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These scribes at work come irom a woodcut in
Petrarch’s Glickbuch, published in 1539 in
Augsburg, Germany. The tradition of handwiitten
books wits still very much alive it the time, evien
though the art of printing frofh mavatile type was
already three generations old

The point to keep in mind s that alf the new
techmical develapments are merely events in a
tong chain, stretching back to humanity s earliest
cultures. The many old woodcnts illustrating this
book have been chosen as reminders of this prowd
heritage. Today's wondertul technologiss prasmisit
improvements——but what they deliver depends ai
the way people use thet
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Preface

It was somewhere around 1958, if memory serves. | think it was just
after we had moved from the old Time and Life Building overlooking
Rockefeller Plaza to the new building on Sixth Avenue (the avenue no
self-respecting New Yorker calls Avenue of the Americas). Rumor had
itthat an incredible new machine had been installed. It was said to
make instant copies by magic—without ink, developer, or even drying
time, and on regular paper. So help me, they ran formally scheduled,
guided tours to watch this wonder at work. The Xerox, of course.

I have just checked some old photos of the art department to see
whether there were dispensers around. Yes, there were, so we must
have had Scotch tape by then. But it was the shiny kind, not the
“Magic” one. And we didn’t use it with abandon. It was expensive.
The news editor of the magazine insisted on doing everything the
newspaper way. He used straight pins to attach the galleys to the layout
sheet. But he admitted to being a bit eccentric. He wore a green eye-
shade and plastic cuffs to protect his shirtsleeves.

There was no Letraset yet. To dummy a headline, we traced over
alphabets printed on orange cards we got from ATF (American Type
Founders). They were about 10%2 inches wide and showed the full
alphabets of handset type in all the available sizes. (I must refinish the
box they came in . . . itis beautiful.)

Then Time, Inc., bought us a new marvel, called a ProType. With it,
you could do headlines photographically by exposing each letter from
a film negative onto photosensitive paper with a short burst of light
from a blinding gadget that burned your fingers. Then you developed
the paper in liquids, which smelled if the chemistry wasn’t just right
(we had to clean out a closet in which to quarantine it). Management
justified the investment by claiming we could control our own final
product. At last we were in charge of our own destinies . . . we could
make changes up to the last minute. Alas, nobody foresaw that now
the editors would have more time to be late. Besides, the nuisance
gadget was time-consuming and interrupted the normal flow of work.
The new and obviously useful tool was an aberration for the magazine.
Technology doesn’t necessarily bring universal progress.

Nowadays the world is abuzz with activity. Every day new technolo-
gies or improvements on older ones are introduced with hype and
drumbeat. Obsolescence terrifies. Are we old-fashioned? Will progress
pass us by? Will we miss that all-encompassing wonder-program that
will not only shield us from mistakes but guide us to the Promised
Land? Nonsense.

Let’s remember the fundamental truth: it is not the technology that
matters, but the message. No matter how the message is produced or
transmitted, it is its content that makes it useful and worthy. Recipients
of communication couldn’t care less about how or where the piece
was produced. All they want is information, and they want it fast, to
the point, easy to understand, easy to absorb, easy to use. To them, its
technological provenance is immaterial.

Let’s also remember that the latest, undoubtedly fascinating develop-
ments are merely one event in the long and proud history of human
communication. They are just the newest link in a very long chain.
That is why there is a timeline in the back of this book. That is also why
the illustrations scattered throughout were chosen. They are all
reminders that we are part of a developing continuum. Technology
may have influenced it and changed its direction, but the stream flows
on. It will absorb electronic publishing. 1t will absorb desktop publish-
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ing. It will absorb WYSIWYG. They are improvements because they can
make communication faster and easier and perhaps even cheaper.
They will certainly make more of it. But they will only be welcome
improvements if they help make communication better.

Making communication in print better was the reason this book was
assembled. It started three years ago at Xerox. The company’s electron-
ic publishing products are accompanied by an immense array of
technical documentation for its customers, managers, users, teachers,
trainees, and service people. Manuals of all shapes, sizes, and
purposes needed coordinating for unity’s sake, not just because a
coordinated look would enhance the corporate image, but because if
diverse machinery is to blend into a system, so must the manuals that
control it. Several years of effort by the office of documentation
headed by Richard M. Lunde resulted in the publication of Xerox
Publishing Standards, which are beginning to prove their efficacy
within the company. To be useful, they had to cover the entire spec-
trum of concerns, from management to writing style, from organi-
zation to design.

It was an exciting and challenging project, making us go right back to
the fundamentals in our search for an underlying logic. We had to
produce guidelines that would make sense to the full gamut of users,
yet be practical within the constraints as well as the opportunities of
the technology. It was a joy to be a member of a small team who
understood each other and pooled their souls—Carla Jean Jeffords,
Paul Doebler, Melinda Broaders, Brenda Peterson, and Helen Choy-
Whang. It was also fun.

While working on the manual on manuals, we slowly came to the
realization that there was a hole in the system that had to be filled. If
we had done our thinking about manuals correctly, then certainly the
customers would become experts at using the equipment. Yes, but
what would they be using it for?

We realized that Xerox would be doing a great service to its customers
were it to give them a modest and concise manual on typography.
Actually, Geoffrey Nicolaysen, president of Computer Software Ser-
vices, a division of Xerox Corporation, first pointed to the need for
such a manual when we were working together way back in 1983.
Over time the scope of this manual grew, and as it broadened, the
more obvious it became that we should perhaps offer the information
to a broader public. Not because we were so arrogant as to think the
presentation was so wonderful or all-encompassing (though we hope
that it will prove useful), but because there are so many people out
there who need basic information on typography and design.

That brings us full circle to the technological revolution. More
important than the wonders of the new equipment is the parallel
opening up of the communication-making process to a whole new
group of nonprofessional communicators. By bringing the technology
of mass communication to the desktop, a new group of people is
suddenly faced with making decisions about printing. But there is a
problem if you do not feel trained in this area. You may be confused by
it, even daunted. You do, however, know something about printed
communication because of the traditions and patterns of our culture.
You already have knowledge and insights based on common sense.
But you may not trust these instincts and may look for authoritarian
rules, searching for the “correct” solution. What you need to do is
build on the knowledge you already have.

X
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Frustration with the printed page 1s

nothing new. This late-nineteenth-century
engraving shows unmistakably how

illegible typography and inconsiderate page
makeup were resented even then

Additional acknowledgments

The equipment is programmed to help, of course. It prompts or directs
with its built-in systems. But there are also traditions of communica-
tion as an intellectual, even emotional, endeavor that have evolved
and flowered over the centuries. The value of these traditions does not
lie in the fact that they are traditional. It lies in the way that these tech-
niques propel understanding. They are shared signals, and their subtle
nuances are vitally important in interpretation.

In using today’s equipment, you have to understand both “forward”
and “backward” to do your job well. You must master the technology
of the ultra-modern machines. You must also understand the tech-
niques of communication in print proven by use.

Communication performs a service. It is a conduit that links speaker
and listener, producer and recipient, writer and looker/reader. Itis a
universal need and is not machine-specific. It has no restricting rules,
only principles. Its options are as wide as the capabilities of your
equipment. Its possibilities are only limited by your ideas.

How the little black marks are composed on the paper is known as
typography. Typography is not an esoteric art form; it is a tool to be
used to make information accessible. Information is neutral material. It
is a data base, lying fallow. It has to be accessed and used. Only when
itis transformed into knowledge does it have value. Typography,
layout, and design help to do that. Is there anything more valuable to
our culture?

In addition to the Xerox Standards team and Geoffrey Nicolaysen,
mentioned above, | wish to thank Allan Ayars for his active encourage-
ment. My thanks also to my editor, Sue Heinemann, at Watson-Gupti
Publications, for her clear thinking, her searching questions, and her
organizational ability. Julia Moore, senior editor at Watson-Guptill
Publications, was another invaluable guide.

Lastly, my thanks to all the editors, art directors, technical editors,
writers, designers—communicators all—who have attended my
seminars over the years. They are the troops who do the work in the
front lines. They know what the realities are and where the problems
lie. Veterans or novices, working in traditional or ultra-modern
contexts, they share the same concerns. They articulated their worries
in their questions and showed me what they needed. While | was
working, | constantly imagined what they would say and how they
would react. This is their book. I just assembled it for them. It is to
them, therefore, that this book is dedicated.

Westport, Connecticut
April 1988
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Painters use insight, judgment, colors, brushes, and all sorts of other
paraphernalia—even scaffolding if they have to get up to work on the
ceiling of the Sistine Chapel. They enjoy what they do. Some are
happy setting their skills to covering the walls. Others use them to
express their souls. Both are essential to society. Who is to say which is
“better” or “more useful”?

Typography is like painting: it can produce pieces worthy of gallery
exhibition, or it can just be the plain, unnoticed background. This
chapter concentrates on the workaday, house-painting level. It makes
no pretense at treating typography as the art form it undoubtedly can
be in the hands of masters. Instead, its purpose is to make you just
skilled enough to feel comfortable and confident. It is about common
sense, coupled with a few well-established principles—techniques
that work—developed over the centuries.

Today’s ever-changing electronic technology with its miraculous
speed, accuracy, and flexibility, as well as its apparently limitless typo-
graphic options, can be daunting. Daunting? No, that is an under-
statement. The proper word is terrifying. Terrifying, that is, to anyone
but the technician or expert. That's why we must go back to the basics,
because the wonders of technology are nothing more than tools for us
to use for the same old purpose of human communication. That will
remain constant, no matter what wonder-machine produces it.

The unexpected factor that the new technology has introduced is not
mechanical buthuman. The new equipment is so clever and so easy to
use that anyone can be taught its techniques in a few hours. As a
result, people who have no training in typesetting, production, graphic
arts, design, journalism, or any of the other skills slowly developed
over the centuries in the traditional printed media are being thrown
into positions of responsibility. To make matters worse, more often
than not they are alone with only their machines to talk to and work
with. Of course they are daunted by decisions they do not feel
competent to make. They know which program to insert and which
buttons to press—but how can they know their results will be “right”?
And what is “right” anyway? Had they had the benefit of traditional
training, they’d know there ain’t no such thing as “right”: it’s all a
compromise based on guesswork based on experience. Unfortunately
the precision of today’s technology doesn’t encourage flying by the
seat of one’s pants. High-tech engineering presupposes that there is
The One, True, Correct, and Only Answer to everything. It just isn’t so.
Typography, like all the other arts, is 1 malleable, flexible discipline,
which is responsive to the needs and purposes of its user. So, lesson
number 1: relax. Figure out what needs to be done, then do what feels
sensible. Chances are that it'll be acceptable. Will it be “good” or
“right”? If you're lucky, it may turn out that way.

This book is intended to help. It presents the basic, standard, accepted
ways of doing things. Nothing in it is sacrosanct. Everything in itis
sensible and has proven workable. Use it as a foundation, building on
its principles. Depart from it whenever such departure seems appro-
priate. Don’t misuse it as an excuse not to think or, worse, not to be
inventive. Don't ever say, “This book says to do thus-and-so, therefore
we can’t do such-and-such.”

The new, limitless technology is waiting to be exploited in ways
nobody has yet thought of. If it is applied with logic—so that the
message is lucidly presented—and the velocity of its communication
matches that of its mechanical production, we stand at the threshold of
the most stimulating development in information exchange.
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An English gentleman enjoys the pleasures ol ll l t I

reading in his library. The classically sneering bust (I

is doubtless a portrait of the author. He looked ~ ¥=
down at the book over the reader’s shoulder,
noticed the typography, and despaired. The action
was caught by Thomas Bewick around 1778

Type is for reading (and understanding) the message

Functional typography is invisible because it goes unnoticed. The aim
is to create a visual medium that is so attractive, so inviting, and so
appropriate to its material, that the process of reading (which most
people dislike as work) becomes a pleasure. Type should never stand
between the reader and the message: the act of reading should be
made so easy that the reader concentrates on the substance, uncon-
scious of the intellectual energy expended in absorbing it. Ideally, it
should be so inviting that the reader is sorry when the end of the piece
is reached (although the subject matter may have something to do with

that, too).

1 Think about what you are trying to say, then say it clearly

Typography is a means of transmitting thoughts in words to someone
else. Obviously, you have to understand what the words mean before
you can translate them into visible symbols that make sense. Avoid

solution.

thinking of typography as anything but what it is: a mechanical means
to an end (i.e., the clear communication of some sort of information).
And remember that the end is the only thing that matters.

