. It also Introduces a direct quote. The 

comma, like the period, is always placed 
inside the closing quotation mark. Here are 

some samples: 

The job is running late, and the designer needs 
the type right away. 

A point is a small, fixed amount of space. 

Picas, points, and units can be confusing. 

The test is May 1,1980. 

The designer said, “Just keep on trying.” and we 
could feel the tension in the air. 

Question Mark. The question mark is used 

after any sentence or phrase that asks a 

direct question. It should not be used after an 
indirect question (“I wonder if I’ll get my type 

today") or a question that embodies a re¬ 
quest not requiring an answer (“Will you 
please be seated.”). A question mark is 
placed outside the closing quotation mark 

unless it is part of the quoted matter. 

What is a typeface? 

Exclamation Point. The exclamation point 
indicates strong feeling, surprise, or irony 

and is used to achieve emphasis. It is placed 
outside the dosing quotation mark unless it 
is part of the quoted matter. 

A typeface refers to a specific design of an 
alphabet—and there are hundreds! 

Quotation Marks. Quotation marks may be 

single (' ’) or double (“ "). In modern 
American usage, single quotes are used 
only when setting off a quote within a quote. 
For all other purposes double quotes are 

used. Quotation marks are used to set off 

direct quotes; excerpted text; titles of poems, 
stories, and articles; and to draw attention to 
a word or phrase. 

When quoting excerpted text that is longer 
than one paragraph, each paragraph opens 

with a quotation mark but only the final para¬ 
graph closes with one. 

No quotation marks are necessary if ex¬ 

cerpted text is set indented or in a smaller 
type size. 
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Commas and periods are always set in¬ 
side the closing quotation mark. All other 

punctuation is set inside if part of the quote, 

outside if not. 

Sans serif is French for “withouf serif.” 

Hyphen. The hyphen is used to join com¬ 

pound words and to indicate a wordbreak at 

the end of a line. It is also used to separate 

prefixes and suffixes from the root word. 

The non-designer, too, is involved with photo¬ 
typesetting. 

The type you are now reading is 8-point Helvetica. 

The job prints out in typewriter-like characters. 

En-Dash. The en-dash is slightly longer than 

the hyphen. It takes the place of the word 

“to.” It also sets off prefixes and suffixes from 

compound words that are either separate or 

joined by a hyphen. An en dash is marked for 

the typesetter like this; 

The number of characters in a font is usually 
86-120. 

It is a wastepaper basket-like container. 

Em-Dash. The em-dash is the mark com¬ 

monly meant by the term “dash.” It indicates 

an abrupt break in thought or speech, and it 

may be used instead of commas or par¬ 

entheses to set off a parenthetical clause. An 

em-dash is marked for the typesetter like 

this: 

This book offers the designer—and non¬ 
designer—a complete guide to phototype¬ 
setting. 

To set lines of type equal in length—or justified— 
the space between words must be adjusted. 

2- Em-Dash. The two-em-dash is used after an 
initial letter to represent a proper noun. 
It is marked for the typesetter like this: 

Helvetica was designed by Mr. M-in 1957. 

3- Em-Dash. The three-em-dash is used to 

avoid repetition in bibliographies when there 

is more than one book by the same author. 

After the initial listing, the author’s name is 

indicated by a three-em-dash. It is marked 

for the typesetter like this: 

Craig, James. Designing with Type 
. Basic Typography: A Design Manual 

. Production for the Graphic Designer 

(See Designing with Type [2nd ed.].) 

"A complete, graphically illustrated guide to 
tyesetting [sic].” 

Ellipsis Points. Ellipsis points (or ellipses) 

are three periods set in a row. They indicate 

suspended thought, an omission in excerpt¬ 

ed text, and in fiction, a pause in speech or 

thought. When omitting copy from an in¬ 

complete sentence, there should be a space 

before the final word and the first ellipsis 

point. When omitting copy after a complete 

sentence, the final word should be immedi¬ 

ately followed by four points, the first of 

which is the period that ends the sentence. 

“A font is a complete alphabet of one size of one 
typeface.. .. The number of characters in a font 
varies...” 

Slash. A slash (also called a shilling mark or 

slant) between words indicates that the 

reader may choose between them. A slash 

may also be used in presenting numbers 

and tabular material; and in setting built-up 

fractions. 

You can mix roman with italic and/or boldface. 

Braces. Braces are used to join two or more 

lines of type. They come in a range of sizes 

to accommodate any number of lines. 

Garamond ) 

Bembo ( typefaces 
Poliphilus ( 

Blado I 

Asterisk. An asterisk after a word or sen¬ 

tence indicates that further information, or a 

reference, may be found in a footnote. * They 

are placed after all punctuation except an 
em-dash and a closing parenthesis if the 

matter referred to is within the parentheses. 

If there is more than one instance on the 
same page where a footnote is called for, a 

dagger or other reference mark is used. If 

more are needed, double marks are used.t 

Parentheses. Parentheses are used to en¬ 

close matter which is not essential to the 

meaning of the sentence. They may also be 

used to enclose “asides” by the author as 

well as references in the text. 

Some typestyles are created by varying the 
weight (thickness of stroke). 

Brackets. Brackets are used to indicate 

parentheses within parentheses. They are 
also used to enclose editorial interpolations 

(comments, queries, explanations, correc¬ 

tions, or directions inserted into the text). 
167 

*The footnote is always preceded by an identical 

reference mark. 

tSee Reference Marks in the Glossary for a com¬ 

plete list. 



Glossary 

AA. Abbreviation of “Author’s Alteration.” It 
is used to identify any alteration in text or 
illustrative matter which is not a PE (Print¬ 
er’s Error). 

Accent. Mark over, under, or through a 
character, as a guide to pronunciation. 

Name Example 

Acute e 

Breve e 

Cedilla g 

Circumflex e, 6 

Grave e 

Macron a 

Tilde h 

Umlaut e, 6, u 

Acetate. Transparent plastic sheet placed 
over a mechanical for overlays. 

Acute. Accent above a letter: e. 

Adaptable fraction. A traction made up of 
three separate parts: numerator, slash, de¬ 
nominator. This method is often used when 
setting large text-size fractions. 

Adobe PostScript. A computer imaging 
system for page description. 

Advertising rule. Thin rule used to sepa¬ 
rate one magazine ad from another. 

Agate. Unit of measuremenl used in news¬ 
papers to calculate column space: 14 agate 
line equal 1 inch. (Agate was originally the 
name of a 5V2-point type.) 

Alignment. Arrangement of type within a 
line so that the base of each character (ex¬ 
cluding descenders) rests on the same im¬ 
aginary line, i.e. a base-aligning. Also the 
arrangement of lines of type so that the 
ends of the lines appear even on the page; 
that is, flush left, flush right, or both. 

All in. All copy and proofs are available. 

Alphanumeric. Contraction of “alphabet 
and numeric” that refers to any system 
combining letters and numbers. 

Alterations. Any change in copy after it 
has been set. See AA and PE. 

Ampersand. Name of the type character 
“&” used in place of “and.” Derived from the 
Latin et. 

Analogue computer. Type of computer 
that represents numerical quantities as 
electrical or physical variables, used in the 
industry to turn valves or machinery on and 
off. Such computers are not used in photo¬ 
typesetting. See Digital computer. 

Apple Computers, Inc. Manufacturer of 
Macintosh® desktop publishing system. 

Application. A desktop publishing pro¬ 
gram that performs a specific task, such as 
word processing, graphics, etc. 

Arabic numberals. Ten figures, zero and 
numerals 1 through 9, so called because 
they originated in Arabia, as opposed to 
Roman numerals. 

Art. All original copy, whether prepared by 
an artist, camera, or other mechanical 
means. Loosely speaking, any copy to be 
reproduced. 

Artwork See Art. 

Ascender. That part of the lowercase letter 
that rises above the body of the letter, as in 
b, d, f, h, k, I, and f. 

Asterisk. Reference mark used in the text 
to indicate a footnote. Also used to indicate 
missing letters or words. 

Asymmetrical type. Lines of type set at 
random with no predictable pattern in terms 
of placement. 

Author’s alteration. See AA. 

Author’s proof. Proof to be sent to the 
author for the purpose of having it returned 
marked “OK” or “OK with corrections.” 

A4. The International standard for business 
stationery: the equivalent to 8V2 x 11 
inches. 

B 
Backbone. Bound edge, or spine, of a 
book. 

Backslant. Typeface which slants back¬ 
ward; that is, opposite to italic. This effect 
can be obtained on some photodisplay 
machines. 

Bad break. Incorrect end-of-line hyphena¬ 
tion, or a page beginning with either a 
widow or the end of a hyphenated word. 

Bad copy. Any manuscript that is illegible; 
improperly edited, or otherwise unsatisfac¬ 
tory to the typesetter. Most typographers 
charge extra for setting type from bad copy. 

Bad letter. Any letter that does not set or 
print clearly. 

Baseline. Imaginary horizontal line upon 
which all the characters in a given line 
stand. 

Bastard size. Non-standard size of any 
material used in the graphic arts. 

Bezier. A type of curve commonly used for 
specifying outlines of digital type. The exact 
shape of the curve is established by com¬ 
puter-determined control points. The bezier 
principle is also used with software drawing 
programs. 

Binary. Anything made up of two units or 
parts may be referred to as binary. In com¬ 
puter systems, a base-2 numbering system 
using digits 0 and 1. 

Binary code. In computer systems, a code 
that makes use of two distinct characters, 
usually 0 and 1. 

Bitmapped display. An image on the video 
screen in which each dot, or pixel, corre¬ 
sponds to, or is “mapped” to, a bit in the 
computer’s random-access memory 
(RAM). 

Bits. In computer systems, the smallest 
units of information. Each represents one 
binary digit, 0 to 1. The word is derived from 
the first two letters of binary and the last 
letter of digit. 168 



Black letter. Also known as gothic. A style 
of handwriting popular in the fifteenth cen¬ 
tury. Also, the name of a type style based 
on this handwriting. 

Bleed. Area of plate or print that extends 
(“bleeds” off) beyond the edge of the 
trimmed sheet. Applies mostly to photo¬ 
graphs or areas of color. When a design 
involves a bleed image, the designer must 
allow from Vs" to Va" beyond the trim page 
size for trimming. Also, the printer must use 
a slightly larger sheet to accommodate 
bleeds. 

Blow-up. Enlargement of copy: photo¬ 
graph, artwork, or type. 

Blue line. Blue nonreproducible line image 
printed on paper showing the layout. Used 
for a stripping guide or for mechanicals. 
Because the blue lines are nonreproduci¬ 
ble, they do not show when the layout 
sheets are photographed for platemaking. 

Blueprints, also called blues. Blue contact 
photoprints made on paper, usually used 
as a guide for negative assembly, preparing 
layouts, or as a preliminary proof for check¬ 
ing purposes. 

Body. In composition, the metal block of a 
piece of type that carries the printing sur¬ 
face. It is the depth of the body that gives 
the type its point size. In printing, a term 
that refers to the viscosity, consistency, and 
flow of a vehicle or ink. 

Body matter. Also called body copy. Reg¬ 
ular reading matter, or text, as contrasted 
with display lines. 

Body size. Depth of the body of a piece of 
type measured in points. 

Body type. Also called text type. Type, 
from 6 point to 14 point, generally used for 
body matter. 

Boldface. Heavier version of a regular 
typeface, used for emphasis. Indicated as 
BF. 

Booklet. Small book, usually having a soft 
cover. 

Borders. Decorative lines or designs avail¬ 
able in type, used to surround a type form 
or page. 

Boxed, or boxed in. Matter enclosed by 
rules or borders. 

BPS. Bits per second. 
Brace. Character used to embrace or 
connnect lines, particularly in mathe¬ 
matics: }. 

Brackets. Pair of marks used to set off 
matter extraneous or incidental to the con¬ 
text: [ ]. 
Break for color. To indicate or separate 
the parts of a mechanical to be printed in 
different colors. 
Break in copy. Term meaning that part of 
the copy is missing. 
Breakline. Short line, usually at the end of 
a paragraph. 
Breve. Accent above a letter: e. 
Broadside. Large printed sheet folded for 
mailing. 