Don't be self-conscious about typography as an art. Stop worrying
about fashion that just leads to affectation and pretense. Don’t always
strive for originality: often it is impossible to invent new wheels,
especially when the existing ones are still perfectly serviceable. Most
of all, forget the folk wisdoms that displace analytical thought with
axioms and proverbs about the way typography is supposed to be
done. Figure out the specifics of each problem and solve them in their
own context. Every problem carries within itself the seeds of its own

Unfortunately, deducing what is needed to get the product to that lucid
state is often a roundabout process. What usually happens is that you
are first led to wrong conclusions by some wild ideas, inspired by
something you came across somewhere. Or you may be guided by

2 TYPEIS FOR READING



rigid rules, instilled by “correct” high school reports. Everybody falls in
love with silly ideas, and everybody lugs around the baggage of
unquestioned assumptions. Why should you be different from anyone
else? It is only after ruthless self-editing and brutal cutting that the
worthwhile ideas remain. They are the ones that expose the material
most effectively, fit the chosen medium most efficiently, and strike the
targeted audience most directly.

2 Consider type as a pliant, malleable material

There’s nothing hard-and-fast about type. Itis so easy to shape that you
can make it do whatever you want. You can even turn typography into
crystallized speech, making it look as though someone were speaking.

Think of the hard work in listening to a droning speaker, when you
have to concentrate to dig out the nuggets of wisdom. Such a monoto-
nous speech translates visually into column after column of small,
hard-to-read, pale gray type. In contrast, a lively speaker brings
attention to those nuggests by varying the loudness and pitch of the
voice. An increase in loudness can be represented by an increase in
type size, while pitch can be suggested by the boldness or lightness of
the type. The nugget-content may be identical in both versions of the
speech (monotonous or lively), but it’s obvious which will spark more
enthusiasm.

This capacity for expressiveness makes typography a useful tool in
editing, since the fundamental function of editing is to expose what is
significant and make it as accessible as possible. What is important
deserves emphasis and what is unimportant should be clearly differen-
tiated from it. The result is clearer, more readily understandable
communication

3 Use common sense and your own experience as a reader to determine what will work

Exploit habits and expectations. People look at pages expecting to find
them arranged in a certain way. Consider, for instance, the page
number, which is usually placed on an outside corner. Common sense
suggests putting it there in your new piece, because page numbers are
essential reference points and people get annoyed if they can’t find
them right away or are forced to figure out some strange new pattern. It
may, however, make sense to put them elsewhere because —____ (fill
in your special reason). In that case, by all means do something differ-
ent. But expect to pay a price in creating some misunderstanding,
confusion, or just plmn discomfort for your reader. It may be worth it,
or it may not. A case in point: despite the horrors of the illegible typog-
raphy in which legal briefs are normally presented, judges expect to
see them that way. It would be folly for a lawyer or litigant to break
precedent, lest the judge be so startled by improved legibility as to
jeopardize the fairness of the trial.

4 Assume that readers know nothing about what you are telling them

Readers have to understand the form and absorb the substance of your
printed piece at the same time. That is no small task, especially if the
information is complex. Keep in mind that few people examine a
printed piece before starting to read; they do not try to figure out its
format, the structure of its presentation, or how the headings fit into a
hierarchy. They do check how long it is, in order to gauge the time and
effort to be invested. Some begin at the beginning and stay with it to
the end. Some start at the beginning, then jump to the next point that
catches their interest and hop and skip around, pecking at the piece in
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random fashion. Others may become intrigued by a detail somewhere
in the piece, be hooked into reading that snippet, and then go back to
the start. Every potential reader is enticed differently.

It is wise not to make the piece look too intellectually intimidating.
People will naturally shy away from the visual complexity of five levels
of headings and three levels of indention with subparagraphs,
quotations, footnotes, and extracts. Wouldn’t you? The simpler the
visual arrangement, the greater the likelihood of the audience
bothering to pay attention. Too many minor variations are self-
defeating. If it is necessary to provide instructions on “how to use this
book” up front, you had better do some re-examining.

Keeping it simple pays off, as long as you don’t go overboard and
oversimplify. That is as dangerous as making things too complicated.
The happy medium is where the piece looks “easy,” yet everything that
needs to stand out does so. Remember that the capacity of typography
to be helpful to the user is one of its most valuable properties. Always
think of your publication from the user’s point of view and make it
reader-friendly by giving visual clues to the way the piece is con-
structed and organized. Use typography to show readers where they
are, how the elements fit, which items are dominant and which ones
matter less. In other words, help readers save time and energy by
suggesting where they can skim and skip. With your cunning visual
clues, they won’t have to figure it out for themselves. Ideas will
catapult off the page into their minds effortlessly. They’ll reward you by
liking your publication and saying that it is easy to read. They won’t
ever know how much work and thought went into getting it that way.

5 Realize that you are making an object

Every document-—from a single page to a multivolume set—is a
crafted object. Think of it that way, plan it that way, and control it that
way. It will force you to keep it simple.

Simplicity grows out of(onsmenry Minor variations—whether on a
page or within a larger piece—may be interpreted as incoherence and
disorder. Such apparent disorder can affect the credibility of the
publication: “Anything as messy as this can’t be any good—I won't
bother with it.”

Be consistent in the way you apply typographic detail. Whenever
something recurs—Dbe it an important element, a signal, a text
component of some sort, or even empty (“white”) space—it should be
repeated exactly the same way. Not only does such rhythmic echoing
make the meaning easier to decipher, but it also creates familiarity.
Furthermore, it fosters easy recognition of the publication in relation to
its competition, often a valuable advantage. Always make the user feel
comfortable and confident.

Yes, but what about variety? You've probably heard that variety keeps
the reader interested. And it does. But you can put in too much spice
and spoil the stew. How do you know that there is too much? When all
that clever variety creates confusion.

Itis better to have a document whose unified character gives it its own
dignity and presence than to have a pile of visual odds and ends, each
calling attention to itself in a deafening babel of competing typo-
graphic voices. Besides, the subject matter ought not to depend on
visual cosmetics to fascinate the reader.

4 TYPEIS FOR READING
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Type and common sense

There are no “correct” ways of doing anything in type. Whenever you
are using type, you have to blend a number of practical factors into a
decision that makes sense for that particular piece. Unfortunately there
are a lot of them. But don’t worry: you don’t have to think about all of
them all the time, because not every typographic product has to take
each one into account. Besides, once you realize what they are, you'll
discover that they are pure common sense and totally obvious. (But,
like most things that are obvious, we don’t bothersto think about them,
and so we make unnecessary mistakes.)
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1 Typesize is related to the way the object is handled

« What a relief it is to see one of those wonderful gas-station signs.
when your gauge registers empty. There itis, poking confidently up
above the trees on its enormous pole, signaling relief only a few
hundred yards away—you'll just make it with a bit of judicious
coasting. Wasn't it helpful of the gasoline company to make it so nice
and large? (True, with a full tank, you don’t view such intrusive
advertising quite as positively, which only proves that you can’t
please all of the people all of the time.) If you want your type legible
at 420 feet, make it 12 inches high. That will probably work,
even in fog.

* Well-fed, comfy-cozy, and ready for an evening of television, you
bring your program guide in your chubby hand close to your face
because your elbow is so gently cushioned by the pillow . . . aaah,
how nice. How big does the type need to be here: 12 inchos high? Of
course not. The scale is different because the point of use is different.

* Is your final product one of those discouraging monster-documents
bound in a three-ring binder? Only fanatic bodybuilders could hold it
in their hands for any length of time. Instead it will be read lying on a
desktop, so you had better respond to the physical demands and
make the type large enough for easy reading at that distance.

Commonsense conclusion: Make the type larger the farther away it is from
the reader’s eye.

2 Different readers respond to different kinds of type

* Ever since childhood, the librarians who are the dudwnce for your
publication have been avid readers. They wallow in type just like
hippopotamuses in warm water. And they’ll read anything—the smaller
AN .

the better. just take a look at the catalogs of books-in-print that they have 1o use every day!

Here is a group of young kids who have just learned to read. You
hope that they are going to make you so rich and famous that your
next Great American Children’s Book will be dictated between sips of
rum punch while you float in your palm-shaded pool on the b(ach on
your Caribbean island. The text hdd better be set good and large or
you'll continue rl(}‘lng the subway.

* Have you noticed how the pages of the book you're reading seem to
shrink in the evening (just as the laundry shrinks your shirt collars
after vacation)? The type seems so much harder to read. Does it really
look smaller than it did in the morning? Yes, because you are tired.
Furthermore it dwindles as you grow older and bifocals join the
support hose, dental bridges, and lower-back pain. The prospect is
depressing but inevitable.

Commonsense conclusion: Fit the nature and size of the type to the nature

and age of your audience.

6 TYPE AND COMMON SENSE



3 What is useful depends on the use

* The manuals service people bring with them when your technology
breaks down and you need wizardry to bring it back on line had
better be usable or they’ll “forget” them in the car. They must be
compact enough to fit into the tool kit. They must be clearly orga-
nized, concise, and efficient. A typographic format needs to be
devised to fulfill such specialized requirements.

* The Oxford English Dictionary, which fills more than twenty outsized
volumes, has been photographically reduced to two without cutting a
word. The box that protects them is equipped with a little drawer
containing a magnifying glass. Perfect for the scholar who wants to
find that the first known use of the word typography was in

Commonsense conclusion Configure the type to the needs of the user.

4 The typeface, paper, and character interrelate

* Why can’t newspapers use ink that won’t come off? Just look at your
hands when you get off the bus and no longer need your newspaper
to anesthetize you to the hassle. Of course you read it quite easily,
even going over those potholes. Its unassuming, functional
typography worked well on newsprint. Yet, despite the valuable
information you gleaned from it, you'll happily throw it away. Its
materials and shape are perceived as cheap and temporary, however
useful they might be.

What gratifying illusions of grandeur blind you when you unwrap that
sleek annual report. How startling is this year’s typeface on such
impressive stock. Marvel at the lightness and precision of the strokes.
That bespeaks quality. This is your company (never mind that you
hold only forty shares). It feels good to have arrived. You'll keep it
right there, on your shelf of honor.

Commonsense concluson Choose type that not only prints well on the paper,
but also fits it in character.

5 Typography defines the weightiness of your publication

* The report took twelve months to assemble. It is the definitive study
of an esoteric subject that is unlikely ever to get such funding again.
Nothing the team of tenured academics could think of has been left
out. Everything there is to know about it is included, fully packed
page after fully packed page. That solid density is its dominant visual
characteristic. It condenses a lot of information in little space.

* Another report is handled somewhat differently: the material is
subdivided into components, each displayed separately on the page
and lightened with its own little illustration. This loose format seems
to demand less determination on the reader’s part to tackle the task of
reading. Alas, that is precisely what makes the report literally harder
to pick up, for it uses much more paper.

Commonsense conclusion: Make muchness a positive attribute by crowding
or promote looseness by opening up.
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6 Form naturally follows function

There is a pile of printed pieces in front of you. Each one is written in a
different way, and therefore looks different from the others. None is
“right” or “wrong.” Each is an appropriate expression of its subject
matter.

* The contract is forty-three (count ‘em) pages of hereinaboves,
notwithstandings, and parties of the first part. Each one needs
initialing with witnesses countersigning the last page. Thank
goodness only your lawyer needs to read all that stuff. He is used to
all that boilerplate and knows what to skip. Besides, his eyesight is
still good. Is that where the phrase “legal eagle” comes from?

* Page after page the narrative runs on, written in flowing fashion, with
the only visible breaks at chapter starts. It looks just like a novel—
which is not surprising, since that's exactly what it is. The format
identifies it at first glance. It will be read for pleasure, not for speed.
The type can be all the same size and weight, since no visual clues
are necessary.

* An eight-page magazine article is organized into a fast-scanning,
two-level proposition-support format. Each major point is made with
a headline and opening paragraph in large type (the important
proposition), followed by smaller type set in narrower columns (the
supporting background information). The fast reader who just wants
the main points can scan the big stuff and skip the small (two-level
readership). The typography gives the visual clues to the reading
pattern, because it reflects the structure of the piece.

* The assembly instructions for your boy’s new bike are easy to follow:
the steps are clearly numbered. The words are set in large type that
you can read without having to pick the document up (dropping the
wrench and losing the nuts). The illustrations are close to the words
that refer to them, the labels are clear, and they even use the same
names as the text. Your mechanical engineering degree doesn’t hurt
either.

* The words are carefully arranged on the page: the type lines are
broken by the sense of the words, each separate line representing a
self-contained idea. This presentation sets up a rhythm and becomes
an integral part of the poetic expression.

* The list of employee promotions (with all the names picked out in
boldface) in this issue of the company newsletter looks quite different
from the chemical engineering treatise (with its wide columns of type
to make room for the formulas).

1 could go on describing different formats and the functions that make
them look the way they do till the details blinded you to the most
important commonsense conclusion of all:

Commonsense conclusion: Figure out what you.are trying to accomplish in
the printed piece; then the typography will fall into place naturally.

Albrecht Direr never actually saw a rhinoceros;
none had been brought to Europe by 1515. He had
to rely on someone’s sketch and verbal descrip-
tion. He got the idea of armor right, except he
made it look very much like the armor human
knights wore. The function was fulfilled; just the
form was a bit off. Fearsome beast, nonetheless

8 TYPE AND COMMON SENSE



7 Stop worrying: each problem carries its own natural solution

Was St. Jerome worried when the licin came for
help for that painful thorn in his foot? Not a bit
He just looks that way in this woodcut by
Albrecht Du om the Epistolae beati

printed by Nicolas Kessler in Basel
in 1492.1 First he checked his thorn-removing
manuals, of which he happened to have three

one in Greek, one in Latin, and one in Hebrew
Then he operated with a sharpish needle. The
situation didn’t leave him much choice, so he
sstdid what had to be done as best he could

The more self-conscious about Design (with a capital D) you are, the
more pretentious and unsatisfactory the result will be. The less you
think about all that aesthetic stuff and concentrate on getting the job
done as simply as possible, the clearer (and more effective) your
publication will be. That paradox is what makes type so fascinating
and satisfying.

Commonsense conclusion: Don’t think about design; it will happen by itself
as you solve the problem.




Here we have im-house commupications,
nineteenth-century style. Data storage 1s.in
double-togule springback binders arrayed in
Chippendale cabinet. Data retrieval is by Uriah,
Heep, the obsequious mustachioed clerk with the.
pencil ready at his ear. Data target is the whiskered
Mr Lipper Management, whose pince-nez has

to be a status symbol, as there is no corner office
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Like many artists of the Renaissance, Albrecht
Diirer explored the mathematics and proportions
of the alphabet. In a book published in 1535 he
analyzed each letter, basing its shape on sub-
divisions of a square. Yet, after establishing a
structure that conformed to his principles, he still
suggested three subtly different alternatives.

Serif or sans serif?

Serifs are one characteristic of type that almost everyone has heard
about. (They are like the Doric, lonic, and Corinthian orders that
everyone learns about in architecture—and just as unimportant in
practical terms.) If you don’t know what serifs are or where to look for
them, here’s a simple guide:

@SERIF H asms (French for “without”) SERIF

Serifs originated from chisel marks made while cutting letters into
marble monuments in Rome two thousand years ago. Similar-looking
marks were left by the quills of medieval scribes, lettering on
parchment. If you are a violent partisan of sans serif, you could even
say that serifs are the untidy mistakes of poor workmanship petrified
into a traditional form!

12 SERIF OR SANS SERIF?



Sans serif came later—at least in printed form—and is described as
more “contemporary” in character. It is perceived as symbolic of new,
machine-age high-tech precision. Yet what would old William Caslon
IV have thought about that when he introduced his first sans serif face
back in 18162 He called it Doric, because it was derived from lettering
on Greek vases. (Greece was much in the news then, as the sculptures
from the Parthenon had just been brought to the British Museum.)
Cothic was a misnomer given to more condensed sans serif typefaces
because their shapes were reminiscent of the shapes of true gothic, or
medieval, letters. The term was extended to include all faces without
serifs and today sans serif and gothic are synonymous.

Over the years partisan camps have arisen around serif versus sans serif
type. One of the most common clichés about type is that “sans serif is
harder to read.” That would be an oversimplification, even if it were
true, which is questionable. Readability is the product of a compli-
cated mix of factors, and the presence or absence of serifs is just one of
them. “Readability is likely to be the result of good design and
adequate production, not of type, but of text. Not ‘Times Roman is
readable or unreadable” but ‘A newspaper or a book is readable or
unreadable,”” according to Gerrit Noordzij, a Dutch professor of
typography and design.

If you're worried about legibility, consider:

* what you do with the type and how you dispose it on the page
* how big the type is

* how long the lines are

* how much space there is between them

* how big the page is

* how shiny or slick the paper is

* how light or dark the paper is

* how shiny the ink or toner is

* how the type relates to the paper, ink, and page size
* how the type arrangement reflects the content

* how much type there is to take in

* how difficult the language is

* how the text is broken into component segments

* how the information is organized

All these (and many more technical minutiae) affect the ease of
reading, resultant comprehension, and subsequent retention. Yet

itis the poor little serif that is singled out as the main culprit. Itisn’t
fair, is it?

The argument about serifs cannot be resolved: both pro- and anti-serif
partisans are right. The decision depends on what you need. Here are
a few facts to help you make your choice.

The typefaces we learned to read with are the ones we are used to and
that we therefore find most congenial and comfortable. In the United
States those happen to be the faces with serifs (Century, Primer, Times
Roman, and so on). In Europe sans serif is the rule rather than the
exception. Choose what makes most sense.
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Our eyes skip and stop during the reading process. Researchers call
the jerky movements saccadic jumps and the pauses that follow
fixations. The information from the text is gleaned during the moment
of fixation. The jumps traverse the groups of letters and recognize them
as the words that they are. In other words, we don’t read letter by letter

iNOIvIiDUAL CHARACTERS

in rows line by line like an Optical Character Recognition (OCR)
machine. Instead, we read letter-group by letter-group. Since serifs are
horizontal extensions of the vertical ends of the lines in the letters, they

This shows exaggerated letter - grouping

emphasize horizontality and that helps to bind the individual letters
into those all-important letter-groups. That is an undeniable advantage
of serifs.

OrlZ()n Serifs help to blend letters together horizontally
L L]
O r l ZO n a I Serifs have been chopped off here: each letter
stands alone as an individual vertical unit

As we read, our eyes travel along the line of words from left to right,
then by “return sweep” (in researcher parlance) they come back to the
start of the next line down. Keeping the eyes on this horizontal track is
aided by the horizontal direction created by the serifs. That doesn’t

—
oy p—
- .

mean serifs have to be there. You can achieve the same legibility by
adding extra space between the lines. But if you use serifs, you can
crowd more lines onto the page, because you don’t have to “open up”
between the lines. Again: advantage, serifs.

Another advantage of serif faces is that there is a much larger variety of
designs to choose from than with sans serif. The type designers have
more to work with: the little end strokes are a rich field for creating
subtle variations.

14 SERIF OR SANS SERIF?



But this brings us to a distinct disadvantage of serif faces: their
vulnerability in the reproduction process. By their very nature, serifs
are usually delicate, and the thin strokes tend to disappear in the
printing process. Faces with light serifs often have other lines of equal
delicacy. Unless great care is taken, they can fall apart and become
hard to read, let alone ugly.

abedefghijklmnopqrstuvwxyz abedetghijklm

The thin strokes need careful attention in reproduction ...they can disintegrate and make letters illegible

Sans serif faces tend to have strokes of more equal weight, with less
contrast of fat-to-thin in their lines, making their reproduction easier
and less demanding. But that, of course, is a generalization. Obviously

|

Serif types tend to have greater contrast
| between thick and thin strokes sans serif faces have strokes of
[ more even thickness

there are sans serif faces whose success depends on subtle craftsman-
ship just as much as some serif faces.

Before going on to a few more points, let’s look at some common
technical terms:

STEM ASCENDER
| —_— CAP LINE
COUNT
| COUNTER Y~ — MEANLINE OR X-LINE
JPIAX |
A ———— BASELINE

eom/ —— DESCENDER LINE

DESCENDER’

Obviously it's important for both serif and sans serif face designs to
respond to contemporary requirements of reproduction and economy.
We've already looked at the problem of reproducing overly thin lines.
There is also a problem if the counters are very small, as they can
easily fill up with ink or toner, resulting in a blob. Most of the new

ea Counters clog up with ink or ea
toner if they are too small

faces, as well as updated versions of old faces, are being developed
with larger counters because their x-height is larger in proportion to
the overall size of the face
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A greater x-height makes the type easier to read because it looks larger,
although it does not occupy any more vertical space on the page. The
x-height has just transferred some of the “wasted space” from between
the ascenders and descenders to the main body of the letters, giving

vermabedefghijklmn GOCTSGNTKITTT Mwer

Both faces are the same “size” but the difference in x-heights makes Avant Garde (right) look larger than Bernhard Modern

them that enlarged and easier-to-read look. You could, therefore, use a
smaller type size without making it harder to read (going down from
10-point to 9-point,* perhaps). That way you could squeeze more lines
on the page, which may be a definite advantage. Unfortunately it is
only a minor help in solving the serif or sans serif puzzle, since such
large x-height type is available in both serif and sans serif.

The same text set in identical size

in three different faces:

Bembo (top) has the smallest
x-height; therefore looks smallest and
takes the least space. Dominante
(center) and the sans serif Helvetica

(bottom) both have very large x-heights.

We hold these truths to be self-evident, that all men are created
equal, that they are endowed by their Creator with certain un-
alienable Rights, that among these are Life, Liberty and the pur-
suit of Happiness. That to secure these rights, Governments are
instituted among Men, deriving their just powers from the con-
sent of the governed. That whenever any Form of Government
becomes destructive to these ends, it is the Right of the People
to alter or abolish it ...

We hold these truths to be self-evident, that all men
are created equal, that they are endowed by their
Creator with certain unalienable Rights, that among
these are Life, Liberty and the pursuit of Happiness.
That to secure these rights, Governments are insti-
tuted among Men, deriving their just powers from
the consent of the governed. That whenever any
Form of Government becomes destructive of these
ends, it is the Right of the People toalterorabolishiit...

We hold these truths to be self-evident, that all men are
created equal, that they are endowed by their Creator with
certain unalienable Rights, thatamong these are Life, Liberty
and the pursuit of Happiness. That to secure these rights,
Governments are instituted among Men, deriving their just
powers from the consent of the governed. That whenever
any Form of Government becomes destructive to these
ends, it is the Right of the People to alter or abolish it...

On afinal note, sans serif is useful for technical material: it looks right
for it. Itis useful as a contrast to separate subsidiary (sidebar or boxed)
material from running text or to use as display type for headings. Some
publications choose it for picture captions. And it is the type of choice
for tabular matter.

*For more on type sizes, see page 46.
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Yet it is impossible to make a clear-cut list contrasting the advantages
and disadvantages of serif and sans serif. You must follow your
preference, basing your decision on an understanding of the purpose,
objectives, materials, desired personality, and image of the piece in
question, as well as the character of the audience. Itis all a question of
interpretation. And remember: serifs are only one factor. Perhaps it
might be a good idea to consider the others and then return to this one.

{ N owems. 7. 1622 N#mb. 6.
- A Coranto.

RELATING

DIVERS PARTICV-
LARS CONCERNING
THE NEWES OVT OF jraLr,

Spaine , Turkey , Perfia, Bobemiay Sweden,
Pdand, Aufriathe Pallasimasesthe Grifoms, and
dluers places of the Higher and Lowgr
GeaManie,

Printed for Nathaniel Butter,Nicbolas Bosrne,
and william Sbeffordy 1622,
L 1




TYPE OPTIONS

This printing press was “drawn” with type and
other typographic elements by Georg Woffger of
Graz, Austria, in 1670. It proves that you can do
anything with type: stretch it, squeeze it, align it
—even if each element is a piece of hard metal

Such tours de force were much admired as adver-
tisements and promotion pieces. There was a lot
of humor hidden in them, too. The inscription on
the sign hanging on the hook at the top right
says: “Since writing and paper need dampness
for their very existence, it follows that printers
are justified in enjoying their wine and beer.”

%?7-‘(-
=

Justified or ragged?

The phrase justified setting means that all lines in a column of type are
set to the same length, so that you have a neat right-hand margin as
well as a neat left-hand margin. Ragged setting means having lines of
varied lengths, so the margins are not neat but look—well—ragged.

We hold these truths to be self-
evident, that all men are created
equal, that they are endowed by
their Creator with certain unalien-
able Rights, that among these are
Life, LI%BI'()’ and the pursuit of
Happiness. That to secure these
rights, Governments are instituted
among Men, deriving their just
powers from the consent of the
governed. That whenever any Form
of Government becomes destructive
to these ends, it is the R|ght of (he‘
People to alter or abolish it.

Copy set justified: all the lines are
forced to fill out the space between
the two edges of the column. Only the
last line of a paragraph does not have
to fill out the available space.

We hold these truths to be self-
evident, that all men are created
equal, that they are endowed by
their Creator with certain unalien-
able Rights, that among these are
Llfe Liberty and the pursuit of
appiness. That to secure these
ng ts, Governments are instituted
among Men, deriving their just
powers from the consent of the
governed. That whenever any Form
of Government becomes destruc-
tive to these ends, it is the Right of
the People to alter or abolishiit....

Copy set flush-left and ragged-right.
The left-hand edge of the column is
straight. The right-hand edge is
determined by the way the words fall,
within a specified maximum.

Ragged-right is what is usually implied when text is set ragged,
because ragged-left is seldom used except in special situations, such as
picture captions. The reason for the rarity of ragged-left is simply the
difficulty of reading it in bulk. You can get away with any peculiarity
when you are handling just a short piece: half a dozen lines, perhaps.
Anyone can decipher the way through that, always assuming the
information is worth the effort. But even the most fascinating subject
will remain unread if the reader is expected to fight ragged-left setting.
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We hold these truths to be self-
evident, that all men are created
equal, that they are endowed by

their Creator with certain unalien-
able Rights, that among these are
Life, Liberty and the pursuit of
Happiness. That to secure these
rights, Governments are instituted
among Men, deriving their just
powers from the consent of the
governed. That whenever any Form
of Government becomes destruc-
tive to these ends, it is the Right of
the People to alter or abolish it. ...