Brochure. Pamphlet bound in the form of a 
booklet, usually consisting of eight or more 
pages. 

Built fraction. Fraction made up from two 
or more characters. For example, 3/16 
would be made from a 3 followed by a / 
followed by a 16, as opposed to a piece 
fraction. 

Built-up letter. Letter in which the outline 
is drawn first and then filled in. 

Bulk. Thickness of printing papers, mea¬ 
sured by pages per inch (PP). 

Butted lines. Two or more linecast slugs 
placed side by side to produce a single line 
of type. 

Byte. In computer systems, a group of ad¬ 
jacent bits operated on as a unit and usually 
shorter than a word. It can be one complete 
character. 

c 
C. & S.C.. See Caps and small caps. 
California job case. Tray in which handset 
type is stored and from which it is set. The 
individual cubicles are arranged for a mini¬ 
mum of motion and are sized to accommo¬ 
date letters in quantities related to 
frequency of use. 
Calligraphy. Elegant handwriting, or the 
art of producing such handwriting. 
Camera-ready art. Copy assembled and 
suitable for photographing by a process 
camera with a minimum number of steps. 
Cards. See Expansion cards. 

Capitals. Also known as caps or upper¬ 
case. Capital letters of the alphabet. 

Caps and small caps. Two sizes of capital 
letters on one typeface, the small caps 
being the same size as the body of the 
lowercase letters. Indicated as C&sc. 
Looks Like This. 

Caption. Explanatory text accompanying 
illustrations. 
Cardinal numbers. Normal sequence of 
numbers, one, two, three, as compared with 
ordinal numbers, first, second, third, etc. 
Carry forward. To transfer text to the next 
column or page 
Case. Type tray. Each character in a font of 
type has its own section in the tray, called a 
type case. Also, the covers of a casebound 
or hardcover book. 
Case fractions. Also called solid fractions. 
A small fraction (as opposed to a large frac¬ 
tion) that is available as a single character 
(as opposed to a piece fraction). 
Casting. Typesetting process in which mol¬ 
ten metal is forced into type molds (mat¬ 
rices). Type can be cast as single 
characters or as complete lines. Also, the 
casting of metal printing plates (stereo¬ 
types) from matrices (mats) for newspaper 
or book work. 

California job case. 



Composing stick. 

Casting-off. Calculating the length of man¬ 
uscript copy in order to determine the 
amount of space it will occupy when set in 
a given typeface and measure. 

Cathode ray tube (CRT). In phototypeset¬ 
ting, electronic tube used to transmit letter 
images, in the form of dots or lines, onto 
film, photopaper, microfilm, or offset plates. 

Cathode ray tube display. Another term 
for a visual display terminal (VDT). 

Cedilla. Accent positioned under the c to 
indicate that is should be pronounced as an 

s:g. 

Centered type. Lines of type set centered 
on the line measure. 

Center spread. See Spread. 

Central processing unit. Section of the 
computer that controls the interpretation 
and execution of instructions. 

CEPS. Color electronic prepress systems 
designed for the proofing of color images. 

Chad. In phototypesetting, the paper 
waste resulting from holes being punched 
in paper tape or cards. 

Chapter heads. Chapter title and/or num¬ 
ber of the opening page of each chapter. 

Character count. Total number of charac¬ 
ters in a line paragraph, or piece of copy to 
be set in type. 

Character generation. In CRT photo¬ 
typesetting, the projection or formation of 
typographic images on the face of a cath¬ 
ode ray tube, usually in association with a 
high-speed computerized photocomposi¬ 
tion system. 

Characters. Individual letters, figures, 
punctuation marks, etc., of the alphabet. 

Characters-per-pica (CPP). System of 
copyfitting that utilizes the average number 
of characters per pica as a means of deter¬ 
mining the length of the copy when set in 
type. 

Chase. In letterpress printing, the rectan¬ 
gular steel frame into which type and en¬ 
gravings are locked up for printing. 

Cicero. Typographic unit of measurement 
predominant in Europe; approximately the 
same as our pica. 

Circulating matrix. In composition, the 
mold (matrix) from which Linotype and In¬ 
tertype linecasting machines cast type. 
Called “circulating” because the matrices 
are automatically returned to the magazine 
for reuse. 

Circumflex. Accent positioned over the 
character: e. 

Clean proof. Proof containing no 
corrections. 

Clip art. Illustrations printed on paper that 
the designer cuts out and pastes into the 
design. With desktop publishing, clip art is 
electronic pictures that can be copied from 
one disk and “pasted” into another. 

Close matter. Type set solid and with very 

few breaks. 
Close spacing. Type set with very little 
space between words. 

Close-up. To bring together by removing 
space. Indicated like this: 

Cold type: Term used generally to describe 
type set by means other than casting, 
which is referred to as hot type. More spe¬ 
cifically used to describe typewriter or 
strike-on composition rather than photo¬ 
typesetting. Should not be used as a syn¬ 
onym for phototypesetting. 

Colophon. Inscription in a book that con¬ 
tains information relating to its production. 
Usually placed at the end of the book. 

Column inch. Publication measurement 
based on a space one column wide and 
one inch deep. 

Column rule. Rule used to separate col¬ 
umns of type. 

Command. In phototypesetting, the por¬ 
tion of a computer instruction that specifies 
the operation to be performed. For exam¬ 
ple, what typeface, point size, linespacing, 
etc. is required. 

Comp. See Comprehensive. 

Composing room. That part of a typeset¬ 
ting shop or a printing plant in which type is 
set, or composed. 

Composing stick. In metal composition, a 
metal traylike device used to assemble type 
when it is being set by hand. It is adjustable 
so that lines can be set to different 
measures. 

Composition. See Typesetting. 

Compositor. Also called typesetter or ty¬ 
pographer. A person who sets and ar¬ 
ranges type, either by hand or machine. 

Comprehensive. More commonly referred 
to as a comp. An accurate layout showing 
type and illustrations in position and suit¬ 
able as a finished presentation. 

Computer. Device for performing se¬ 
quences of arithmetic and logical pro¬ 
cesses used in typesetting to store 
information and make the mathematical, 
grammatical, and typographic spacing and 
end-of-line decisions, i.e., hyphenation and 
justification. 

Computer program. Series of instructions 
prepared for the computer. 

Condensed type. Narrow version of a reg¬ 
ular typeface. 

Contact print. Photographic print made by 
direct contact as opposed to enlargements 
or reductions made by projection where 
there is no direct contact. Prints are made 
from a film negative (or positive) in direct 
contact with photographic paper, film, or 
printing plate. The size is a one-to-one re¬ 
lationship. Contact prints are usually made 
on a vacuum frame (contact printing 
frame). See also Projection and Reflection. 

Contact printing frame. See Vacuum 
frame. 
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Continuous-tone copy. Any image that 
has a complete range of tones from black 
to white, such as photographs, drawings, 
paintings. 

Contraction. Shortening a word by omit¬ 
ting letters other than the first and last. 

Control tape. Tape that contains control 
information such as formats, parameters, 
set-widths, etc. As distinct from the text or 
data tape. 

Copy. In design and typesetting, typewrit¬ 
ten copy. In printing, all artwork to be 
printed; type, photographs, illustrations. 
See also Continuous-tone copy and Line 
copy. 

Copyfitting. Determining the area re¬ 
quired for a given amount of copy in a spec¬ 
ified typeface. 

Counter. Space enclosed by the strokes of 
a letter, such as the bowl of the b, d, p, etc. 

Counting keyboard. In phototypesetting, 
an input keyboard that adds up the unit 
widths of the characters and spaces set 
and indicates the space used and the 
space remaining in a line. The keyboard 
operator must make all end-of-line deci¬ 
sions regarding hyphenation and justifica¬ 
tion. The counting keyboard produces a 
perforated justified paper tape used to drive 
a typesetting machine. See a/so Non¬ 
counting keyboard. 

CPI. Characters Per Inch. The measure¬ 
ment of the packing density of a magnetic 
type, drum, disc or any linear device that 
information is recorded on. 

CPS. Characters Per Second. A measure¬ 
ment referring to the output speeds of pho¬ 
totypesetting equipment. 

CPU. Central processing unit. 

Crop. To eliminate part of a photograph or 
illustration. 

Cross head. Heading that crosses over 
one or more columns of text. 

CRT. See Cathode ray tube. 

Cursives. Typefaces that resemble hand- 
! writing, but in which the letters are 

disconnected. 

Cutoff rule. Hairline that marks the point 
where a block of type moves from one col¬ 
umn to another, or the end of a story in a 
column of type. Also, in newspapers, the 
horizontal dividing line between typo¬ 
graphic elements. 

Cut-out lettering. Self-adhering transfer 
: type carried on acetate sheets that is cut 

out and placed on the working surface. Ex- 
! amples are Formatt and Letraset. 

I 

D 
Dagger. Second footnote reference mark 
after the asterisk. Looks like this; t- 

Data. General term for any collection of 
j information (facts, numbers, letters, sym¬ 

bols, etc.) used as input for, or desired as 
; output from, a computer. 

Data bank. Mass storage of information 
which may be selectively retrieved from a 
computer. 

Data processing. Generic term for all op¬ 
erations carried out on data according to 
precise rules of procedure. The manipula¬ 
tion of data by a computer. 

Deadline. Time beyond which copy cannot 
be accepted. 

Dead matter. Type that is not to be used 
again, as compared with live matter. 

Decimal equivalents. Here are some of 
the more common fractions that you might 
be called upon to change into their decimal 
equivalents; 

Sixteenths 
1/16 .0625 
3/16 .1875 
5/16 .3125 
7/16 .4375 
9/16 .5625 

11/16 .6875 
13/16 .8125 
15/16 .9275 

Eighths 
1/8 .125 
3/8 .375 
5/8 .625 
7/8 .875 

Quarters, Thirds, Halves 
1/4 .250 
1/3 .333 
1/2 .500 
2/3 .666 
3/4 .750 

Definition. Degree of sharpness in a neg¬ 
ative or print. 

Delete. Proofreader’s mark meaning “take 
out.” Looks like this; 

Descenders. That part of a lowercase let¬ 
ter that falls below the body of the letter, as 
ing,y,p, q, andy. 

Diatype. Phototypesetting machine man¬ 
ufactured by H. Berthold A.G., Germany. 

Diazo. Photographic proofing process 
used to produce photoproofs and high- 
quality photorepros from film positives. The 
specially coated Diazo process paper is 
exposed in contact printing to ultraviolet 
light and chemically (ammonia) developed. 

Didot. Typographic system of measure¬ 
ment used in the non-English-speaking 
world. Comparable to our point system. 

Digital computer. Computer that repre¬ 
sents and processes information consisting 
of clearly-defined, or discrete, data by per¬ 
forming arithmetic and logical processes on 
these data. As opposed to the analogue 
computer. 

Dimension marks. L-shaped points or 
short marks on mechanicals or camera 
copy outside the area of the image to be 
reproduced, between which the size of re¬ 
duction or enlargement is marked. Looks 

like this; 

Diatype. 
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Disk. 

En-quad. 

3-to-the-em. 

Direct digital proofs. Proofs made directly 
from continuous-tone art and not from film 
negatives. The proofs are composed of 
dithered dots (which see) rather than tradi¬ 
tional halftone dots. 

Direct-impression composition. See 
Typewriter composition. 

Dirt copy. See Bad copy. 

Disk. An information storage medium. In 
desktop publishing, the most popular are 
the 5.25 inch flexible plastic disk (the floppy 
disk) and the 3.5 inch hard disk. In photo¬ 
typesetting, the circular image-carrier of 
negative type fonts. 

Discretionary hyphen. Hyphen that is 
keyboarded with the copy, which may or 
may not be used in the printed matter. 

Display cards. See expansion cards. 

Display type. Type that is used to attract 
attention, usually 18 point or larger. 