Copy set flush-right and ragged-left
The right-hand edge of the column is
straight. The left-hand edge is random,
determined by the way the words

We hold these truths to be self-
evident, that all men are created
equal, that they are endowed by
their Creator with certain unalien-
able Rights, that among these are
Life, Liberty and the pursuit of
Happiness. That to secure these
rights, Governments are instituted
among Men, deriving their just
powers from the consent of the
governed. That whenever any Form
of Government becomes destruc-
tive to these ends, it is the Right of
the People to alter or abolish it. ..

Copy set ragged-center. Both margins are
ragged and type lines centered between

them. Spaces between words are of equal
width. A self-conscious format that should

happen to fall.

be reserved for very special situations.

Ragged-right reads better

Why? Because a neat left-hand margin is an easier reference point for
finding the start of the next line. The eye always returns to the left edge
of the column. Itis tiring to have to look for the next line’s start, and
annoying and confusing to make an error that requires re-reading.
Flush-left setting bypasses any such problems.

A disorderly right-hand edge, however, creates no such difficulties. On
the contrary, a random right-hand margin brings several advantages.

decipherable u ndeci p herable

Normal spacing between letters

We recognize words as groups of letters combined into a single visual
image rather than as a series of individual letters (see page 14). How
the individual letters combine into their groups, then, is vitally
important for legibility. Obviously, the shapes of the individual let-
ters must be clear and conform to the traditional forms for easy
recognition. Itisn’t, however, only the shapes of the letters themselves
that matter, but also the relationships of the letters to each other. The
negative spaces (spaces between the letters within the word and
between the letter-groups) are equally vital for legibility.

Abnormal or irregular letterspacing

In setting justified copy, the typesetter (whether a person or a,
programmed machine) often has to spread out the spaces between
words and sometimes even between the characters to make those lines
come out the same length. This spacing becomes increasingly
problematic as the column becomes narrower because—to state the
obvious—in narrow columns you have short lines. Long lines have lots
of words, with lots of spaces between them, but short lines have fewer
words and spaces to manipulate. Since words vary widely in length as
well as breakability at line ends, you may have to insert huge gaps

19



TYPE OPTIONS

between them to justify the line. The resulting uneven spacing affects
the visual rhythm of each line and disturbs reading: it makes the

eye stumble, as it tries to compensate for these imbalances. That is
tiring work.

exaggerated|
Justification
disturbingly|

| In particularly narrow
columns like this
i exaggerated example,

justification forces
disturbingly artificial
‘ word spacing, which
results in “rivers”
of white space
flowing inside the
column. Gaps inhibit
smooth reading.

In this version the typesetter was

When copy is specified to be set justified, it is necessary to insert
extra space between words and sometimes even between char-
acters, in order to fill out the lines to the precise edges that justi-
fication demands. Certainly, the product looks neater that way,
and the technique poses few problems where the columns are
wide enough to allow about eight or ten words per line.

In particularly narrow
columns  like  this
exaggerated example,
justification forces
disturbingly artificial
word spacing, which
results in “rivers”

of white space .

- ) If you turn this sample upside down
flowing inside the 5 qhaifclose your eyes, you can see
column. Gaps inhibit  the “rivers” of white between the
smooth reading. words most vividly.

In particularly narrow
columns like this
exaggerated example,
justification forces
disturbingly artificial
word spacing, which
results in “rivers” of
white space flowing inside
the column. Gaps inhibit
smooth reading.

Here the lines were arbitrarily lengthened,

trying to mask an impossible situation allowing opening up throughout. Though the

by letterspacing between characters
and opening up between words

column appears “neater,” the type’s texture has
been destroyed: two wrongs can’t make a right

Ragged-right overcomes the problem of artificial spacing by simply
doing away with the necessity for it. Type appears the way it is
supposed to: naturally spaced. It looks and reads best that way.

Ragged-right setting
avoids the problem
of bad word spacing
by removing it:
cause: no artificial
right-hand edge is
called for, so spacing
can be natural and in
correct proportion.
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There is, however, more to this than meets the eye. You can control the
degree of raggedness—the untidiness—that you are willing to accept
and specify your preference. It all depends on hyphenation and word
breaks at the ends of the lines.

If you specify “no hyphenation,” you'll get maximum raggedness,
which can look very untidy indeed when set to a narrow measure
(short lines, narrow columns). The style—known as a rough rag—is the
result of setting the lines as the copy comes; if there is not enough
space to accommodate the last word in full, it will be forced to the next
line, since no hyphenation is allowed. Here’s an exaggerated example
to make the point vivid:

This is

an example

of ragged-rightness
producing

an extraordinarily
varied

right-hand

edge. No

word breaks

are allowed.

Now let’s look at an example of tight rag, which allows some word
breaks. Where do you draw the line between hyphenation and no
hyphenation? You simply decide that you don’t want indents at the
right-hand edge deeper than (say, 24 points, 2 picas, 8.5mm,
or 18 spots—depending on how you do your measuring). Whenever
the setting equipment arrives at an indent that would exceed such a
dimension, the next word is broken.

This is an example
of ragged-right-
ness producing a
less startlingly
varied right-hand
margin than the
extraordinarily pe-
culiar-looking one
in the previous
example. Word
breaks allowed.

The minimal rag, yielding the least disturbing image of messiness,
allows hyphenation for word breaks in the same way as justified copy,
but skips the last step in the justified-setting process—pushing the
button that opens up between words or characters to justify the line
measure. (True, the software doesn’t actually do any button-pushing,
but you get the general idea.)

There is one option that gives you complete control over the
raggedness of the setting: doing it yourself. No matter what kind of
word-processing equipment you may be using, you can type the
wording line for line, the way you want it reproduced in type. This is
an essential technique if you want to break for sense, rather than using
arbitrary breaks to get the stuff to fit a given line length.
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Ragged-right can add the “unexpected”

Differentness may or may not be an advantage. The medieval scribes
invented justification of lines to create perfection, thus fulfilling the
religious purpose of their work. They knew how difficult justification
is, even using such flexible materials as quill-drawn marks on
parchment, and they invented all sorts of techniques with which to
accomplish it, including running letters into each other (ligatures),

@ a8 (1

Examples of ligatures

et frsp Il tatt us s wto gy

shortening words (abbreviations), and combining letters above each
other (as with the exclamation point and question mark, see pages 56,
57). A hard right-hand edge was the ultimate high-tech of their time.

When Johann Gutenberg invented the system that used movable type
in a printing press and switched from handmade books to machine
production, he had to reach the same perfection as the scribes, using
mechanical means. His patrons expected that what they bought from
him would look as good as the handmade product they were used to.
That is why his alphabet contained dozens of space-saving ligatures.
The typesetter needed the flexibility they gave. Just inserting space
between the words would have been cause for rejection as second-
rate, shoddy goods. Also note that in Gutenberg's Bible the hyphens
were placed outside the rectangle of type—as “hanging” punctuation
—to avoid little bays of white space, which would have disrupted the
perfect edge.

mRggeTETRER

The collection of letters Gutenberg had to cut in order to achieve the
precise justification of the text column in his 42-line Bible, printed in
Mainz around 1455. Notice the number and variety of ligatures (two
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characters joined into one). The precision of the right-hand edge is
also perfected by placing the hyphens outside the rectangle: “hang-
ing punctuation” is still called for in high-quality typesetting today.
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Standards may be lower today. Printed matter is not as unique or as
valuable as it was in the 1450s. But the expectation of “perfect”
column edges is with us still.

The disadvantage of using normal, justified columns is precisely that
they are so ordinary and expected. Their very familiarity makes them
unremarkable. Ragged-right has an “edge” there. Its peculiarity is its
greatest asset: whether used throughout a document or in parts to
contrast against the rigid rectangularity of its surroundings, it can add
personality, brightness, visibility—or just visual interest.

It can be particularly useful in setting off major pronouncements (such
as messages from the CEO or introductions to a document), which
might be set in larger type at a wider measure. Or it may help
distinguish segments within running copy, such as comments on the
side or answers to questions. Or it can signal display items deserving
recognition and visibility, such as a sentence that explains or qualifies
a headline, or quotations inserted into the body of a text piece.

Ragged setting helps captions adhere to pictures

One of the greatest values of ragged setting is in its use for captions to
pictures. The normal look of a printed piece tends to be rigid and
geometric. Even the illustrations are usually rectangular in outline.
Captions set ragged-right or ragged-left bring a touch of unexpected
informality to the page, in the feather-edged sliver of white space
along their ragged side. Besides, there is a magic “stickiness,” which
can be exploited to attach the caption to its picture. When the straight
edge flanks the illustration, the elements become joined; reverse the
arrangement, and they look separate. (For more on the placement and
alignment of captions, see pages 128-133.)

Flush edge alongside the picture

Ragged edge between caption and

attaches the caption to the picture

picture creates gaps that separate them
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Reader reaction is worrisome. Will they like what
I've done? Will they find it easy to read? Will the
type be large enough? Handing the finished report
to the client has always been a traumatic ex-
perience. Witness this scene of the apprehensive
author presenting his book to Philip the Good. Is it
respect or weakness of knee that forces him to
kneel? Is the boat waiting to push him over the
edge of the world if Philip hates it because the
lines are too long to read comfortably? The His-
tory of Jason, published in Haarlem, in the
Netherlands, around 1485, fails to inform us.

How long a line?
There are a number of factors you need to consider before making a
decision about line length. It should come as no surprise that these
factors are similar to the ones affecting your choice of serif or sans serif
type, set justified or ragged. They are all intertwined.

* What typeface are you using? Since some are more legible than
others, you can take greater risks with them and set lines a bit wider.
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* What size type are you using? The bigger it is, the more legible it is
likely to be, till you reach a point of diminishing returns. Don’t forget
that x-height affects the apparent size of a typeface. Look at what you
are dealing with and trust your visual instincts; don’t go by mathe-
matical size specifications. (The old truism that body copy should be
set in 10-point type may be a falsism!)

* How much spacing between lines—or leading (pronounced
“ledding”)—are you using? The more spacing there is between the
lines, the longer the lines can be. (More detail about this later.)

* What color paper and ink or toner are you using? Too much or too
little contrast can affect your reader’s reaction and cause fatigue.

* Is the paper and ink or toner shiny or matte? Shininess creates
annoying highlights that tire the eyes, but you may want to use it
because it produces the brightest color reproduction.

* How big is the page and how many pages are there? How daunting
does the total mass of the document look? What you do on a page or
two may be perfectly acceptable there, but it may well become
wearisome or troubling when multiplied by a hundred. A specimen
tree is one entity, a forest another; in both cases we're dealing with
trees, but there’s no such thing as a forest made of specimen trees.

* How much text will appear on the page? The greater the apparent
mass, the greater the need to make it less threatening. You help to
make it inviting and easy to read by keeping lines short. You can get
away with all sorts of typographic experiments in short pieces.

* What kind of text are you presenting? Is it technical matter that
requires concentration (which you must make easy to read), or is it
smooth, easily flowing narrative (which can be handled more
courageously)?

* How much typographic breakup is there? How many stopping points
or changes in subject are signaled by subheads, initials, or the like,
so that each block of type appears short and easy to enter?

All these factors must be taken into account when you think of line
length. But are there no rules to go by? No. There is no answer that can
apply to every situation, no foolproof formula. There are only rules of
thumb that have evolved over the years. Here are three:

—Figure one-and-a-half alphabets (39 characters, or 8 words) per line.
—Or 60 to 70 characters (commonly and successfully used in books).

—Or 10 words of average length (50 characters) if you use serif type, 8
or 9 words if you use sans serif.

What is the problem with lines that are too short (four or five words)?
With justified setting, they force poor word spacing and cause too
much annoying hyphenation at line ends. Although ragged-right
setting avoids these problems, too-short lines are still annoying
because they disrupt the normal horizontal rhythm of reading.

What is the problem in lines that are too long? The longer the lines, the
more difficult it is to follow a line of words from left to right without
being distracted by words in the line above or below. Worse, the
longer the lines are, the greater the difficulty of returning to the left-
hand edge of the column and finding the next line to read. The reader
quickly tires of the concentration required, and becomes irritated with
the confusing skips and the need to re-read. You have to have a clear
connection between the end of one line at the right and the start of the
next line at the left, or else.

N
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How do you overcome the problem? By helping the reader’s eye travel
along the path smoothly, easily, confidently. That is done by creating
tracks for it to move along: tracks of nothing but space. A sliver of
space added between lines—called interline spacing or leading—is all

thatis needed.* The longer the lines, the more space you need to

insert.
hat are too long? The long: follow a lie of word: by the below
Tiny type can be set in one line of
any length without becoming illegible.
aretoolong? The longer below
the greater

W g q
becomes irritated with the confusing skips and the need 10 re-read. You have to have a clear connection between the end of the line at the right and the start of the next line at the left

Tiny type set without additional leading
(interline spacing) becomes hard
to read.

Whatis long?" e

W

q d
becomes irritated with the confusiog skips and the need 10 re-read You have 10 have a clear connection between the end of the line at the right and the stat of the next ne at the left.

Tiny type set in very long lines but with

generous interline spacing is readable.

The eye can travel from side to side and

line to line fairly easily.

What is the problem in lines that are too long? The longer the lines, the more difficult it is to follow a
line of words from left to right without being distracted by the words in the line above or below. Worse,
the longer the lines are, the greater the difficulty of returning to the left-hand edge of the column and
finding the next line to read. The reader quickly tires of the concentration required, and becomes irri-
tated with the confusing skips and the need to re-read. You have to have a clear connection between
the end of the line at the right and the start of the next line at the left.

Bigger type makes the same line lengths
perfectly acceptable.

If you are using a serif typeface, you'll need a little less leading than if
you are using sans serif, because the serifs do help the eye to travel
along the line. But watch that x-height proportion: if your typeface has
a very small x-height, there is a lot of white above and beneath it in the
spaces between the ascenders and descenders. That space is added
visually to the space between the lines, so you need less extra space to
help the eye to travel along.

*In the days of hot metal, when type was hand-set character by character or
machine-cast by the line, each line was a separate entity. Slivers of metal
were inserted between the lines to separate them or “open up.” The metal in
printshops was referred to as lead, even though the slivers were made of
copper or brass. And leading has remained the trade word for interline space,
even though we have lost its metallic origins. Leading used to be measured in
increments of one point (12 to the pica, or 72 to the inch). In today’s
technology, much smaller increments are possible. It’s also easy to work with
negative leading or tightened spacing, where less space than normal is used,
so that lines overlap a little.
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Face with small x-height: The space enclosed above,
between the ascenders, and below, between the
descenders, flows into the space between the lines,
so the lines appear sufficiently separated from each
other. Little additional leading is needed for legibility.

_ Wehold tw

__ mmmare created eq

_ alienable Righ

We hold these truths to be self-evident, that all men are created
equal, that they are endowed by their Creator with certain un-
alienable Rights, that among these are Life, Liberty and the pur-
suit of Happiness. That to secure these rights, Governments are
instituted among Men, deriving their just powers from the con-
sent of the governed. That whenever any Form of Government
becomes destructive to these ends, it is the Right of the People
to alter or abolish it....

On the other hand, faces with a large x-height require more interline
spacing, because the space above and beneath has been pre-empted
by the body of the type itself. Also note that dark, bold faces benefit
more from generous leading than do light ones.

Face with large x-height: These lines appear to have
been placed closer together. Since the x-height

is larger, there is less space between ascenders and
descenders to be added to the space between the lines,
s0 extra spacing between lines is required for legibility.

_ We hod thig_=u
_ mmare created ¢ ™
Creator with

We hold these truths to be seli-evident, that all men
are created equal, that they are endowed by their
Creator with certain unalienable Rights, that among
these are Life, Liberty and the pursuit of Happiness.
That to secure these rights, Governments are insti-
tuted among Men, deriving their just powers from
the consent of the governed. That whenever any
Form of Government becomes destructive of these
ends, it is the Right of the People to alterorabolishiit...

We hold these truths to be self-evident, that a
are created equal, that they are endowed by their
Creator with certain unalienable Rights, that among
these are Life, Liberty and the pursuit of Happiness.
That to secure these rights, Governments are insti-
tuted among Men, deriving their just powers from
the consent of the governed. That whenever any
Form of Government becomes destructive of these
ends, it is the Right of the People toalter orabolishiit...
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Let’s look at the helpfulness of extra leading by comparing the same
type in the same size but at varying line lengths. The line lengths
(merely another way of saying “column widths”) are derived from the
common practice of subdividing the space on a standard 8% x 11-inch
page into two or three sections.

20 picas
240 points 56
84 mm 55 mm 14 mm

The normal 8% x 11-inch publication page is usually splitinto three
columns of type, two columns of type, or one-third/two-thirds. (The
proportions here are by no means the only ones, or necessarily the best
but they are the most common and make good examples.)

The examples opposite show the type set solid (without additional
leading between the lines), with two points, and with four points
added, in each of the three measures (or column widths). The tightest
setting is fine for the narrowest column, but very reader-unfriendly in
the widest column. Yet, while the version of the widest column that
has the most space is certainly the most legible, that same looseness
disintegrates the narrow column.
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13 picas

156 points ~—— —
55 mm
‘We hold these truths to be self-evident, that We hold these truths to be self-evident, that all men are created
all men are created equal, that they are equal, that they are endowed by their Creator with certain un-
endowed by their Creator with certain un- alienable Rights, that among these are Life, Liberty and the pur-
alienable Rights, that among these are Life, suit of Happiness. That to secure these rights, Governments are
Liberty and the pursuit of Happiness. That instituted among Men, deriving their just powers from the consent
to secure these rights, Governments are of the governed. That whenever any Form of Government be-
Alinstituted among Men, deriving their just Dcomes destructive of these ends, it is the Right of the People to
‘We hold these truths to be self-evident, that ‘We hold these truths to be self-evident, that all men are created
all men are created equal, that they are equal, that they are endowed by their Creator with certain un-
endowed by their Creator with certain un- alienable Rights, that among these are Life, Liberty and the pur-
alienable Rights, that among these are Life, suit of Happiness. That to secure these rights, Governments are
Liberty and the pursuit of Happiness. That instituted among Men, deriving their just powers from the consent
to secure these rights, Governments are of the governed. That whenever any Form of Government be-
Bmsmulcd among Men, deriving their just comes destructive of these ends, it is the Right of the People to
We hold these truths to be self-evident, that ‘We hold these truths to be self-evident, that all men are created
all men are created equal, that they are equal, that they are endowed by their Creator with certain un-
endowed by their Creator with certain un- alienable Rights, that among these are Life, Liberty and the pur-
alienable Rights, that among these are Life, suit of Happiness. That to secure these rights, Governments are
Liberty and the pursuit of Happiness. That instituted among Men, deriving their just powers from the consent
to secure these rights, Governments are of the governed. That whenever any Form of Government be-
Cmsliluwd among Men, deriving their just Fcomcs destructive of these ends, it is the Right of the People to
27 picas
O — 324 points
114 mm

We hold these truths to be self-evident, that all men are created equal, that they are
endowed by their Creator with certain unalienable Rights, that among these are Life,
Libertv and the pursuit of Happiness. That to secure these rights, Governments are
instituted among Men, deriving their just powers from the consent of the governed.
That whenever any Form of Government becomes destructive of these ends, it is the
Right of the People to alter or abolish it, and to institute new Government, laying its
foundation on such principles and organizing its powers in such form, as to them shall G

We hold these truths to be self-evident, that all men are created equal, that they are .
e e (eaded with 2 points
endowed by their Creator with certain unalienable Rights, that among these are Life,
Liberty and the pursuit of Happiness. That to secure these rights, Governments are
instituted among Men, deriving their just powers from the consent of the governed.
That whenever any Form of Government becomes destructive of these ends, it is the
Right of the People to alter or abolish it, and to institute new Government, laying its
ion on such princi and izing its powers in such form, as to them shall

We hold these truths to be self-evident, that all men are created equal, that they are
. . . . leaded with 4 points
endowed by their Creator with certain unalienable Rights, that among these are Lile,
Liberty and the pursuit of Happiness. That to secure these rights, Governments are
instituted among Men, deriving their just powers from the consent of the governed.

— set solid with no leading

That whenever any Form of Government becomes destructive of these ends, it is the
Right of the People to alter or abolish it, and to institute new Government, laying its
foundation on such principles and organizing its powers in such form, as to them shall

For greatest legibility:

/ 56 are sel > same typeface (Time: .
All these examples are set in the same typeface (Times In the narrow column, A (tight)

2 > same size (9-4 > size is perha
U R R e glze Iofciabs In the medium column, E (opened up).
aller tha al leg sht dema ore 5
smal an ideal legibility might demand. But here i inthewidaEolamnil (very opent
dramatically illustrates the comparative need for inter-
line spacing. The principle: The longer the line, the Note how impossible G is to follow. On the

greater the leading other hand, C is much too cut up.
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The California typecase, developed by Octavius
A. Dearing, was first introduced in San Francisco
in 1867. Its sales literature described it as “the
only case made that will hold an ordinary font of
job letters larger than a pica, without overrunning
the boxes.” The box sizes varied according to the
number of characters they had to contain. Notice
that the lowercase “e”—the most commonly used
letter in English—has the largest box. Nowadays
these typecases are used to display knickknacks.
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Capitals or lowercase?

Nomenclature

When words are set in capital letters, our culture interprets them

as being more important—more worthy of attention. Think of

street signs, product names, or instructives like WARNING! This
unquestioned importance is something to keep in mind. But also note
that all tests show that reading matter set in all-caps is harder to read.
Understanding why this is so is a help in resolving the paradox of
when and how to use capitals.

The terms capital, majuscule, and uppercase all mean the same thing.
When writing first appeared, all letterforms were capitals. Medieval
scribes developed faster-to-write shapes, and their amendments to the
capitals (which they called majuscules) became standardized and
known as minuscules. “Big letters” and “small letters.”

When metal type displaced handwritten type, both sets of letters were
cut and cast. Printers stored the majuscules in one big drawer, or case,
and the minuscules in a companion case beneath it. Hence uppercase
and lowercase.

Capitals in the upper case

Minuscules in the lower case
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Problems with all-caps

If you want type set in capitals, specify it as “all-caps” or “uc” or
underscore the words with three lines.

Sek -rkc-}:oltm'tj wads in all-caps
=

ALL-CAPS

We do not read character by character, but rather word by word
(character-group by character-group). Word recognition depends on
the relationship of the little black marks as much as on their shape. The
silhouette or outline of the word's shape is an especially important
factor. When a word is set in all-caps, the outline is a rectangle, since
all the letters align at the top and bottom.

THIS SHOWS THE RECTANGU]

RITY OF WORD SHAPES

Type set in all-caps requires concentrated attention and is slow to
decipher. By contrast, the ascenders on the lowercase letters “b, d, f,
h, k, I, t” and the descenders on “g, j, p, q, y” prevent the monotony of
the rectangular outlines of words.

This shows theshapes of the words when set in lowercase

Each word’s shape varies from its neighbor, making recognition faster
and easier. You may notice that the shapes and proportions of the
ascenders and descenders vary from typeface to typeface: some have
short ones, others long ones. In some the ascender of the lowercase “t”
is shorter than other ascenders, or the descender of the lowercase “p”
may be shorter than other descenders. In many faces the ascenders are
taller than the capital letters. But these are all idiosyncratic char-
acteristics and need cause you no concern. The important factor is the
irregular silhouette they produce.*

Another problem is that all-caps take more space (about 30 percent),
because they are bigger and wider. Lowercase packs better; it is more
economical of space. The larger size also demands more “fixations”
for the eyes to take in all the wording, thus slowing reading speed. The
need for more space is made even worse if you have to add extra space
between the lines of all-caps to improve legibility.

*“By the way, did you ever wonder where the little dot over the lowercase “i”
came from? It was added by scribes to help distinguish the “i” from the “m,
“n,” and “v,” which all had jagged tops when handwritten. Something had to
be done to improve the legibility of a word like:

Mummmum” M




TYPE OPTIONS

WE HOLD THESE TRUTHS TO BE SELF-EVIDENT,
THAT ALL MEN ARE CREATED EQUAL, THAT
THEY ARE ENDOWED BY THEIR CREATOR WITH
CERTAIN UNALIENABLE RIGHTS, THAT AMONG
THESE ARE LIFE, LIBERTY AND THE PURSUIT
OF HAPPINESS. THAT TO SECURE THESE RIGHTS,
GOVERNMENTS ARE INSTITUTED AMONG MEN,
DERIVING THEIR JUST POWERS FROM THE CON-
SENT OF THE GOVERNED. THAT WHENEVER ANY
FORM OF GOVERNMENT BECOMES DESTRUC-
TIVE OF THESE ENDS, IT IS THE RIGHT OF THE
PEOPLE TO ALTER OR ABOLISH IT, AND T@

We hold these truths to be self-evident, that all men are
created equal, that they are endowed by their Creator with
certain unalienable Rights, that among these are Life,
Liberty and the pursuit of Happiness. That to secure these
rights, Governments are instituted among Men, deriving
their just powers from the consent of the governed. That
whenever any Form of Government becomes destructive of
these ends, it is the Right of the People to alter or abolish it,
and t@institute new Government, laying its foundation on
such principles and organizing its powers in such form, as to
them shall seem most likely to effect their Safety and
Happiness. Prudence, indeed, will dictate that Governments

Text set in all-caps is much harder to read than
the same text set in lowercase. Also notice how
many more words in lowercase fit the same area.