Dithered dots. A technique for alternating 
the values of adjacent dots (or pixels) to 
create the effect of intermediate values or 
colors. Dithering can give the effect of 
shades of gray on a black-and-white dis¬ 
play or additional colors on a color display. 

Dot leaders. Series of dots used to guide 
the eye from one point to another. 

Downloadable font. A font that can be 
downloaded into a printer or computerized 
typesetter. 

Downtime. Time interval during which a 
device (typesetting equipment, printing 
press, etc.) is malfunctioning or not operat¬ 
ing; or the time spent waiting for materials, 
instructions, O.K.’s, etc., during which work 
is held up. 

DRAM. Dynamic random access memory. 

Drop initial. Display letter that is inset into 
the text. 

Dummy. Preliminary layout of a printed 
piece showing how the various elements 
will be arranged. It may be either rough or 
elaborate, according to the client’s needs. 

Duplex. In linecaster machines, a matrix 
that carries two molds. Also refers to the 
character that occupies the secondary po¬ 
sition in a duplex matrix. 

E 
ECl. Electronic color imaging. 

Editing. Checking copy for fact, spelling, 
grammar, punctuation, and consistency of 
style before releasing it to the typesetter. 

Editing terminal. Also called an editing 
and correcting terminal. In phototypeset¬ 
ting, a tape-operated visual display unit 
(VDT), using a cathode ray tube on which 
the result of keyboarding (captured on 
tape) is displayed for editing purposes via 
its attached input keyboard prior to pro¬ 
cessing the copy in a typesetting machine. 

Electronic scanner. Photoelectric equip¬ 
ment for scanning full-color copy by reading 
the relative densities of the copy to make 
color separations. The scanner is capable 
of producing negative or positive film either 
screened or unscreened. The scanner can 
only separate copy that is thin enough to be 
wrapped around a drum, therefore limiting 
copy to transparencies and photographic 
prints. In printing, refers to an electric “eye” 
on a press that scans the printed sheet as 
if passes through the press for the purpose 
of register control, quality control, ink den¬ 
sity, and register for cutoff, etc. 

Electronically integrated publishing 
(EIP). A comparatively new concept that 
assumes the ability to have freely trans¬ 
portable bits and bytes from the creative 
process through to the final printed product. 

Elite. Smallest size of typewriter type: 12 
characters per inch as compared with 10 
per inch on the pica typewritten 

Ellipses. Three dots (...) that indicate an 
omission, often used when omitting copy 
from quoted matter. 

Em. Commonly used shortened term for 
em-quad. Also, a measurement of linear 
space, or output, used by typographers, 
i.e., how many ems does the copy make? 

Em-dash. Also referred to as a long-dash. 
A dash the width of an em quad. 

Em-quad. Called a mutton to differentiate 
it from an en-quad, called a nut, which is 
one-half the width of an em. In handset 
type, a metal space that is the square of the 
type body size; that is, a 10-point em-quad 
is 10 points wide. The em gets its name 
from the fact that in early fonts the letter M 
was usually cast on a square body. 

Em-space. Space the width of an em- 
quad. 

Emulsion. In photographic processes, the 
photosensitive coating that reacts to light 
on a substrate. 

Emulsion side. Dull, or matte, emulsion- 
coated side of photographic material, as 
opposed to the glossy side. 

En. Commonly used shortened term for ; 
en-quad. I 

En-dash. A dash the width of an en-quad. ( 
Used to take the place of the word “to,” as - 
in “from 1978-89.” j 

End-of-line decisions. Generally con- I 
cerned with hyphenation and justification ] 
(H/J). Decisions can be made either by the 
keyboard operator or by the computer. 

Enlarger font. Negative film font used by 
Alphasette to produce type sizes larger 
than 16 or 18 point. ' 

En-quad. Also called a nut. The same 
depth as an em but one-half the width: the : 
en space of 10-point type is 5 points wide. 

Estimating. Determining the cost of type¬ 
setting a job before it is undertaken. 
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Exception dictionary. In computer- 
assisted typography, that portion of the 
computer’s memory in which exceptional 
words are stored. Exceptional words are 
those words which do not hyphenate in ac¬ 
cordance with the logical rules of hyphena¬ 
tion. For example, ink-ling would be 
an exceptional word since computer 
hyphenation logic would break \tinkl-ing. 

Exposure. In photography, the time and 
intensity of illumination acting upon the 
light-sensitive coating (emulsion) of film or 
plate. 

Extended. Also called expanded. A wide 
version of a regular typeface. 

F 
Face. That part of metal type that prints. 
Also, the style or cut of the type: typeface. 

Facsimile. More commonly referred to as 
fax. The transmission of graphic matter 
(letters, documents, charts, spreadsheets, 
pictures, etc.) by wire or radio. Some fax 
machines are capable of transmitting full- 
color images, while others have been inte¬ 
grated with personal computers in order to 
transmit data. 

Family of type. All the type sizes and type 
styles of a particular typeface (roman, 
italic, bold, condensed, expanded, etc.). 
Feet. That part of a piece of metal type 
upon which it stands. 

Filler. Any copy used to fill in a blank area. 
Film advance. Distance in points by which 
the film in the photo unit of a phototypeset¬ 
ting machine is advanced between lines. A 
film advance of 11 points for a 10-point font 
means that the text is set with 1-point lead¬ 
ing. A film advance of 9 points for a 10-point 
font results in “minus leading.” 
Film makeup. See Film mechanical. 
Film mechanical. Also called a photome¬ 
chanical. A mechanical made with text, 
halftones, and display elements all in the 
form of film positives stripped into position 
on a sheet of base film. A film mechanical 
is the equivalent of a complete type form; 
from the film mechanical photorepros or 
contact films are made for the platemaker. 
Film processor. Machine which automati¬ 
cally processes sensitized and exposed 
film and/or paper: develops, fixes, washes, 
and dries. 
First proofs. Proofs submitted for check¬ 
ing by proofreaders, copy editors, etc. 
First revise. Also called corrected proof. 
The proof pulled after errors have been cor¬ 
rected in first proof. Additional corrections 
may call for second, third (or more) revises. 

Fit. Space relationship between two or 
more letters. The fit can be modified into a 
“tight fit” or a “loose fit” by adjusting the 
set-width. 
Fixed fonts. Bitmapped master fonts ca¬ 
pable of setting a range of type sizes. 

Fixing. Process by which a photographic 
image is made permanent. 

Flat. Assemblage of various film negatives 
or positives attached, in register, to a piece 
of film, goldenrod, or suitable masking ma¬ 
terial ready to be exposed to a plate. Also, 
when referring to printed matter, flat refers 
to a lack of contrast and definition of detail, 
as opposed to sharp, or contrasty. 
Flop. To turn over an image (e.g., a half¬ 
tone) so that it faces the opposite way. 
Flush left (or right). Type that lines up 
vertically on the left (or right). 

Flyer. Advertising handbill or circular. 
Folder. Printed piece with one or more 
folds. 

Folio. Page number. Also refers to a sheet 
of paper when folded once. 

Font. Complete assembly of all the char¬ 
acters (upper and lowercase letters, nu¬ 
merals, punctuation marks, points, 
reference marks, etc.) of one size of one 
typeface: for example, 10-point Garamond 
roman. Font sizes (characters in a font) 
vary from 96 to 225, depending on the 
makeup of the font. Special characters 
(those not in a font) are called pi characters. 
Form. In letterpress, type and other matter 
set for printing, locked up in a chase, from 
which either a printed impression is pulled 
or a plate is made. In offset, refers to the 
flat. Also refers to a printed piece or docu¬ 
ment containing blank spaces for the inser¬ 
tion of details or information and designed 
for use in office machines. 
Format. General term for style, size, and 
overall appearance of a publication. Also, 
the arrangement or sequence of data. 
Formatt. Brand name for a self-adhering 
type, printed on acetate sheets to be cut 
out and applied to the mechanical. 
Formatting. In phototypesetting, translat¬ 
ing the designer’s type specifications into 
format, or command, codes for the photo¬ 
typesetting equipment. Formatting is grad¬ 
ually replacing markup. 
Foundry lockup. Form properly squared 
and tightly locked up for making molds for 
electrotypes, stereotypes, etc. Bearers 
surround the live matter. A proof of the 
locked-up form is called a foundry proof. 
Foundry type. Metal type characters used 
in hand composition, cast in special hard 
metal by type founders. 
Floppy disk. See Disk. 

Fractions. These come in three styles. 
Adaptable, which are made up of three sep¬ 
arate characters: two large (text-size) nu¬ 
merals separated by a slash (3/4). Case, 
which are small fractions available as a sin¬ 
gle character (%). Piece, which are small 
fractions made up of two characters: nomi¬ 
nator and slash or separating rule as one 
character, and the denominator as the sec¬ 
ond character (^/ and 4 to make %, for 
example). 

Electronic scanner. 
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Free sheet. Paper that is free from ground 
wood. 
Furniture. In letterpress, the rectangular 
pieces of wood, metal, or plastic, below the 
height of the type, used to fill in areas of 
blank space around the type and engrav¬ 
ings when locking up the form for printing. 

G 

Galley. 

Gallery. Cameras and darkroom of an en¬ 
graving plant. 
Galley. In metal composition, a shallow, 
three-sided metal tray that holds the type 
forms prior to printing. Also refers to the 
galley proof. 
Galley proof. Also called a rough proof. An 
impression of type, usually not spaced out 
or fully assembled, that allows the typogra¬ 
pher or client to see if the job has been 
properly set. 
GATF. Graphic Arts Technical Association. 
Gigo. “Garbage in, garbage out.” Program¬ 
ming slang for bad input produces bad 
output. 
Glossy. Photoprint made on glossy paper. 
As opposed to matte. 
G/M^ Grams per square meter; the metric 
method of classifying paper by weight. 
Grain. Direction of the fibers in a sheet of 
paper. 
Grave. Accent above a letter: e. 
Gray scale. Series of density values, rang¬ 
ing progressively from white through 
shades of gray to solid black. Used in film 
processing to check the degree of 
development. 
Grid. In photocomposition, the rectangular 
carrier of a negative type font used in some 
systems. Also refers to the cross-ruled 
transparent grids over which all parts of a 
page or book layout will be assembled, or 
made up, in phototypography. 

Grotesque. Another name for sans serif 
typefaces. 

H 
Hairline. Fine line or rule; the finest line 
that can be reproduced in printing. 
Hanging indent. In composition, a style in 
which the first line of copy is set full mea¬ 
sure and all the lines that follow are 
indented. 

Hanging punctuation. In justified type, 
punctuation that falls at the end of a line is 
set just outside the measure in order to 
achieve optical alignment. 

Hard copy. Typewritten copy produced si¬ 
multaneously with paper or magnetic tape 
and used to help keyboard operator spot 
errors and to supply proofreaders with copy 
to read and correct before the tape is com¬ 
mitted to typesetting. Also convenient for 
marking operating instructions to the photo- ; 
unit operator. 
Hardware. In phototypesetting and the 
word-processing field, a term referring to 
the actual computer equipment, as op¬ 
posed to the procedures and programming, 
which are known as software. 
Head. Top, as opposed to the bottom, or 
foot, of a book or a page. In phototypeset¬ 
ting, a device that can read, write, or erase 
data on a storage medium. 
Heading. Bold or display type used to em¬ 
phasize copy. 
Headline. The most important line of type 
in a piece of printing, enticing the reader to 
read further or summarizing at a glance the 
content of the copy which follows. 
Headliner. In phototypesetting, a trade 
name for a machine that produces display 
sizes of type, manufactured by VariTyper 
Corp. 
Head margin. White space above the first 
line on a page. 
Holding lines. Lines drawn by the de¬ 
signer on the mechanical to indicate the 
exact area that is to be occupied by a half¬ 
tone, color, tint, etc. 
Hot type. Slang expression for type pro¬ 
duced by casting hot metal: Linotype, Inter¬ 
type, Monotype, and Ludlow, and 
sometimes handset foundry type. 
Hung initial. Display letter that is set in the 
left-hand margin. 
Hyphenation. Determining where a word 
should break at the end of a line. In type¬ 
setting, computers are programmed to de¬ 
termine hyphenation by the following 
methods: discretionary hyphen, logic, ex¬ 
ception dictionary, and true dictionary. 