WE HOLD THESE TRUTHS TO BE SELF-EVIDENT,
THAT ALL MEN ARE CREATED EQUAL, THAT
THEY ARE ENDOWED BY THEIR CREATOR WITH
CERTAIN UNALIENABLE RIGHTS, THAT AMONG
THESE ARE LIFE, LIBERTY AND THE PURSUIT
OF HAPPINESS. THAT TO SECURE THESE RIGHTS,
GOVERNMENTS ARE INSTITUTED AMONG MEN,
DERIVING THEIR JUST POWERS FROM THE CON-
SENT OF THE GOVERNED. THAT WHENEVER ANY
FORM OF GOVERNMENT BECOMES DESTRUC-
TIVE OF THESE ENDS, IT IS THE RIGHT OF THE
PEOPLE TO ALTER OR ABOLISH IT, AND TO

The all-cap setting can be helped by generous
addition of leading. It does read a little less badly;
it also appears somewhat stuffily dignified.

WE HOLD THESE TRUTHS TO BE SELF-EVIDENT,
THAT ALL MEN ARE CREATED EQUAL, THAT
THEY ARE ENDOWED BY THEIR CREATOR WITH
CERTAIN UNALIENABLE RIGHTS, THAT AMONG
THESE ARE LIFE, LIBERTY AND THE PURSUIT
OF HAPPINESS. THAT TO SECURE THESE RIGHTS,
GOVERNMENTS ARE INSTITUTED AMONG MEN,
DERIVING THEIR JUST POWERS FROM THE CON-
SENT OF THE GOVERNED. THAT WHENEVER ANY
FORM OF GOVERNMENT BECOMES DESTRUC-
TIVE OF THESE ENDS, IT IS THE RIGHT OF THE
PEOPLE TO ALTER OR ABOLISH IT, AND TO

All-cap words in copy look huge in contrast to the surrounding
lowercase. It is wise to drop down one size when setting an acronym
or similar material, to prevent it from overwhelming its surroundings.
But find out whether “small caps” are available before specifying
dropping down to a smaller point size. Some typefaces have a third
alphabet specifically designed for such contingencies. These small
caps are shaped like capital letters, but they are only about as high as
the x-height. Their color and line weight is appropriate to the type size
they are part of, and therefore they seem to belong. By contrast, the
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capitals of a smaller point size are drawn with slightly lighter strokes,
appropriate to that size, and as a result they appear paler than they
should when surrounded by lowercase type.

Small caps in ITC Novarese typeface. Specified
as “small caps” or “s.c.” and underscored with

ABCDEFGHIJKLMNOPQRSTUVWXYZ1234567890
abcdefghijklmnopqgrstuvwxyzABCDEFGHIIKLMNOPQRSTUVWXYZ1234567890

a double line below the words on the

manuscript

There are two kinds
of numerals or figures:

Those aligning with capitals (lining, ranging, or modern).

Those with ascenders and descenders and aligning with small
caps (nonlining, nonranging, or old style).

The spacing between some capital characters can be unsatisfactory.
The shape of the letters makes the spacing between LA or TYVW, for
instance, look huge, whereas the spacing between the first three letters
of the word MINIMUM looks very tight. Unless you do some tinkering,

LATY.V.W

MINIMUM

the result can be visually uncomfortable, especially in large sizes,
when such anomalies become noticeable. Depending on the
equipment and circumstances, you can:

—use wider spacing than normal to help equalize the spaces visually.
But this may result in “loose” setting, which is not altogether
desirable.

—use optical letterspacing, examining and properly balancing each
combination of letters. This is obviously a custom-made (and
therefore expensive) process.

LATYVW

I N | M Compare the letterspacing here
to the previous example.

—use ligatures (see page 22) if they are available. They combine or
overlap letters to reduce the space between them. You can also
squeeze characters more tightly together on the more sophisticated
film-set or electronically digitized equipment—a process called
kerning (see page 52).
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Yet another problem is that the vertical alignment of letters at the left
can look peculiar in all-caps, especially in larger sizes. Where
excellence in visual presentation is an important factor, optical
alignment needs to be done. Allowing parts of the letters to overlap the
vertical edge, however, requires line-by-line design.

OH OH

IYES, YES,

THIS THIS
VERTICAL VERTICAL
EDGE EDGE
ALIGNS ALIGNS
WELL, WELL,
BUT IT BUT IT
LOOKS LOOKS
AWFUL AWFUL

H OH
oW, WOW,
HIS THIS
RTICAL VERTICAL
DGE EDGE

S IS
PTICALLY OPTICALLY
JUSTED ADJUSTED
O LOOK TO LOOK
ETTER BETTER

When to use all-caps

Up-and-Down Style versus downstyle

Seldom: only when you really must.

In small amounts, restricted to a few words.

To achieve what they are suited for: startling attention-getting.
For logos, trademarks, labels, titles.

For text that must simulate telegrams or computer printouts.
For matter that needs an aura of dignity or specialness.

For tombstones and other such depressing things.

A subset of the capitals-and-lowercase problem is the decree that the
first letters (initials) of important words in headlines be capitalized.
This practice evolved in U.S. newspapers in the last century for
technical reasons: they ran out of capital letters for headlines and had
to invent some alternative means to distinguish headlines from text.
With today’s technology, such shortages cannot happen; besides, we
now use much larger and bolder type to make headlines noticeable, so
we don’t need capitals to bring attention to the change in typographic
texture.

Nonetheless, this outmoded typographic habit continues in un-
questioned use (although only in the United States). It is perpetuated
not only by force of convention, but also by the continued functional
necessity of differentiating headings from text in typescript or word-
processor output. There the all-cap headings are, indeed, a useful
variant. However, it is unnecessary to translate it into typeset type,
especially when you realize how confusing it is to read.

Our eyes recognize words as letter-groups by scanning the upper part
of the word.
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VA ~an oacili docinhor thoco tinrde hir cooina anlo thoir tane |

You can easily decipher these words by seeing only their tops...

L UUL L ID THIULLL 1IALUCE LU 1TLUNIILT LT WULUD Uy LT UULLULLID

...but it is much harder to recognize the words by their bottoms

Capital Initials Impede and Retard Reading Speed Because They
Disturb the Natural Patterns and Relationships of Letters to Each Other.
tHIS iS JUST aSsILLY, bUT fORTUNATELY wk dON'T sEE iT tOO
OFTEN.

Thie ienal Hirriimina Qoviioe Na Prirnnco Nthor Than Traditinn

This Visual Hiccuping Serves No Purpose Other Than Tradition

To make matters worse, an Up-and-Down Style prevents the reader
from noticing proper names and acronyms, both of which use capital
letters as distinguishing characteristics. Instead of being visible as the
vital references they are, their presence is camouflaged by neigh-
boring words that receive the identical typographic treatment without
deserving it.

The Quick Brown Fox Jumps Over TLD, That Lazy Dog!
The quick brown fox jumps over TLD, That Lazy Dog!

Setting the acronym letters TLD and the explanatory
initials in capitals helps make these words tower over
their neighbors. That makes them look “different” and
distinguishes them as clues to speedy comprehension of
the information.

1f you want your product to read smoothly, look contemporary, and be
logically crafted, become aware of the dead hand of tradition and

get rid of the Up-and-Down Style. Instead, start your headlines with a
capital letter and continue in lowercase (downstyle), as if it were a
normal sentence that happened to be important and therefore
deserved a bigger and bolder setting.
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This is an example of cursive handwriting or TIIZTIT ‘
chancery script, on which italic type design is ¢
based. It comes from a page of Gerardus Mer-

cator's Literarum latinarum published in Louvain,
Belgium, in 1540. Mercator was not merely a
calligrapher, but also an engraver, maker of scien- e {
tific instruments and globes, and the cartographer
responsible for the Mercator projection, the most
familiar version of the map of the world

-

Roman or italic?

Most typefaces made for setting text (those that are not specially
designed for display in headlines) come in two versions: roman
and italic.

Roman Italic

The roman has a vertical emphasis The italic is slanted

True italics, however, are more than mere variations in posture. They
are separate faces, designed to accompany, match, and complement
the roman versions. The shapes of the characters are often very
different. The so-called italic versions of roman produced by photo-
graphic distortion or digitized typesetting technology take the roman
letters and slant them some 12 degrees to the right. The results are
merely oblique versions of roman forms, not true italics.
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Futura Light

ABCDEFghijk  ABLDEFghIjk

Vertical (roman)

Futura Light Oblique

Oblique (“italic”)

The Milanese monk and author Paolo Attavanti is
shown writing in his library (published in 1479 in
his Breviarium totius juris canonici). The letters
stand for Magister Paulus Florentinus Ordinis

Sancti Spiritus

Italics originated in Venice, where, according to legend, Aldus
Manutius needed a typeface that would crowd more characters onto a
page than the round roman faces available in his time (around 1500).
He based the new, tight design on the cursive handwriting then in use
at the papal chancery. Hence its original names: cursive, or chancery.
(Cursive, meaning “running”—so, by implication, “writing fast.”) To
this day, many non-English-speaking countries call the form cursive
rather than italic. It was never easy to read and never caught on as a
basic text face, especially since narrower and tighter-setting roman
faces were also developed at about the same time.

=6

Newspaper-printing convention has used italics to emphasize
important elements in the text. | believe that is a functional misuse,
since the design of italics is much more delicate and paler, and the
slanted posture makes them harder to read than the roman version of
the face they accompany. They are also deliberately gentler, less
assertive, more picturesque, more decorative. In my opinion, italics
should not be used for crude attention-getting but rather for creating
subtler contrast. They can enrich the page or make a particular
element special. Furthermore, they should never be used in bulk for
reading matter because they slow down velocity of reading
considerably.

Congress shall make no law respecting an Congress shall make no law respecting an establishment of
establishment of religion, or prohibiting the religion, or prohibiting the free exercise thereof; or abridg-

free exercise thereof; or abridging the freedom ing the freedom of speech, or of the press; or the right of the
of speech, or of the press; or the right of the people peaceably to assemble, and to petition the government
people peaceably to assemble, and to petition for a redress of grievances.

the government for a redress of grievances.

Because traditional italics set tighter, they are more difficult to read in bulk than roman.
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There are many different options for creating emphasis:

* Substitute boldface for italics. But take care: use boldface in
moderation. Like italics, too much of it tires the reader’s eye.

* Underline (underscore) the important word, phrase, or whole
sentence. But reserve this for material that really deserves to be called
to the viewer’s attention. Not only does overdoing it make the
product look spotty and therefore less attractive, but it devalues the
technique you are using. Stress must be used with restraint. Use too
much of it, and your pages will look frenetic.

* Increase the type Size.

* Set the important parts to a different measure, changing the line
length.

* Go ragged-right if the surroundings are set justified, or vice versa.
+ Choose another typeface.
* Run the stressed elements in another color, if that's available.

You don't need to force italics in the wrong direction. You can let them
be their characteristic selves. To make the most of their gentle infor-
mality, use them as two or three free-floating lines on the page, or
perhaps as blurbs or quotes or extracts, a few lines at a time. They are
ideal as informal visual contrast to the surrounding hard-edged
makeup of a page.

And, of course, use them for the various copy elements traditionally
distinguished by italics such as:

—titles of books, periodicals, plays, films, works of art
—names of vehicles such as ships, airplanes, and trains
—references to words as words

—foreign words in text

—scientific names

—mathematical unknowns

—names of legal cases

—stage directions

If you are working with traditionally produced type, specify the words
to be set in italics in a manuscript by a single-line underscore. The
word italics is often abbreviated to ital, or in newspaper circles to It/x
oreven just X.
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Type on backgrounds?

We are used to reading black type on white paper. This format evolved
as the most effective in terms of the materials and technology
available, as well as the easiest to read. There is some concern
whether the maximal contrast of pitch-black ink on the brightest white
paper may be detrimental to legibility—and perhaps it is. But we need
not be overly worried, because the general run of printed matter is
really in dark gray on a stock that is anything but white.

White type on black (called reverse or dropout type), black type on a
colored background, or black or white type on a mottled background
(surprinted on, stripped into, or dropped out from a picture) can be
quite another matter. Here legibility may indeed be jeopardized. That
does not mean such trickery ought never to be used. It merely means
that the danger must be understood, and disaster avoided by com-
pensating for the problems ahead of time
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White on black

Two factors must be understood in using white type on a black
background. The firstis that tests have proved that white on black is
harder to read than the same text set the same way in black on white.
The difference becomes serious with a lot of text. A few words, even a
sentence or two, are not particularly serious. But a whole column of
type is quite another matter: it may even be skipped because it looks
too difficult and uninviting to bother with

A second problem is that in the printing process the strokes of the
letters can easily clog up with ink or toner, making them thinner than
they should be. To make matters worse, if the face uses contrasty thick-
and-thins to start with, parts of the letters can easily disappear
altogether. Both conditions are seriously detrimental to ease of

reading

To solve both problems you need to use:
+ aface that has a fairly even stroke thickness
+ a face that has heavy serifs or, better, none at all

+ a face of medium weight—bolder than the body copy

* asize larger than the body copy
* shorter than normal lines
* more generous interline spacing

Most of all, you need to use white type on black as little as possible.