Illustration. General term for any form of 
drawing, diagram, halftone, or color image 
that serves to enhance a printing piece. 
Image master. Also called a type matrix. In 
phototypesetting, the type fonts, i.e., a 
disc, filmstrip, etc. 

Impose. In typesetting and makeup, the 
plan of arranging the printing image carrier 
in accordance with a plan. To make up. 
Imposing stone. See Stone. 
Imposition. In printing, the arrangement of 
pages in a press form so they will appear in 
correct order when the printed sheet is 
folded and trimmed. Also, the plan for such 
an arrangement. 

Imprint. Printing of a person’s or a firm’s 
name and address on a previously printed 
piece by running it through another printing 
press. 
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Incunabula. Early printing, specifically that 
done in the 15th century. 

Indent. Placing a line (or lines) of type in 
from the regular margin to indicate the start 
of a new paragraph. The first line can either 
be indented, or it can hold the measure and 
all subsequent lines in the paragraph can 
be indented. The space used for an indent 
is usually one em. 

Index. Alphabetical list of items (as topics 
or names) treated in a printed work that 
gives each item the page number where it 
can be found. Also a character used to 
direct attention: inr 

Indicia. Information printed by special per¬ 
mit on cards on envelopes that takes the 
place of a stamp. 
Inferior characters. Small characters that 
are usually positioned on or below the 
baseline. Generally used in mathematical 
settings. 
Initial. First letter of a body of copy, set in 
display type for decoration or emphasis. 
Often used to begin a chapter of a book. 
See also Drop, Hung, and Raised initials. 

Ink-Jet printing. A printing technology in 
which a computer-controlled mechanism 
sprays dots of ink onto the paper to make 
up the image. This is a very high speed 
process popular for direct mail with person¬ 
alized messages. 
Input. In computer composition, the data to 
be processed. 
Input speed. Rate at which the copy is 
translated into machine form. 
Insert. Separately prepared and specially 
printed piece which is inserted into another 
printed piece or a publication. 
Interlinespacing. Also called linespacing. 
In photocomposition, term ior leading. 

International page sizes. In Europe page 
sizes are designated by a letter-number 
and measured in millimeters. The chart lists 
some common international sizes and their 
American equivalents. 

International European (mm) American (in.) 
AO 841x1189 33y8 x46’3/i6 

A1 594x 841 233/8 X 331/8 

A2 420x 594 169/16 X 233/8 

A3 297X 420 11 11/16 X 169/16 

A4 21 Ox 297 81/4 XIIII/16 

A5 148x 210 513/16X 81/4 

A6 105x 148 41/8 X 513/16 

A7 74 X 105 215/16 X 41/8 

A8 52 X 74 21/16 X 215/16 

A9 37 X 52 r/i6 X 21/16 

A10 26 X 37 1 X iyi6 

Italic. Letterform that slants to the right: 
looks like this. 

Justified type. Lines of type that align on 
both the left and the right of the full 
measure. 

Justify. Act of justifying lines of type to a 
specified measure, right and left, by putting 
the proper amount of interword space be¬ 
tween words in the line to make it even, or 
"true.” 

K 
Kerned letters. Type characters in which 
a part of the letter extends, or projects, 
beyond the body or shank, thus overlapping 
an adjacent character. Kerned letters are 
common in italic, script, and swash fonts. 
Kerning. Adjusting the space between let¬ 
ters so that part of one extends over the 
body of the next. In metal type, kerning is 
accomplished by actually cutting the body 
of the type for a closer fit. In phototypeset¬ 
ting, it is accomplished by deleting one or 
more units of space from between charac¬ 
ters. Composition set this way is often 
termed “set tight” or set with minus 
letterspacing. 

Key, To code copy by means of symbols 
such as numbers or letters. Also refers to a 
device for tightening quoins or a device to 
tighten the hooks used with a patent base. 
Keyboard. In linecasting, phototypeset¬ 
ting, and typewriter or strike-on composi¬ 
tion, that part of the typesetting machine at 
which the operator sits and types the copy 
to be set. See also Counting Keyboards 
and Non-counting keyboards. 
Keyboardist. Keyboard operator. 
Keyboard layout. Position of the keyboard 
keys. 
Keyline. Most paste-up art has key lines, 
which are the outlines of areas or objects 
the designer has drawn, showing where a 
panel, color tint, or halftone is to be posi¬ 
tioned. See Mechanical. 
Kicker. Also called a teaser. A short line 
above the main line of a head, printed in 
smaller, or accent, type. 
Kill. To delete unwanted copy. Also, to "kill 
type” means to distribute or dump metal 
type from a form that has already been 
printed, or to destroy existing negatives or 
press plates. 
Kleenstick. Brand name for a pressure- 
sensitive adhesive-backed paper. When re- 
pros are pulled on Kleenstick, they can be 
put down on the mechanical directly, with¬ 
out rubber cement. 

J 
Jaggies. A term for the jagged edges of 
the type or images formed on raster scan 
display, especially video screens. 
Job shop. Commercial printing plant, as 
opposed to a publication, or “captive,” 
shop. 

Kerned letters. 



L 
LAN Local area network. 
Large fractions. Fractions made up of text- 
size numbers, as opposed to case 
fractions. 
Layout. Hand-drawn preliminary plan or 
blueprint of the basic elements of a design 
shown in their proper positions prior to mak¬ 
ing a comprehensive] or showing the sizes 
and kind of type, illustrations, spacing, and 
general style as a guide to the printer. 
L.C. Lowercase, or small letters of a font. 
Leader. Row of dots, periods, hyphens, or 
dashes used to lead the eye across the 
page. Leaders are specified as 2, 3, or 4 to 
the em; in fine typography they may be 
specified to align vertically. 
Lead-in. First few words in a block of copy 
set in a different, contrasting typeface. 
Leading. (Pronounced ledding.) In metal 
type composition, the insertion oi leads be¬ 
tween lines of type. In phototypesetting, the 
placement of space between lines of type: 
also called linespacing or film advance. 
Leads. (Pronounced leds.) In metal type 
composition, the thin strips of metal (in 
thicknesses of 1 to 2 points) used to create 
space between the lines of type. Leads are 
less than type-high and so do not print. 
Legibility. That quality in type and its spac¬ 
ing and composition that affects the speed 
of perception: the faster, easier, and more 
accurate the perception, the more legible 
the type. 
Letraset. Brand name for a rub-off, or dry- 
transfer, type. 

Letterfit. In composition, the quality of the 
space between the individual characters. 
Letterfit should be uniform and allow for 
good legibility. In body type, the typesetter 
has no control over letterfit because it is an 
integral characteristic of the font structure. 
In display types, the designer is responsi¬ 
ble for obtaining proper letterfit by cutting 
and fitting the letters (set on paper or film) 
until the optimum esthetic arrangement is 
achieved. 
Letterspace. Space between letters. 
Letterspacing. In composition, adding 
space between the individual letters in or¬ 
der to fill out a line of type to a given mea¬ 
sure or to improve appearance. 
Ligature. In metal or linecast type, two or 
three characters joined on one body, or ma¬ 
trix, such as ff, ffi, ffl, Ta Wa, Ya, etc. Not to 
be confused with characters used in logo¬ 
types cast on a single body. 
Lightface. Lighter version of a regular 
typeface. 
Linecaster. Typesetting machine (Lino¬ 
type, Intertype) that casts entire lines of 
type in metal, as opposed to those that cast 
individual characters (Monotype). 

Line copy. Any copy that is solid black, with 
no gradation of tones: line work, type, dots, 
rules, etc. 
Line cut. See Line engraving. 
Line drawing. Any artwork created by solid 
black lines: usually pen and ink. A drawing 
free from wash or diluted tones. 
Line engraving. A printing plate which 
prints only black lines and masses. 
Line gauge. Also called a type gauge or a 
pica rule. Used for copyfitting and measur¬ 
ing typographic materials. 
Line length. See Measure. 
Line mechanical. Accurate paste-up of all 
line copy, ready to be shot (photographed). 
Line negative. High-contrast negative of 
line copy. Areas to be recorded are clear; 
all other areas are light-blocking. 
Line overlay. Line work put on overlay to 
pre-separate line from halftone. Used in 
preparation of art for reproduction. 
Line printer. A high-speed tape-activated 
machine that produces a hard copy printout 
for editing and correcting purposes. Specif¬ 
ically, a device capable of printing the line 
of characters across pages, i.e., 100 or 
more characters simultaneously as contin¬ 
uous paper advances line by line in one 
direction past type bars, a type cylinder or 
a type chain capable of printing all charac¬ 
ters in all directions. 
Line printer proof. Proof printed by a line 
printer and used for reading purposes, or 
checking the outcome of typesetting before 
actual setting. 

Linespacing. In phototypesetting, the 
term for leading. 
Line work. Artwork consisting of solid 
blacks and whites, with no tonal values. 
Lining figures. See Modern figures. 
Linotype. Trade name for a widely used 
linecasting machine that sets an entire line 
of type as a single slug. Manufactured by 
Mergenthaler Linotype. 
Lithography. In fine art, a planographic 
printing process in which the image area is 
separated from the non-image area by 
means of chemical repulsion. The commer- 
ical form of lithography is offset lithography. 
Live matter. Type matter which is to be 
held, or used for printing, as opposed to 
dead matter. 
Lockup. In letterpress printing, a type form 
properly positioned and made secure in a 
chase for printing or stereotyping. 
Logotype. Commonly referred to as a 
logo. Two or more type characters which 
are joined as a trademark or a company 
signature. Not to be confused with a liga¬ 
ture, which consists of two or more normally 
connected characters. 
Lowercase. Small letters, or minuscules, 
as opposed to caps. 
LPM. Lines per minute. A unit of measure 
for expressing the speed of a typesetting 
system; usually straight matter set in 8- 
point type on an 11-pica measure, or ap¬ 
proximately 30 characters per line. 
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Ludlow. Trade name for a typecasting ma¬ 
chine for which the matrices are assembled 
by hand and the type is cast in line slugs. 
Used principally for setting large display 
type and newspaper headlines. Manufac¬ 
tured by Ludlow Typograph Co. 

M 
Machine composition. Generic and gen¬ 
eral term for the composition of metal type 
matter using mechanical means, as op¬ 
posed to hand-composition. The use of ma¬ 
chines incorporating keyboards and hot 
metal typecasting equipment, i.e., Lino- 

( type. Monotype. 

Machine Language. Language used by a 
machine or computer. 

Magazine. Slotted metal container used to 
store matrices in linecasting machines. 

Magnetic disk. Flat circular plate having a 
I magnetic surface on which to store data. 
I Magnetic drum. Cylinder having a mag- 
I netic surface on which to store data. 

Magnetic storage. Storage device using 
magnetic properties of materials on which 
to store data; e.g., magnetic cores, tapes, 
and films. 

Magnetic tape. In typewriter composition 
and photocomposition, a tape or ribbon im¬ 
pregnated with magnetic material on which 
information may be placed in the form of 

, magnetically polarized spots. Used to store 
data which can later be further processed 

I and set into type. 

I Makeready. Process or arranging the form 
I on the press preparatory to printing so that 

the impression will be sharp and even. In 
letterpress, makeready is done by evening- 
up the impression under the tympan pack¬ 
ing to make certain all the printing elements 
are type-high and that the paper and form 
come together close enough to transfer the 

1 ink, but not so close that the surface will be 
bruised or the paper punctured. The object 
of makeready is to ensure a “kiss 
impression.” 

Makeup. Assembling the typographic ele¬ 
ments (type and art) and adding space to 
form a page or a group of pages of a news¬ 
paper, magazine, or book. Makeup is the 

I management of white space; that is, the 
mechanical and esthetic arrangement of 

1 the elements of a piece into a legible format 
[ for final reproduction. 