Instant communication, vintage 1902, courtesy of
Sears Roebuck catalog. Note how clearly the
word BATTERY reads in black on white. The
words MANUAL OF TELEGRAPHY read well also,
though not as punchily. And note that the word
TELEGRAPHY is more effective than MANUAL
because itis a trifle larger. Dropping type out from
a background successfully is a subtle art
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Composing a page looks so complicated. No wonder assembling a
whole multipaged publication is terrifying. There are so many
daunting dont’s to remember . . . so many misleading conventional
wisdoms to bear in mind . . . so many “supposed-to” axioms to recall.

Forget the rules. Forget the prejudices and supposed-to’s. Use
common sense. There is no such thing as the only right solution. There
is only the effective solution. If it works, then itis indeed right.

What is essential is to analyze the project first. Define its purpose, its
audience, its special characteristics. If you look hard enough, you will
discover that each problem carries within itself the seeds of its own
solution. Find them, and the problem resolves itself. It designs itself.
You only get into difficulties when you try to impose a pat solution on a
set of circumstances that do not fit.

Once you realize that a page or even a whole book is merely pieced
together out of small units, the overwhelming, monolithic problem
disintegrates into small-scale decisions, each of which is easy to
handle. You can master them individually, control them collectively.

To succeed, you have to have confidence in your own judgment. No
one can help you decide on the policy you think is right for any
particular publication. It grows out of your own analysis of the
problem. But you must also have confidence in your technical
knowledge. That, too, is mostly common sense—general knowledge
based on experience.

To help you establish that confidence and put the bits of technical
knowledge you need in perspective, here is a collection of basics.
They have been assembled in logical groups. You may want to scan the
pages to familiarize yourself with what they include. But it’s not
unusual to postpone reading it all in detail until such time when you
really need the knowledge. At least you'll know where to look it up.
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AN

Decoration and graphic delight are affected by the
tides of fashion. In 1568, when Jost Amman pub-
lished his Standebuch in Nuremberg, the
illuminator was an important member of the
publishing fraternity. It was his job to color and
gild the illustrations by hand. A method using
stencils and patterns had been devised, but such
mass-produced work was held in lower esteem
and therefore commanded lower fees

Typographic variety

Type is a remarkably varied material. The variations are in subtle,
minute details, adding up to major differences that can influence the
success of your publication. It is not merely a matter of aesthetics to
create something pleasing, but of down-to-earth practicality, for it
affects whether your document will be noticed, read, understood, and
ultimately lead to action.

To get an idea of the riches at your disposal, consider that we are
taught to read two distinctly different alphabets in type.

ABCDEFGHIJKLMNOPQRSTUVWXYZ crimis
abcdefghijklmnopgrstuvwxyz wuscs

The cursive (handwritten or script) typeface is another variant.

ABCTEFIHIIHLMNOPIRSTUI N I Y Y crvmns
ﬂdflﬁé‘((/‘/}n )l(/]?}’d/{( I(/lf.l‘(%}’ LOWERCASE
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Next reflect on the two basic posture variations available in most
typefaces.

ABCDEFGHIJKLMNOPQRSTUVWXYZ roman werican
ABCDEFGHIIKLMNOPQRSTUVWXYZ rauc osuque

Now add the basic variations of weight.

ABCDEFGHIJIKLMNOPQRSTUVWXY Z recuiar
ABCDEFGHIJKLMNOPQRSTUVWXYZ soworact

Don't forget the many variations of boldness that are available.

L

Thin Bxtralight Light Book Regular Medium
DemiBold Semi Bold Heavy Black VUltra

Watch out for these names, though: they are not standardized and
what they describe can vary in visual effect from one face to another.
Always determine your choice by what is produced on your equipment
or by the sample from your supplier.

Think about the basic variations in width.

ABCDEFGHIJKLMNOPQRSTUVWXYZ r:cuiar
ABCDEFGHIJKLMNOPQRSTUVWXYZ conoenseo
ABCDEFGHIJKLMNOPQRSTUVWXYZ seanoio

Plus these additional variations.

Bitra Condensed  UltraCompressed Extra Compressed Gompressed
Narrow Extended Expanded WVide

Condensing and expanding can be produced in a variety of ways. The
traditional method, in which each variation is specifically designed,
yields the finest results. In phototypesetting, however, the existing
patterns can be manipulated by lenses, and digitized typesetting can
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narrow or widen letterforms by removing or adding raster lines to each
character. The range of increments is just about infinite, bounded only
by common sense. In the illustration here, the possibilities are shown

in large (3 percent) increments to convey the idea without wasting too
much space.

conpenseo Excellence in typography is the result ssx
Excellence in typography is the result ss%
Excellence in typography is the result s1%
Excellence in typography is the result 4%
Excellence in typography is the result 7%

normat Excellence in typography is the result 1o0%

exanpep Excellence in typography is the result 1s%
Excellence in typography is the result 1%
Excellence in typography is the result 9%
Excellence in typography is the result nzx
Excellence in typography is the result nsx%

Type is usually specified in standard sizes, which evolved from the
tradition of hot-metal type. Anything up to 12-point type is considered
text type. Type over that size is considered display type.

ABCOEFGHUKLMNOPORSTUWXYZ 6 POINT
ABCDEFGHIJKLMNOPQRSTUVWXYZ 7
ABCDEFGHIJKLMNOPQRSTUVWXYZ 8
ABCDEFGHIJKLMNOPQRSTUVWXYZ 9
ABCDEFGHIJKLMNOPQRSTUVWXYZ 10
ABCDEFGHIJKLMNOPQRSTUVWXYZ 12

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1

ABCDEFGHIJKLMNOPQRSTUVWXYZ ..

The traditional range of display type sizes is shown on top of page 47.
The stepped sizes are not accidental. They were developed through
trial and error over the years to fill specific needs. They work: the delib-
erate dissimilarities in proportion are noticeable to the untrained eye.
They can thus be applied to rank ideas in order of importance and their
classification will be universally understood. It is wise to be conser-
vative and stay with them unless specific needs demand otherwise.
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14 18 24 36 42 48 60 96 144 points

Phototypesetting as well as electronically digitized equipment can
produce an infinite range of sizes in increments as small as one-tenth
of a point. The examples here are in half-point increments.

u u X Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx

5 5.5 6 6.5 7 7.5 8 8.5 9 9.5 10 10.5 n
Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx

ns 12 125 13 135 14 14.5 15 15.5 16 16.5 17

Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx

175 18 18.5 19 19.5 20 20.5 215 22 225
Xx Xx Xx Xx Xx Xx Xx Xx Xx Xx

235 245 255 26.5 27.5 POINT

N~
&

All the variety discussed so far must be multiplied by the incredible
number of typefaces available. There are thousands, each with its own
set of variants. Nevertheless, only some 25 faces account for 90
percent of all type set nowadays. (Newspapers have their own groups
of special text faces.) Some of the most widely used, all set in 14-point
to make the differences clear, are shown on page 48.

Each face has a certain personality. There are light, delicate,
“feminine” faces, and there are bulky, aggressive, “masculine” ones.
There are those that bespeak high-tech, others that bring an image of
antiquity. These interpretations are subjective and arguable.
Furthermore, the effects they create are subliminal: few readers are
aware of typefaces as such. Yet they undoubtedly respond to the
atmosphere type helps to create, and they either like the result or
don’t. The point to remember is that the form and the content must
relate: the typeface should be congenial to the words.

Pickaxe and shovel PIGKAXE AND SHOVEL Pretty lace PRETTY LACE
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‘The main purpose of letters is the practical one of making thoughts visible
Baskerville

The main purpose of letters is the practical one of making thoughts visible

Bembo

The main purpose of letters is the practical one of making thoughts visible
Bodoni
The main purpose of letters is the practical one of making thoughts visible
Bookman

The main purpose of letters is the practical one of making thoughts visible
Caledonia

The main purpose of letters is the practical one of making thoughts visible

Caslon

The main purpose of letters is the practical one of making thoughts visible
Century Expanded

The main purpose of letters is the practical one of making thoughts visible
Century Schoolbook

The main purpose of letters is the practical one of making thoughts visible
Cheltenham

The main purpose of letters is the practical one of making thoughts visible
Garamond

The main purpose of letters is the practical one of making thoughts visible
Goudy

The main purpose of letters is the practical cne of making thoughts visible
Helvetica
“T’he main purpose of letters is the practical one of making thoughts visible
Janson

'IK'he main purpose of letters is the practical one of making thoughts visible
orinna

'IL‘l}ﬁ .n*eairg‘ purpose of letters is the practical one of making thoughts visible
ubalin Grapl

Ehle; main purpose of letters is the practical one of making thoughts visible

ielior

’Lhe main purpose of letters is the practical one of making thoughts visible
jovarese

The main purpose of letters is the practical one of making thoughts visible

Optima

"l';kllef main purpose of letters is the practical one of making thoughts visible
alatino

'ghe main purpose of letters is the practical one of making thoughts visible
ouvenir

The main purpose of lefters is the practical one of making thoughts visible
Spartan (Futura)

The main purpose of letters is the practical one of making thoughts visible

Times Roman

The main purpose of letters is the practical one of making thoughts visible
Univers
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To complicate the problem even more, there are special variations of
faces, including open letters:

OUTLINE INLINE LINED Hi-Lite cﬁmour;

Dimensioned letters with shadows:

(DROIZSTALS) RN

Alternative characters:

' AANBCDEFGGHUKLMAMNANOPQRSTUV VY WYZ

‘ abcdeefghijKimnopgrsttuvNrw\Wwiwxyyz
A A AA A A A

And ornamental or swash characters:

, SO

ADAAAARA BBCDDEERFFGGHICH

For each typeface there is what is called a font, embracing a collection
of characters.

’ ROMAN CAPITALS AND LOWERCASE
ITALIC CAPITALS AND LOWERCASE

SMALL CAPITALS
LIGATURES

LINING FIGURES

OLD STYLE FIGURES
FRACTIONS

SPECIAL CHARACTERS

PUNCTUATION MARKS

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ
AEece £& QI fiflfffiffl

1234567890 1234567890

1234567890

WiV h%B 8136153634
@b&Lfe @QIB&L
CI*HIEN8T-— . 02() L5772 ()
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A separate font is needed for boldface versions. In hot metal, each size
also required a separate font. In phototypesetting, however, the font is
replaced by one or two master negatives (a small and a large one), from
which the required size is created by lenses. In digital typesetting, the
font is replaced by a bitmap, which defines the outlines of the shapes
of the letters that are then filled in at the required size electronically.

In addition to the range of characters available in the normal font,
many electronically produced typefaces also include underscored and
strike-through type.

Underscored type A B

Strike-through type AEEEBEEF 8 4 e F

(o]
f
rm
sl
[
(=2
I
(=%
(L
1=

Standard character sets have been assembled to allow setting of
Afrikaans, Dutch, British and American English, French (including
Canadian French), German, Italian, Portuguese, the Scandinavian
languages, and Spanish. They are usually designated with the suffix iso
(for International Standards Organization) following the font name.
They include special characters and all the requisite floating accents.

abcdefghi jk ImnopgrstuvwxyzABCDEFGHI
JKLMNOPQRSTUVWXYZ 0123456789 1i31i3:Z
Leiplyrat ok g/\ | @u¢ESYR%#°
b ot=<>ExT SGOFROMEZIT (V[ {an
ADRLLLAEPTR @dhijltoeptn [- pQkd22Bm

Character set of Xerox Letter Gothic 12 iso

Data-processing (DP) character sets contain the characters needed to
match the most widely used data-processing applications.

ABCDEFGHIJKLMNOPQRSTUVWXYZ
@eOpw NUDC  va  +<¢4  VAILT
0123456789 $¢o0 +-xizz<><2~
2t (O)LIY /N7 TLl-==00

Xerox APL-A 10 data-processing font

The purpose of this “showing” of type possibilities is not to worry or
upset you, but to suggest the vast range of forms that make typography
such a flexible medium. Note that not all these variations are available
in all faces, on all equipment, everywhere, and at all times. Do not be
frustrated by that: nobody needs the full range of possibilities. Besides,
itis not a good idea to use them all. The simpler and more restrained
the typography, the better the final result. Use the minimum means for
the maximum illumination of the information.
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Letters and blank spaces were cast as individual
pieces of metal. Their interchangeability and
possible reuse was the great invention of Johann
Gutenberg in the mid-fifteenth century. They are
shown here in an illustration from Diderot’s
Encyclopedia, first published in Paris in 1751
Each line’s worth of characters was first arranged
in a “stick,” then the lines were gathered in a
galley.” If more blank space was needed between
the lines, extra shims of metal (“lead”) were
inserted—hence the term leading

Technicalities

You may not want to become a professional typographer. You may
have other interests and ambitions. But you may have to discuss your
project with professionals. That is why it is a good idea to have some

inkling of specialized knowledge—if only to be able to use the jargon.