Margins. Areas that are left around type 
and/or illustrative matter on a page: the top, 
bottom, and sides. 

Markup. In typesetting, to mark the type 
specifications on layout and copy for the 
typesetter. Generally consists of the type¬ 
face, size, line length, leading etc. See also 
Formatting. 

Masthead. Any design or logotype used 
as identification by a newspaper or 

D publication. 

Mat. In cast-type composition, the common 
(slang) term for a Linotype, Ludlow, or Mon¬ 
otype matrix. 

Matrix. (More commonly called a mat.) In 
foundry-cast type, the mold from which the 
type is cast. In linecasting, the specially 
designed mold for casting a character; lines 
of matrices are assembled for casting a 
slug. In phototypesetting, the glass plate 
that contains the film font negative: also 
referred to as a type master. 

Matte finish. Paper with an uncalandered, 
lightly finished surface. Also, in photogra¬ 
phy, a textured, finely grained finish on a 
photograph or photostat, as opposed to 
glossy. 

Mean line. More often called the x-line. 
The line that marks the tops of lowercase 
letters without ascenders. 

Measure. Length of a line of type, normally 
expressed in picas, or in picas and points. 

Mechanical. Preparation of copy to make 
it camera-ready with all type and design 
elements pasted on artboard or illustration 
board in exact position and containing in¬ 
structions, either in the margins or on an 
overlay, for the platemaker. 

Merge. In photocomposition, a technique 
for combining items from two or more se¬ 
quenced tapes into one, usually in a speci¬ 
fied sequence, using a computer to 
incorporate new or corrected copy into ex¬ 
isting copy and produce a clean tape for 
typesetting. 
Metric system. Decimal system of mea¬ 
sures and weights with the meter and the 
gram as the bases. 
Micron. One millionth of a meter. 
Minuscules. Small letters, or lowercase. 
Minus linespacing. Also called minus 
leading. The reduction of space between 
lines of type so that the baseline-to-base- 
line measurement is less than the point size 
of the type. 
Mixing. Capacity to mix more than one 
typeface, type style, or size on a line and 
have them all base-align. 
Modem. An electronic device that converts 
digital data from the computer terminal to 
signals that can be sent over regular tele¬ 
phone lines to another computer, LAN con¬ 
ference, electronic mail, etc. The power is 
measured in BPS (bits per second); the 
higher the BPS, the faster the information 
is transmitted and the lower the phone bill. 
Modern. Term used to describe the type 
style developed in the late 18th century. 
Modern figures. Also called lining figures. 
Numerals the same size as the caps in any 
given typeface: 1, 2, 3, 4, 5, 6, 7, 8,9,10. As 
opposed to Old Style, or non-lining, figures: 
1, 2, 3, 4, 5, 6, 7, 8, 9, 10. Modern figures 
align on the baseline. 

Linotype. 
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Monophoto. 

Modification: Reproportioning of type in 
one dimension while holding the other. Sim¬ 
ple modification, such as condensing or ex¬ 
panding, italicizing, backslanting can be 
achieved directly on most photodisplay ma¬ 
chines. More complex modification is usu¬ 
ally done with special cameras or lenses. 
Monophoto. Phototypesetting systems, 
manufactured in four models by the Mono¬ 
type Corporation. 
Monotype. Trade name for a typesetting 
machine that casts individual characters in 
lines (rather than lines of type as a solid 
slug, as in Linotype). Manufactured by the 
Monotype Corporation. 
Mortise. See Kerning. 
Mortising. Cutting of a rectangular cavity, 
or hole, in an engraving block to allow type 
or other engravings to be inserted. 
Mutton quad. Also called a mutt. Nick¬ 
name for an em-quad. 

N 
Negative. Reverse photographic image on 
film or paper; white becomes black and 
black becomes white; intermediate tone 
values are reversed. Also, a short form of 
the term “film negative” used in photogra¬ 
phy or in photomechanical processes to 
make printing plates. 
Next, Inc. Manufacturer of the NeXt 
computer. 

Nick. In hand composition, the grooves in 
the body of the type pieces that help the 
compositor assemble the letters. In film, a 
notch or notches in the edge of the film used 
to identify the type of film when handling in 
the darkroom. 
Non-counting keyboard. In phototype¬ 
setting, a keyboard at which the operator 
types the copy to be set, producing a 
continuous tape which is then fed into a 
computer to determine line length and hy¬ 
phenation and justification. 
Non-lining figures. See Old Style figures. 
Numerals, Arabic. See Arabic numerals. 
Numerals, Roman. See Roman numerals. 
Nut. Nickname for an en-quad. 

o 
Oblique. Roman characters that slant to 
the right. 

OCR. Abbreviation for optical character 
recognition. 

Offline. Refers to equipment not directly 
controlled by a central processing unit or to 
operations conducted out-of-process. As 
opposed to online. 
Offset. Commonly used term for offset 
lithography. Also used interchangeably with 
set-off. 
Offset lithography. Also called photolith¬ 
ography and, most commonly, offset. The 
commercial form of lithographic printing. 
Offset lithography is a planographic print¬ 
ing method; it is the only major printing 
method in which the image area and the 
non-image area of the printing plate are on 
the same plane. They are separated by 
chemical means, on the principle that 
grease (ink) and water (the etch in the foun¬ 
tain solution) do not mix. The ink is trans¬ 
ferred from the plate onto a rubber blanket 
and then to the paper. 
O.K. proof. When written on a proof it indi¬ 
cates there are no errors. 
O.K. with corrections. May also be indi¬ 
cated O.K. with changes. Indicates proof is 
approved if corrections are made. 
Old Style. Style of type developed in the 
early 17th century. 
Old Style figures. Also called non-lining 
figures. Numerals that vary in size, some 
having ascenders and other descenders: 
1, 2, 3, 4, 5, 6, 7, 8, 9, 10. As opposed to 
Modern, or lining, figures: 1, 2, 3, 4, 5, 6, 7, 
8, 9, 10. 
Online. Refers to equipment directly con¬ 
trolled by a central processing unit. As op¬ 
posed to offline. The term generally refers 
to the operation of input/output devices. 
Open matter. Type set with abundant line¬ 
spacing or containing many short lines. 
Optical character recognition. Process 
of electronically reading typewritten, 
printed, or handwritten documents used in 
photocomposition. Copy to be set is typed 
on a special typewriter, then read by an 
OCR scanner which produces a tape for 
typesetting. This avoids the necessity for 
keyboarding by the keyboard operator, per¬ 
mitting typesetting by a typist. 

Ornamented. Typeface that is embellished 
for decorative effect. 

Outline. Typeface with only the outline 
defined. 

Output. In phototypesetting, type that has 
been set. Also, the processed tape from a 
computer. 

P 
Page proofs. See Proofs. 
Pagination. The numbering of pages in 
consecutive order. 

Pamphlet. Generally used interchange¬ 
ably with booklet. Also used to designate 
a minor booklet of a few pages. 
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Paper tape. Strip of paper of specified di¬ 
mensions on which data may be recorded, 
usually in the form of punched holes. Each 
character recorded on the tape is repre¬ 
sented by a unique pattern of holes, called 
the frame or row. Frames usually consist of 
5, 6, 7, or 8 tracks or channels, although 
some tape-controlled typesetting equip¬ 
ment requires 15- or 31-channel tape. 

Paragraph mark. Typographic elements 
used to direct the eye to the beginning of a 
paragraph (H □). Often used when the par¬ 
agraph is not indented. 

Parallel processing. Harnessing several 
processors together to operate on a task. 
Parameter. Variable that is given a con¬ 
stant value for a specific process. Com¬ 
monly used in the printing industry to refer 
to the limits of any given system. 
Paste-up. See Mechanical. 

Patch film. Film added or stripped into film 
that has already been made up for the cam¬ 
era. This happens when repro patches are 
sent in late, shot, and stripped in film form 
(as opposed to being pasted on the me¬ 
chanical and the entire mechanical page 
being reshot). 

Patching. Method of making corrections in 
repros or film in which the corrected “patch” 
is set separately and pasted into position 

I on the repros or shot and stripped into film. 
See also Patch film. 

PC. Personal computer. 
Page description language. The com¬ 
mon computer language that ties together 
the various systems and output devices, 
such as monitors, keyboards, scanners, 
printers, and imagesetters. 

! PE. Abbreviation of “Printer’s Error,” or mis¬ 
take made by the typesetter, as opposed to 

' AA. 

! Pentop computer. Notepad-sized ma- 
i chine into which the user enters data with a 
i stylus rather than a keyboard. When com- 
I bined with a fax machine, users can send 
i documents or diagrams back and forth with 
y editing and notations. 

Perforator. In composition, a keyboard unit 
that produces punched paper tape. Each 
character and function is given a unique 

f code which is punched across the tape. In i bindery work, a machine that punches a 
series of closely spaced holes in paper. 
Photocomposing. To photomechanically 
arrange continuous-tone, line, or halftone 
copy for reproduction. Not a synonym for 
photocomposition. Also, the technique of 
exposing photosensitive materials onto film 
or press plates using a photocomposing 
machine (also called a step-and-repeat 

j machine). 

Photocomposition. See Phototypesetting. 

I Photocopy. Duplicate photograph, made 
‘ from the original. Also, the correct generic 
! term for Photostat, which is a trade name, 
j Photodisplay. Display matter set on paper 
I or film by photographic means. 
1 Photographic paper. Chemically sensi¬ 

tized paper for photographic printing. 

Photomechanical transfer materials 
(PMT). Photomechanical papers manufac¬ 
tured by Eastman Kodak: Kodak PMT Neg¬ 
ative Paper, for making enlarged or reduced 
copies in a process camera; Kodak PMT 
Reflex Paper, for making reflex copies or 
contact proofs of line and halftone nega¬ 
tives in a contact frame; Kodak PMT Re¬ 
ceiver Paper, a chemically sensitive paper 
for making positive prints in a diffusion 
transfer processor (can also be used to 
make photorepros). 

Photon. Trade name for a line of typeset¬ 
ting machines, available in a variety of 
models. Manufactured by Photon, Inc. 

Photoprint. Also called a photorepro or 
photocopy. In phototypesetting, final proof 
with all typographic elements in position 
ready to be pasted into mechanical. Similar 
to a reproduction proof in metal typesetting. 

Photoproof. In phototypesetting, a rough 
proof for proofreading. Similar to a galley 
proof in metal typesetting. 

Photorepro. Reproduction-quality proof of 
phototype. Produced by phototypesetting 
on photosensitive paper or by contact print¬ 
ing (through a film negative) of phototype- 
set materials. (Term used mainly in New 
York City area.) 

Photostat. Trade name for a photoprint, 
more commonly referred to as a stat. Stats 
are most commonly used in mechanicals to 
indicate size, cropping, and position of con¬ 
tinuous-tone copy. The original copy is pho- 
tographed by a special camera and 
produces a paper negative. From this a 
positive stat is made. Stats can be either 
matte or glossy in finish. The use of stats 
pasted in mechanicals as actual shooting 
copy is a common but quality-negating 
practice. Only absolutely sharp stats 
should be used. Matte-finish stats are pre¬ 
ferred since aberration due to the gloss 
when photographing the mechanical is 
minimized. 

Phototext. Text matter set by means of 
photocomposition. 

Phototypesetter. One of various ma¬ 
chines used to photographically set, or 
compose, type images. 
Phototypesetting. Also known as photo¬ 
composition and erroneously as cold type. 
The preparation of manuscript for printing 
by projection of images of type characters 
onto photosensitive film or paper which is 
then made up in mechanicals or photome¬ 
chanicals, from which printing plates can 
be produced. Phototypesetting machines 
always produce positive images of type, 
either on photosensitive paper or film. 
Photo Typositor. Semiautomated photo¬ 
display unit manufactured by the Visual 
Graphics Corporation. 
Photounit. Output, or phototypesetting 
unit of a photocomposition system: the unit 
responsible for the actual setting and ex¬ 
posing of the type onto photosensitive film 
or paper. 

Optical Character Recognition. 
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Process camera. 

Pi. Metal type that has become indiscrimi¬ 
nately mixed, such as when a type form 
spills, so that it is unusable until it is put 
back in order. 

Pica. Typographic unit of measurement: 12 
points = 1 pica (1/16" or 0.166"), and 6 picas 
= 1 inch (0.996"). Also used to designate 
typewriter type 10 characters per inch (as 
opposed to elite typewriter type, which has 
12 characters per inch). 

Pi characters. Special characters not usu¬ 
ally included in a type font, such as special 
ligatures, accented letters, mathematical 
signs, and reference signs. Called sorts by 
Monotype. 

Piece fraction. Also called a built fraction 
or a split fraction. A small fraction made up 
of two parts (a® and a/4 to make the fraction 
3/4, for example) as opposed to a case 
fraction. 

Point. Smallest typographical unit of mea¬ 
surement: 12 points = 1 pica, and 1 point 
= approximately 1/72 of an inch (0.01383"). 
Type is measured in terms of points, the 
standard sizes being 6, 7,8,9,10,11,12,14, 
18, 24, 30, 36, 42, 48, 60 and 72 in point 
size. 

Positive. Photographic reproduction on 
paper, film, or glass that corresponds ex¬ 
actly with the original: the whites are white 
(i.e., clear), the blacks are black (i.e., 
opaque), as opposed to a negative, in 
which the tonal values are reversed. 

Preparation. Also called prep work. In 
printing, all the work necessary in getting a 
job ready for platemaking: preparing art, 
mechanicals, camera, stripping, proofing. 

Press proof. Proof pulled on the actual 
production press (as opposed to a proofing 
press) to show exactly how the form will 
look when printed. Press proofs are expen¬ 
sive and are normally requested only as a 
final check at the time of printing. Press 
proofs are usually checked right at the 
printing plant while the press waits. 

Pressure-sensitive iettering. Type car¬ 
ried on sheets that is transfered to the work¬ 
ing surface by burnishing. Examples are 
Artype and Prestype. 

Primary letters. Lower case letters which 
do rrot have ascenders or descenders; e.g., 
a, c, e, m, n, 0, etc. 

Print. Paper photograph made from a neg¬ 
ative: a black and white photograph. 

Printer font. In desktop publishing, a font 
a printer can use. 

Printer’s error. See PE. 

Printout. In phototypesetting, printed out¬ 
put in typewriter-like characters, done by a 
line printer. 

Process camera. Also called a copy cam¬ 
era or a graphic arts camera. A camera 
specially designed for process work such 
as halftone-making, color separation, 
copying, etc. Process cameras are usually 
large and sturdily built. 

Process lettering. Also called photoletter¬ 
ing or photo process lettering. A photo-dis¬ 
play method in which alphabets converted 
to film are assembled piece by piece from 
a file box by hand. Fonts are usually avail¬ 
able in one size of each style and assem¬ 
bled words are enlarged or reduced to fit 
the layout. Assembly is done by skilled 
lettering artists who retouch, modify, or 
improve upon the finished result before 
releasing it. 

Projection. Negative or positive made by 
passing light through film and projecting the 
image onto paper or film. This is the same 
principle used by photographic enlargers. 
See also Contact print and Reflection. 

Proofreader. Person who reads the type 
that has been set against the original copy 
to make sure it is correct and who also may 
read for style, consistency, and fact. 

Proofreader’s marks. Shorthand symbols 
employed by copyeditors and proofreaders 
to signify alterations and corrections in the 
copy. These symbols are standard through¬ 
out the printing industry and are illustrated 
in most dictionaries, and on page 157 of this 
book. 

Proofs. Trial print or sheet of printed mate¬ 
rial that is checked against the original 
manuscript and upon which corrections are 
made. See also Galley proof. Line printer 
proof. Master proof, Photprint, Photoproof, 
Reader’s proof. Reproduction proof and 
Rough proof. 

Protype. Trade name for a manually oper¬ 
ated photodisplay machine for display 
composition. 

Prove. To pull a proof. Also refers to the 
testing of the accuracy of a computer pro¬ 
gram, i.e., to verify the program. 

Punched tape. In typesetting, a tape into 
which a pattern of holes is punched by a 
keyboard-actuated punch, the tape acti¬ 
vates the typesetting machine when it is 
fed through a tape reader. 

Q 
Quad. Piece of type metal less than type- 
high used to fill out lines where large 
spaces are required. An em-quad is the 
square of the particular type size: a 10-point 
em-quad is 10 points x 10 points. An en- 
quad is half the width of an em-quad. 
Quads are also made in 1 y2-em, 2-em, and 
3-em sizes. 

Quadding. Setting quads, or spaces larger 
than the normal wordspaces, in a line of 
type. Traditionally, this meant inserting 
quads to justify lines of type. In linecasting 
or photocomposition it is also used to de¬ 
note how to position the type by spacing it 
with quads: quad left is flush left, quad right 
is flush right, and quad center is centered. 
On command, the machine inserts space, 
in the form of quads or in increments of 
space representing quads, to perform the 
function desired. 
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Quoins. (Pronounced coins.) Expansible 
blocklike or wedge-shaped devices oper¬ 
ated by the use of a quoin key and used 
with metal type to lock up a type form in the 
chase prior to putting it on press. 

R 
Ragged. See Unjustified type. 
Raised initial. Display letter that base- 
aligns with the first line of text. 

Raster image processing (RIP). The con¬ 
version of type and images to an arrange¬ 
ment of dots which can be stored in a 
computer and called up on the screen and 
manipulated as necessary. 

Rasterization. The process of converting 
image data into output data. 

Reader. Specialized device that can con¬ 
vert data represented in one form into an¬ 
other form. Readers used in typesetting 
include OCR readers, magnetic tape or 
card readers, punched tape or card read¬ 
ers, and in specialized application, mark¬ 
sensing readers. 
Reader’s proof. Also called a printer's 
proof. A galley proof, usually the specific 
proof read by the printer’s proofreader, 
which will contain queries and corrections 
to be checked by the client. 
Recto. Right-hand page of an open book, 
magazine, etc. Page 1 is always on a recto, 
and rectos always bear the odd-numbered 
folios. Opposite of verso. 

Reference mark. Symbol used to direct 
the reader from the text to a footnote or 
other reference. The common marks are as 
follows: 
* Star or asterisk § Section 
t Dagger || Parallels 
4: Double-dagger H Paragraph 

Reflection. Light is reflected off the image 
and onto photographic paper or film. This is 
the basic principle used by copy cameras 
for shooting mechanicals. The reflection 
method is capable of enlarging or reducing, 
or of reproducing an image the same size. 
See also Contact print and Projection. 
Reflection copy. Also called reflective 
copy. Any copy that is viewed by light re¬ 
flected from its surface: photographs, 
paintings, drawings, prints, etc. As opposed 
to transparent copy. 
Register marks. Devices, usually a cross 
in a circle, applied to original copy and film 
reproductions thereof. Used for positioning 
negatives in perfect register, or, when car¬ 
ried on press plates, for the register of two 
or more colors in printing. Register marks 
should not be confused with corner, bleed, 
or trim marks. 
Reproduction proof. Also called a repro. 
A proof made from type that has been care¬ 
fully locked up and made ready. Repro 
proofs are pulled on a special coated paper 
and pasted into mechanicals. 

Resolution. The fixed number of pixels or 
dots available on an output device (display 
screen, printer, imagesetter, etc.) 

Reverse copy. Copy which is wrong-read¬ 
ing when printed. 

Reverse leading. See leading. 

Reverse type. In printing, refers to type 
that drops out of the background and as¬ 
sumes the color of the paper. 

Revise. Change in instruction that will alter 
copy in any stage of composition. 

Roman. Letterform that is upright, like the 
type you are now reading. Also, more spe¬ 
cifically, an upright letterform with serifs de¬ 
rived from the original Roman stone-cut 
letterforms. 

Roman numerals. Roman letters used as 
numerals until the tenth century A.D.: I = 1, 
V = 5, X = 10, L = 50, C = 100, D = 500, 
and M = 1,000. As opposed to Arabic 
numerals. 

Rough. Sketch or thumbnail, usually done 
on tracing paper, giving a general idea of 
the size and position of the various ele¬ 
ments of the design. 
Rough proof. Any proof pulled from type 
on a proofing press or from a plate without 
makeready showing what the material 
proofed looks like. Rough proofs are usu¬ 
ally pulled for identification purposes only, 
before filing away type galleys or engrav¬ 
ings for storage. Also, as in-house proof 
pulled to check the work. 
Royal. A font-rendering technology devel¬ 
oped by Apple Computers and Microsoft 
as an alternative to Adobe’s PostScript 
formats, the standard font-imaging 
technology. 
Rub-off type. See Pressure-sensitive 
lettering. 
Rule. Black line, used for a variety of typo¬ 
graphic effects, including borders and 
boxes. Rules are actual type-high typo¬ 
graphic elements and come in a range of 
thicknesses called weights that are meas¬ 
ured in points. Many rules are cast as du¬ 
plex rules: two or more parallel lines of the 
same or of different thicknesses cast on the 
same body. Fine rules for letterpress work 
are often made of strip brass or steel. In 
addition to lines, rules may also be dotted 
or dashed, or they may contain fancy bor¬ 
der designs. 

Run. Printing term referring to the number 
of copies printed. 
Run-around. Type in the text that runs 
around a display letter or illustration. 
Run in. To set type with no paragraph 
breaks or to insert new copy without mak¬ 
ing a new paragraph. 
Running head. Book title or chapter head 
at the top of every page in a book. 
Running text. Also referred to as straight 
matter, or body copy. The text of an article 
or advertisement as opposed to display 
type. 

Register marks. 
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Slug. 

s 
Safelight. Colored lamp used in darkroom 
work which gives enough light to see by yet 
does not affect the photographic material. 

Sans serif. Typeface design without serifs. 

Scalable Fonts. Outline master fonts ca¬ 
pable of setting a range of sizes, usually 
112 to 99 points in 1 /2-point increments. 

Scaling. Process of calculating the per¬ 
centage of enlargement or reduction of the 
size of original artwork to be enlarged or 
reduced for reproduction. This can be done 
by using the geometry of proportions or by 
the use of a desk or pocket calculator, log¬ 
arithmic scale, or disc calculator. 

Scanner. See Electronic scanner. 

Screen font. A font designed to be dis¬ 
played on the monitor’s screen. These are 
commonly paired with the more detailed 
printer fonts (which see). 

Script. Typeface based on handwritten let¬ 
terforms. Scripts come in formal and infor¬ 
mal styles and in a variety of weights. 

Selectric. Trade name for a strike-on (type¬ 
writer) composition system manufactured 
by IBM. 

Series of type. Refers to all the sizes of 
one particular and unique typeface. 

Serifs. Short cross-strokes in the letter- 
forms of some typefaces. Sans serif type¬ 
faces, as the name implies, do not have 
serifs but open and close with no curves 
and flourishes. 

Set-width. Also called set size or set. In 
metal type, the width of the body upon 
which the type character is cast. In photo¬ 
typesetting, the width of the individual char¬ 
acter, including a normal amount of space 
on either side to prevent the letters from 
touching. 

Shoulder. Space on the body of a metal 
type or slug which provides for ascenders 
or descenders. Also provides the minimum 
space required to separate successive 
lines. 

Show-through. Phenomenon in which 
printed matter on one side of a sheet shows 
through on the other side. 

Signature. A group of pages printed on a 
sheet of paper, which when folded and 
trimmed will appear in their proper 
sequence. 

Small caps. Abbreviated s.c. A complete 
alphabet of capitals that are the same size 
as the x-height of the typeface. 

Slug. Line of type set by a linecasting 
machine. 

Software. Computer programs, proce¬ 
dures, etc., as contrasted with the com¬ 
puter itself, which is referred to as 
hardware. 

Solid. In composition, refers to type set 
with no linespacing between the lines. 

Solid fraction. See Case fraction. 

Sorts. Individual letters in a font of type for 
use in replenishing used-up type in a case. 
Also used by Monotype to describe special 
characters (pi characters) not in the regular 

fonts. 
Spacebands. Movable wedges used by 
linecasting machines for wordspacing and 
to justify lines of type. After the line has 
been set as a row of matrices, the space- 
bands are forced up to tighten (i.e., justify) 
the line prior to casting. 

Spaces. In handset type, fine pieces of 
metal type, less than type-high, inserted 
between words or letters for proper spacing 
in a line of type. 

Spacing. Separation of letters and words 
in type or the separation of letters and 
words in type by the insertion of space. 

Spec. To specify type or other materials in 
the graphic arts. 

Split fraction. See Piece fraction. 

Square halftone. Also called a square- 
finish halftone. A rectangular—not neces- 
sesarily square—halftone, i.e., one with all 
four sides straight and perpendicular to one 
another. So called because the edges of 
the plate are machine-cut on a finishing 
machine. 

Square serif. Typeface in which the serifs 
are the same weight or heavier than the 
main strokes. 

S.S. Also indicated as S/S. Abbreviation for 
“same size.” 

Stabilization paper. Stabilization proces- 
sible (dry-processed) photopaper used in 
phototypesetting for output in the form of 
good-quality photorepros. Not the same as 
conventional photosensitive papers (Koda- 
line, Resisto), which are chemically wet- 
processed in a tray or in a film or paper 
processor. Stabilization-processed mate¬ 
rials are senstive to ultraviolet light and 
have a lifespan of only about six weeks. If 
kept for a longer period of time they must 
be washed and fixed. The nature of these 
papers is such that they process in a way 
that causes problems in matching image 
densities from batch to batch; this is espe¬ 
cially troublesome when making correc¬ 
tions in previously set matter. 

Stat. See Photostat. 

Step and repeat. Method of making multi¬ 
ple images from a master negative of the 
same subject in accurate register. Step- 
and-repeat operations are done photome- 
chanically using a photocomposing ma¬ 
chine (also called a step-and-repeat 
machine. 

Stet. Proofreader’s mark that indicates 
copy marked for correction should stand as 
it was before the correction was made. 
Copy to be stetted is always underlined with 
a row of dots usually accompanied by the 
word stet. 
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Stick. See Composing stick. 

Stone. Also called an imposing stone. The 
surface, originally of stone but now of ma¬ 
chined metal, on which letterpress forms 
are assembled, locked up, and planed 
down prior to putting them on the bed of a 
press. 

Storage. In computer-aided phototypeset¬ 
ting, a device (a magnetic memory tape, 
disc, or drum) into which data can be en¬ 
tered, in which it can be held, and from 
which it can be retrieved at a later time. 

Straight matter. In composition, body type 
(as opposed to display type) set in rectan¬ 
gular columns with little or no typographic 
variations. 

Strike-on composition. See Typewriter 
composition. 

Stripper. Also referred to as a makeup 
man. Worker in a printing plant who assem¬ 
bles and strips negative or positive film onto 
a flat for making plates. Also refers to the 
person in a phototypesetting plant who 
makes up the job in film form (as a photo¬ 
mechanical), usually in positive form, after 
the job has been set on photodisplay and/ 
or phototypesetting machines. 

Stripping. Assembling photographic neg¬ 
atives or positives and securing them in 
correct position to the paper (goldenrod), 
film, or glass base used in making the press 
plates. 

Stripping guide. Position layout or trans¬ 
lucent layout tissue or rough paste-up 
which serves as a guide for stripping a film 
mechanical, etc. 

Subtitle. Secondary title. 

Swash letters. Italic caps formed with long 
tails and flourishes. 

T 
Tape. Punched paper ribbon (between 6- 
and 31-level) or magnetic (7- or 9-level) 
tape, produced by a keyboard unit and 
used as input to activate the photounit of a 
typesetting system or a computer for sub¬ 
sequent processing of the data thereon for 
phototypesetting machine input. 

Tape editing. In phototypesetting, the 
transferring of information, via a visual dis¬ 
play terminal or a line printer, from one tape 
to another to produce a correct tape. 

Tapemaster. Trade name of a line of pho¬ 
totypesetting machines manufactured by 
Photon, Inc. 

Tape merging. In phototypesetting, a 
method of editing and correcting tapes in 
systems in which every line of type is 
numbered. 

Text. Body copy in a book or on a page, as 
opposed to the headings. 

Text type. Main body type, usually smaller 
in size than 14 point. 

Thin space. Metal type. Vs of an em space. 

Thumbnails. Small, rough sketches. 

Tint. Color obtained by adding white to 
solid color. In printing, a photomechanical 
reduction of a solid color by screening. 

Titling. Alphabet of foundry type in which 
the capital letters fill the full face of the type. 
This permits the setting of caps with a min¬ 
imum of linespacing. Titling caps have no 
matching lowercase alphabet. 

Tracking. A term used by typographers in 
place of overall letterspacing. 

Tracking. A term used by typographers in 
place of overall letterspacing. 

Transfer type. Type carried on sheets that 
can be transferred to the working surface 
by cutting out self-adhesive letterforms 
(cut-out lettering) or by burnishing (pres¬ 
sure-sensitive lettering). Examples are Ar- 
type, Formatt, Letraset, Prestype. 

Transitional. Type style that combines fea¬ 
tures of both Old Style and Modern. Bas- 
kerville, for example. 

Transistor. Along with resistors, capaci¬ 
tors, and diodes, the transistor is a basic 
building block of integrated circuit, or chip. 

Transpose. Commonly used term in both 
editorial and design to designate that one 
element (letter, work picture, etc.) and an¬ 
other should change places. The instruc¬ 
tion is abbreviated tr. 

Trim. To cut off and square the edges of a 
printed piece or of stock before printing. 

Trim size. Final size of a printed piece, after 
it has been trimmed. When imposing the 
form for printing, allowance must always be 
made for the final trim size of the stock. 

Type. Letters of the alphabet and all the 
other characters used singly or collectively 
to create words, sentences, blocks of text, 
etc. 

Typecasting. Setting type by casting it in 
molten metal either in individual characters 
or as complete lines of type. 

Type family. Range of typeface designs 
that are all variations of one basic style of 
alphabet. The usual components of a type 
family are roman, italic, and bold. These 
can also vary in width (condensed or ex¬ 
tended) and in weight (light to extra bold). 
Some families have dozens of versions. 

Type gauge. Commonly called a line 
gauge. A metal rule with a hook at one end 
calibrated points and picas on one edge 
and inches on the other. Used to measure 
metal type. Also, slotted copyfitting gauges 
made in various lengths and graduated in¬ 
crements of ens or ems of each type size. 
These are used to gauge the number of 
lines set in a given type size; they are also 
useful for copyfitting. 

Type-high. Height of a standard piece of 
metal type: .918" (U.S.). a plate said to be 
“type high” when mounted on wood or 
metal to the proper height to be used on a 
letter-press printing press. 
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Vacuum frame. 

Unitization. 

Type metal. Metal used for cast type; alloy 
of lead, tin, and antimony, and sometimes 
a trace of copper. 

Type series. One basic typeface design in 
its full size range, from 6 point up to 72 
point, or sometimes even 120 point. 

Typesetter. Term for a person who sets 
type. Also, any device that sets type. 

Typesetting. Assembling of typographic 
material suitable for printing or incorporat¬ 
ing into a printing plate. Refers to type set 
by hand, machine (cast), typewriter (strike- 
on), and phototypesetting. 

Typestyle. Variations within a typeface; ro¬ 
man, italic, bold, condensed, expanded, 
etc. 

Typewriter composition. Also called 
strike-on or direct impression composition. 
Composition for reproduction produced by 
a typewriter. 

Typographer. Person or persons who set 
type. 

Typographic error. Commonly called ty¬ 
pos. Errors made in copy while typing, 
either at a conventional typewriter, or by the 
compositor at the keyboarding stage of 
typesetting. Types made by the compositor 
are PE’s and are usually corrected free of 
charge. 

Typography. The art and process of work¬ 
ing with and printing from type. Today's 
technology, by mechanizing much of the 
art, is rapidly making typography a science. 

u 
U. & L.C. Also written u/lc. Commonly used 
abbreviation for upper and lowercase. Used 
to specify text that is to be set in caps (usu¬ 
ally initial caps) and lowercase letters as 
written. 

Unit. Variable measurement based on the 
division of the em into equal increments. 

Unit system. Counting method first devel¬ 
oped by Monotype and now used for some 
strike-on typewriters and all phototypeset¬ 
ting systems to measure in units the width 
of the individual characters and spaces 
being set in order to total the accumulated 
units and determine the measure when the 
line is ready to be justified, and determine 
how much space is left for justification. 

Unit value. Fixed unit width of individual 
characters. 

Unjustified tape. Also called an idiot tape. 
In photocomposition, an unhyphenated, 
unjustified tape (either magnetic or paper). 
The tape is keyboarded with no end-of-line 
signals (no hyphenation or justification), al¬ 
lowing the keyboard operator to type at 
maximum speed. The tape is then fed 
through a computer, which adds the total 
units accumulated and resolves the hy¬ 
phenation and justification according to a 
pre-programmed set of rules and produces 
a justified tape. The justified tape is used 
as input to operate the phototypesetting 

machine. 

Unjustified type. Lines of type set at dif¬ 
ferent lengths which align on one side (left 
or right) and are ragged on the other. 

Update. In photocomposition, to incorpo¬ 
rate into the master tape the changes re¬ 
quired to reflect recent corrections or 
changes. 

Uppercase. Capital letters of a type font; 
A, B, C, etc. 

V 
Vacuum frame. Also called a contact print¬ 
ing frame. In phototypography, offset 
lithography and phototypography, a glass- 
topped printing frame used for exposing 
plates or making contact negatives and 
positives. Close contact between the film 
and the plate is maintained by the action of 
the vacuum pumps which expel the air 
trapped between the two layers of substrate. 

Value. Degree of lightness or darkness of 
a color or of a tone of gray, based on a scale 
of graduated tonal values running from 
pure white through all the gradations of 
gray to black. 

Van Dyke. Also known as a brownline or a 
brownprint. A photocopy having its image 
in a dark brown color, used as a proof. 

VaryTyper. Trade name for a special type¬ 
writer capable of setting type directly onto 
paper. It composes type in a number of 
different styles and can produce justified 
type semiautomatically. VariTyper is one 
of several devices producing direct 
impression, or strike-on, typography. 
Manufactured by VariTyper Division, 
Addressograph-Multigraph Co. 

Verso. Left-hand page of a book. Opposite 
of recto. 

Video Cards. See Expansion cards. 

V-l-P. Phototypesetting system manufac¬ 
tured by Mergenthaler Linotype Corp. 

Visual display terminal. Device contain¬ 
ing complete logic, a tape reader, a tape 
punch (or a magnetic tape head), a key¬ 
board, and a cathode ray tube on which 
copy will be displayed as a composed tape 
as read by the reader. The operator can edit 
and correct copy by keying in the correc¬ 
tions. As he does this, a new tape is created 
for subsequent use in activating a photo¬ 
typesetting or linecasting machine. 
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Weight. In composition, the variation of a 
letterform: light, regular, bold. In paper 
measurement, the weight of 500 sheets (a 
ream) of paper of standard size. 

WF. Abbreviation for “wrong font.” Used by 
proofreaders to indicate that letters of type 
fonts have been mixed in typesetting. 

White space reduction. See Kerning. 

Widow. End of a paragraph or of a column 
of reading matter that is undesirably short: 
a single, short word; or the end of a hyphen¬ 
ated word, such as “ing.” Widows are usu¬ 
ally corrected editorially either by adding 
words to fill out the line or by deleting a word 
in the preceding line so that the widow 
moves up, becoming part of it. Widows can 
also be overcome by decreasing the set of 
the last several lines or of the ending para¬ 
graph. Decreasing the set is kerning. 

Width. Variations of letterforms: con¬ 
densed, extended. 

Window. An area on the screen in which 
tool boxes, menus, icons, etc. are dis¬ 
played. It is possible to layer multiple win¬ 
dows on the screen, although the top one 
is active at any time. 

Woodtype. Type made from wood. Usually 
used for the larger display sizes over 1.” 
Wood type is made in sizes measured in 
lines, a line being 1 pica in depth. A 10-line 
face is thus 120-point type. 

Word processor. Sophisticated electronic 
typewriters with memory capabilities. Ideal 
for such tasks as writing reports, book man¬ 
uscripts, and letters or for creating spread¬ 
sheets. 

Wordspace. Space between words. 

Wordspacing Metal Type Phototype 

Very tight 5-to-the-em 3-4 units 
Tight 4-to-the-em 4-5 units 
Normal 3-to-the-em 6 units 
Loose 2-to-the-em 7-9 units 

Comparison of metal type wordspacing, meas¬ 
ured in segments of the em, with phototype 
wordspacing, measured in units. 

Wordspacing. In composition, adding 
space between words to fill out line of type 
to a given measure. 

Work Station. Generally considered to be 
more powerful than a PC (personal com¬ 
puter), but less than a mainframe. 

Wrong font. Error in typesetting in which 
the letters of different fonts become mixed. 
Indicated by proofreader by “wf.” 

Wrong-reading. Image that reads the re¬ 
verse of the original. A mirror image. 

X-height. Height of the body of lowercase 
letters, exclusive of ascenders and 
descenders. 

X-line. Also called mean line. The line that 
marks the tops of lowercase letters. 

Xenon flash. Light source often used in 
phototypesetting machines. 

z 
Zip-a-Tone. Trade name for a series of 
screen patterns imprinted on plastic sheets 
that can be used to achieve tone of various 
kinds on art work. Zip-a-Tone comes in 
dots, lines, stipples, etc. 

Word processor. 
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Notes and Credits 

These are the typefaces used as samples 
throughout this book. Linespacing is not 

given. Also, the word “point" is omitted 
(for example, 72-point Korinna Bold is listed 

as 72 Korinna Bold). 

Page 

12 72 Korinna Bold 

13 72 Helvetica 
15 24 Times Roman 
16 36 Times Roman and Univers 

17 36 Univers 
21 72 Korinna Bold and Helvetica Medium 

22 24 Korinna 
23 11 Times Roman 
26 12 Helvetica Light 
27 12 Helvetica Light 
28 12 Helvetica Light 

29 30 Helvetica Light 
31 42 Helvetica Medium 

12 Helvetica 
36 6 Helvetica Light with Medium 

37 6 Helvetica Light with Medium 
38 lOTmes Roman 
39 lOTmes Roman 
42 16TmesRoman 

43 10 and 30 Helvetica 
45 10 and 12 Tmes Roman 

14 Korinna 
46 6 through 72 Helvetica Light 

48 Memphis Light 
49 Memphis Light 
54 12 Sans Serif Gothic with 18 Bold 

55 12 Sans Serif Gothic with 36 Bold 
56 10 Bodoni 

10 Garamond 
10 Helvetica 
10 Tmes Roman 
12 Tmes Roman 
14 Tmes Roman 

57 7 Aster 
7 Trade Gothic 
7 Helvetica 

7 Avant Garde Gothic Book 
10 Helvetica Light 

62 36 Helvetica 
63 72 Korinna Bold 
64 10 Caledonia 

10 Helvetica Light Condensed 
7 Helvetica 

65 42 Helvetica Medium 
70 12 Palatine 

71 12Palatino 
72 12 Palatine 
73 12 Palatine 
74 12 Palatine 

75 12 Palatine 
76 12 Palatine 

77 12 Palatine 
78 12 Palatine 
79 10 Trade Gothic Extra Condensed 

10 Eurostyle Extended 
7 Melior 
12 Palatine 

80 10 Baskerville 

81 10 Baskerville 
82 24 Avant Garde Gothic Medium 
83 24 Avant Garde Gothic Book 

84 24 Century Expanded 

86 9 Aster 
10 Helvetica 
10 Bodoni 
10 Times Roman 
8 Times Roman 
9 Palatine 

87 10 Trump Mediaeval 

88 14 Tmes Roman 
89 9 Times Roman 

lOTmes Roman 
11 Tmes Roman 

12 Tmes Roman 

90 12 Bembo 
91 12 Bembo 
92 11 Korinna 
93 11 Korinna 
94 11 Korinna 

95 11 Korinna 
96 14 Souvenir Light 
97 14 Souvenir Light 
98 11 Helvetica Light 

99 11 Helvetica Light 
100 11 Sabon 

18 Tmes Roman 

101 18 Bembo 
104 10 Helvetica Light with Medium 
105 10 Helvetica Light with Medium 
106 24 Goudy Old Style 
107 12 Goudy Old Style 
108 12 Memphis Light 
109 12 Trade Gothic Light 
111 36Tmes Roman 

36 Sabon 
112 18 Times Roman 

113 24 Palatino 
14 Palatino 

114 11 Bookman 

18 Spartan Book 
115 24 Century Schoolbook Bold 

18 Spartan Light 

116 18 Bodoni Book 
24 Bodoni Book 

117 16 Memphis Light 
118 36 Avant Garde Gothic Extra Light 

119 36 Avant Garde Gothic Extra Light 
127 Helvetica Medium 

130 H. BetholdAG 
132/136 Photolettering, Inc. 

137 Young & Rubicam, Inc. 
150 Arthur Brown & Brothers, Inc. 

The following companies and individuals 

supplied the photographs and type samples 
seen throughout this book: 

20 Copyright, Eastman Kodak Co. 
65 Visual Graphics Corp. 

122 Photolettering, Inc. and George Abrams 
124 Letraset. USA Inc. 

126 Joe Wheeler, Lettering Services, Inc. 
127 Visual Graphics, Corp. 

128 H. Berthold AG 
128 The Monotype Corp. Ltd. 
129 H. Berthol AG 

129 Letraset, USA Inc. 
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Index 
AAs (author's alterations), 146 
Abbreviation periods, space after, 115 
Aligning leaders, 108 
Alignment, optical, in display type, 118 
Ascenders, 12 
Asymmetrical type arrangement, 75 

Body size. See Point size 
Boldface type, 16; used to create emphasis, 

91 
Borders, 130 
Boxes, 109 
Broken rules, 102 
Bullets, 110 

Capital letters, 12; and letterspacing, 65 
Case fractions, 113 
Centered type, 74 
Character counting, 141; by alphabet length, 

143 
Character count table, 142-143 
Characters (type), 12 
Characters, inferior and superior, 112; to 

make up fractions, 113 
Compact type. See Condensed type 
Comping, 154-155 
Comps (comprehensives), 153 
Computer (decision-making unit), 170 
Contour settings, 97 
Copyfitting, 139-159 
Copy mark-up, 144 
Copy preparation, 157 
Counters, 12 

Dashes, 115-116 
Degrees Celcius, 165 
Demibold type. See Semibold type 
Depth (of a column of type), establishing, 

148, 150 
Descenders, 12 
Design considerations when working with 

phototype, 31-137 
Diamond leaders, 108 
Didot system, 196 
Dingbats, 128 
Direct-entry systems, 180 
Discs, 169 
Display heads, specifying, 104 
Display initials, 98-99 
Display type, 21; comping, 155; and letter¬ 

spacing, 65; optical alignment in, 118; and 
punctuation marks, 114-116 

Drop initials, 98 

Elite typewriter, 140 
Em, the, 24 
Emphasis, creating, 90-91; with under¬ 

scores, 107 
Expanded type. See Extended type 

Family of type, 18 
Figures, 111 

Font of type, 15 
Fonts, 38 
Formatting codes, 145 
Fractions, 113 

Galley proofs, 146,176 

Hanging indents, 92 
Hardware, 170 
Hyphenation, and wordspacing, 76 
Hyphens, aligning with caps, 116 
Hung initials, 99 
Hung punctuation, 114 

Indents, 92 
Inferior characters, 112 
Initials, display, 98-99 
Italic typefaces, 16 

Justified tape. See Counting keyboard 
Justified type, 70-71; and line length, 77 
Justifying keyboard. See Counting keyboard 

Kerning, 62 

Layouts, 153 
Leaders, 108 
Leading. See Linespacing 
Letterspacing, 25, 58; choosing, 64-65; and 

wordspacing, 76 
Ligatures, 101 
Line length, 88; and linespacing, 86; and 

wordspacing, 77 
Linespacing, 22, 80; choosing, 86-87; 

minus, 22; optical, 84; reverse, 85; 
specifying as white space, 82 

Lining figures. See Modern figures 
Lowercase characters, 12 

Makeup, 156 
Manuscript (original copy), correct presenta¬ 

tion of, 159 
Mark-up, copy, 144 
Measuring type, 20 
Medium type. See Boldface type 
Metric system, 164 
Minus linespacing, 22 
Modern figures. 111 

Negative linespacing. See Minus line¬ 
spacing 

Non-lining figures. See Old Style figures 

Oblique type. See Italic typefaces 
Old Style figures, 111 
Optical alignment, in display type, 118 
Optical linespacing, 84 
Outline and shadow typefaces, 124 
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Paragraphs, indicating, 92 
Patches: matching type for, 117; setting, 

179 
PEs (printer’s errors), 146 
Pica rule, 150 
Picas, 20, 23 
Pica typewriter, 140 
Pi fonts, 41 
Points, 20, 21: and linespacing, 22 
Point size, 21 
Point systems, 163 
Proofreader’s marks, 147 
Proportional typewriter, 140 
Punctuation: basics of, 166-167, design 

considerations for, 114-116; in display 
type, 114-116 

Raised initials, 98 
Reader’s proofs, 146 
Reproportioning type, 127 
Repros (reproduction proofs), 146 
Reverse linespacing, 85 
Roman typefaces, 16 
Rules, 102-103 
Ruling pen, 107 
Run-arounds, 96 

Sans serif typefaces, 12 
Script typefaces, 120 
Set-size. See Set-width 
Set-width, 25 
Small caps, 16,100 
Software, 170 
Solid, type set, 22 
Special effects, 134 
Specifying heads, 104 
Specifying type in inches, 48 
Step-and-repeat, 132 
Strip film, 106 
Substrate. See Photographic materials 
Superior characters, 112 

Tabbing, 104 
Tabular matter, 104-105; copyfitting, 151 
Terminology, type, 11-29 
Text type, 21; comping, 154; and letter¬ 

spacing, 64 
Transfer type, 107 
True dictionary, 173 
Type alignment: mixing typefaces and, 42; 

optical, in display type, 118 
Type arrangement, 70-75 
Type, 12; matching, 117; measuring, 20; 

reproportioning, 127; setting in circles, 
126; specifying in inches, 48 

Type, display, 21, 65 
Type, family of, 18 
Type, text, 21, 64 

Typeface(s), 14; choosing, 44-45; design, 
32-33; mixing, 42; mixing type sizes and, 
55; mixing to create emphasis, 91; outline 
and shadow, 124; script, 120 

Typeface names, 14; differences in, 32-33; 
cross-reference chart of, 36-37 

Type size(s), 46; choosing, 56; using to 
create emphasis, 90; mixing, 54; mixing 
typefaces and, 55; and quality, 50; and 
x-height, 52 

Type specimen books, 19 
Type specification chart, 158 
Typestyle, 16; using to create emphasis, 90 
Type weight, to create emphasis, 91. See 

also Boldface type 
Typewriters, and copyfitting, 140 
Typographic guide, 137 

Underscores, 106,107 
Units, 20,24; and letterspacing, 26; and 

phototypesetting, 29; and set-width, 25; 
and wordspacing, 28 

Unit system and phototypesetting, 29 
Unit value, 25 
Unjustified tape. See Non-counting 

keyboard 
Unjustified type, 72 
Uppercase characters, 12. See also 

Display type 

Vertical rules, 102 

Wordspacing, 28, 68; and type arrange¬ 
ment, 70-75; choosing, 78; controlling, 
76-77 

Writing to fit, 152 

X-height, 12; and linespacing, 86; and type 
size, 52 
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