Itis a lot of fun to throw a few impressive-sounding words around.

Yet there is a deeper need: you have to know the words to understand

the concepts they represent. So, beyond just enlarging your
vocabulary, here are some necessary technicalities.

Spacing and kerning

In the old days, when each letter was the top part of a piece of metal,

the space between letters was just about immutable. You could insert a

sliver of spacing material between the characters, if they were not too
small. You could do that a bit more easily if the setting was produced
by linecasting machines such as linotype. But it was not possible to
squeeze the letters together by reducing the space between them. In
film and digital typesetting, however, intercharacter spacing is

completely flexible. Still, normal spacing should be adhered to, unless

you have good reason to depart from it.
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NEGATIVE SPACING Spaang between the characters -2 units
e Spacing between the characters -1
Spacing between the characters -os uni

norva Spacing between the characters sendad

POSITIVE SPACING Spacing between the characters «osuni
oo Spacing between the characters :1u
Spacing between the characters«zuis

The universal letterspacing (negative or positive) just described must
not be confused with individual negative letterspacing, more
commonly known as kerning. Many letters need to be placed closer
together to look right. One part of the letter needs to be tucked under
its neighbor to prevent jarring gaps. The most common character
combinations that require this special treatment are:

To To=

To Tr Ta YoYaWo Wa P TA PA yo we

Muts, nuts, ems, ens, quads

These are old-fashioned terms, redolent of hand-set type, when metal

character after metal character was carefully positioned in a stick, the

type assembled line by line, and then the whole construction locked in
a chase (a kind of frame) and tied up with string. It was a craft. Rules of
thumb and practical shortcuts dominated the handcrafted labor. Some

vestiges remain because they continue making sense, even though we

assemble type electronically. Take, for example, muts and nuts.

A square of the type size (or quad) was and continues to be a useful
proportion. In most typefaces the capital M is shaped more or less like
a square. That is why the square of the type size was nicknamed an
“M.” To avoid visual confusion, the “M” is spelled out as em. In the
noise and bustle of the workshop, the apprentice could easily mis-

understand being asked for an “M,” even if it was spelled em, so for
clarity it was called mutton (just as “Alpha, Bravo, Charlie” stood for
“a, b, ¢”). The long word mutton was quickly cut to mut, and there
we are.

Not quite. The simplest things tend to be complicated in typography.
The capital M does indeed resemble a square, but the em measures a
little larger than the M. It is the square of the type size: that measure-
ment must include the descenders of the lowercase letters. In some

faces the ascenders tower above the capital letters, so they, too, must

be included in the overall em’s size.
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One-half of an em is also a useful typographic measurement. For some
reason, lost in the mists of antiquity, it was called an “N,” though the N
measures more than one-half the width of an M. The “N” was spelled
en and nicknamed nut. To compound the felony, although a quad is
strictly a square, the hunk of metal that represented a nut was also
called a quad. So we now have such a thing as a “half-square square”
commonly known as a nut quad!

So far so easy. Here is the hard part. Type comes in all sorts of different
sizes. The em and the en are always related to the type’s own size.
They do not exist on their own as a measurement like inches, centi-
meters, or even picas and points. They are ratios of the point size. The
em always measures sideways whatever the type height happens to be.
For instance, in 18-point type, the em measures 18 points. The en,
being half its width, measures 9 points. On the other hand, in 10-point
type, the em measures 10 points wide; the en 5 points wide.

MER vmns

The issue is confused even further because the word em is often
substituted for the word pica when printing professionals talk shop.
The basic measurement for type used to be the 12-point pica. Logically
the 12-point em—being a horizontal measurement—was used to
describe the length of the line. A 14-pica-long line would be known as
a 14-em line, and everyone would know from the sense in which it was
used that that is what was meant.

In the United Kingdom the term em (meaning a pica or 12 points) is still
used as widely as ever. In the United States the term em is usually
restricted to describing the depth of paragraph indents, since the
normal is a one-em indent. (In 10-point type, the paragraph indent
usually measures 10 points.)

Quadding
In the United Kingdom and several other places, the term quadding is
still commonly used. Quad-left means the same as “placed at far left”
or “flush-left,” and quad-right the same as “placed at far right” or
“flush-right.”
Quad-left

Quad-right

Quad-center

Where does this term come from? In the days when type was made of
metal and each character was set by hand, the quad was a square area
of blank metal, lower than type-high, so that it did not print. The
white, nonprinting areas of the page were filled in with such blanks.
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Pitch

Line printers and old-fashioned typewriters use monospaced typefaces
—faces in which each letter uses the same space as all the others,
regardless of how wide it ought to be. The lowercase “i” or “I” is very
narrow. The lowercase “m” or capital "W” is extremely wide
compared with the “i” and the “I.” Yet the “i” and “I” are extended
(fattened), and the “m” and "W” are condensed (narrowed) to make
them fit a standardized character width.

These
THESE
THESE
These
These
THESE

characters are monospaced: the
CHARACTERS ARE MONOSPACED: THE
CHARACTERS ARE MONOSPACED: THE
characters are monospaced: the
characters are monospaced: the
CHARACTERS ARE MONOSPACED: THE

and the m are of equal width
AND THE M ARE OF EQUAL WIDTH
AND THE M ARE OF EQUAL WIDTH
and the m are of equal width
and the m are of equal width
AND THE M ARE OF EQUAL WIDTH

R i

fabcdefghijklmnoplqrstuvwxyz

First line
Second line
Third line
Fourth line
Fifth line
_Sixth line

There are two basic proportions:
* 10-pitch, which fits 10 characters into each inch
* 12-pitch, which fits 12 characters to the inch

You've probably heard 10-pitch referred to as pica type and 12-pitch
called elite type. Obviously the 12-pitch type looks smaller, since two
more characters are squeezed into the same space.

Both 10-pitch and 12-pitch typewriters have the same vertical spacing
up and down the page. Both yield six lines to the inch.

“Executive” typewriters have variable pitch, with the spacing varying
according to the natural shape of each letter.

Film-set type is designed to fit each letter into a certain number of
vertical slivers of space or units. The narrower the units, the finer the
resulting letter shapes and the way they fit together. Systems using as
few as 18 and as many as 72 units have been devised. (Once the letters
have been successfully fitted into the system, the same proportions of
units-per-character are retained, no matter the size of the type.)

Electronic, digitized type is designed to fit a grid or raster of dots. The
finer the dots—the more there are to a given area—the finer the
resolution, and thus the resultant letterforms.

i,
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Typing was considered much too technical for
women to learn when typewriters appeared in the
late nineteenth century. Electric machines like the

telegraph were also men’s perogative, too
dangerous for women to handle. Not till the
beginning of the twentieth century did women
become secretaries. This genteel illustration from
a typewriter ad was daring in the 1890s.

Punctuation

5 A o 1di e
imaginewhatajobitwouldbetodecipher

eveniftheword ewellk nownlike
williamshakespeare 15641616

no punctuation, no word spacing, no capitalization

usaywhyso
Iy hati: ion

1 e 1 1
wouldbeto standa

2 T
paragraphwithoutpunctuationHopelessyousay Whysoitis
evenifthewordsarewellknownlike Tobeornotthatisthequestion
WilliamShakespeare 15641616

no punctuation, no word spacing, just capitalization

Imagine what a job it would be to decipher let alone to understand
a paragraph without it Hopeless you say Why so itis even if the
words are well known like To be or not that is the question
William Shakespeare 1564 1616

no punctuation, just word spacing and capitalization

Imagine what a job it would be to decipher, let alone to
understand, a paragraph without it. Hopeless, you say? Why, so it
is—even if the words are well known, like: “To be or not. .. that is
the question” (William Shakespeare, 1564-1616).

punctuation, word spacing, and capitalization

(Now imagine how much more difficult it would all be if some of the
words were misused or misspelled. And please note that no word
breaks have been shown at the ends of the lines because the material
was set ragged-right. Both are conventions that are also needed to
help extract the meaning from writing.)

Words are depicted on the page as separate units. That is a great help
to understanding. The earliest writing, however, showed no spaces
between words, as in the first example above. Today, word-groups
representing a thought—sentences—are identified at the start by a
capital letter and at the end by a period. Again, that is something we
must not take for granted. The first punctuation, consisting of vertical
lines between phrases, is found in the Semitic script on a Moabite
stone inscription from 850 B.C.
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Period

Exclamation point

The word punctuation comes from the Latin pungere, “to puncture or
prick.” A punctuation mark is a spot that has been pricked by an
instrument (the past participle of pungere is punctus).

The purpose of punctuation is to help readers understand meaning. It
clarifies thoughts and ideas by identifying the relationship of words to
each other. Though they are apparently arbitrary, the rules to which
punctuation must conform have developed through practice over the
years. They represent agreements among literate people about how to
use our language in writing.

If you think of writing as merely the visible translation of speech, then
punctuation becomes easy. The pauses in speaking are signaled by
marks in writing.

* A comma is the equivalent of a brief pause.

* A period is a longer pause.

* Adash is a different kind of pause, indicating an interruption of a
thought.

The inflection of the voice is also translated into visible form in writing.

* A question mark suggests the rising of the voice at the end of a query.

* An exclamation point indicates emphasis.

The other punctuation marks have been evolved for other, equally

functional purposes.

* Parentheses and brackets set off subsidiary thoughts.

* Quotation marks identify borrowed or special phrases.

* Colons mark the start of lists.

* Ellipses represent missing words.

The word period comes from the Greek periodos meaning “cycle,”
thus a complete thought or sentence. In the fifteenth century, the
period was known as a jot, from the Greek iota.

Here are a few do’s and don'’ts for periods:

* Use them at the end of a sentence, unless they are replaced with
exclamation points or question marks.

* Don't use them at the end of headlines or subheads. They mark the
end of a thought and may discourage the reader from continuing
reading. In the United Kingdom periods are called full stops for
good reason.

* Don’t use them in lists when the items are short and not complete
sentences. More complex items and complete sentences may require
periods, as in this list.

Whenever the Romans wanted to say “gee-whiz,” “fantastic,”
“wowee,” “cool,” or the equivalent, they said, “l0.” Scribes, saving
precious space on the manuscript, wrote the two letters above each
other, the ”I” on top, the "0” beneath it. Soon the “o” filled in with ink
and became a dot.

Don’t punctuate your writing with lots of “screamers” or “bangs” to
increase emphasis. It looks cheap and overblown. Instead, use them
with discretion.

iln Spanish, an upside-down exclamation point precedes a sentence
ending with an exclamation point!
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Question mark

Colon

Semicolon

Comma

Parentheses

Hyphen

The Latin word quaestio (“l ask”) was shortened by space-saving
scribes to “QO” . . . and soon a “Q"” above an “O.” The “Q” quickly
degraded into a squiggle and the “O” into a little blob.

In Spanish, an upside-down question mark is placed at the beginning
of a sentence that ends in a regular question mark. A useful warning—
alerting the reader, especially when reading aloud.

A colon might be thought of as a divider. It can be used:
* to introduce a list, as it just was

* in place of such expressions as for instance, as follows, namely, to
wit, viz, for example, and that is

* to introduce a quotation or extract in dialogue
* to separate minutes from hours
* to set off a salutation in a letter

A colon is usually followed by a lowercase letter, especially if what
follows is an incomplete sentence. It may, however, be followed by a
capital if it introduces dialogue or a formal statement.

Think of the semicolon as a break in continuity greater than that
implied by a comma. Most frequently it is used to separate the two
main clauses of a compound sentence when they are not linked by a
conjunction. It is also used to separate items in a series when commas
would not be clear enough.

The word comma comes from the Greek komma (“segment, clause”),
indicating a part of a sentence. In the fifteenth century it was also
known as a tittle, from the Latin titulus (“label, title”). In early
manuscripts commas appeared as a full slash mark, or solidus (/), but
later shrank to today’s size.

Commas are used as needed for clarity: to separate thoughts from each
other and to make sentences less unwieldy. There are, however,
different rationales for the use of commas, and probably no two editors
would agree in every instance. Here are some common uses:

+ after a conjunction in a compound sentence

* to distinguish a nonrestrictive phrase or clause (one that could be
omitted without changing the meaning)

* to separate three or more elements in a series

* to set off parenthetical remarks

* to separate month and day from year in month/day/year sequences
* to set off such expressions as namely, for example, and that is

+ for words in apposition (unless they have a restrictive function)—for
example, “Mr. Gold, my neighbor, ...”

Parentheses, nicknamed parens, are used for separating subsidiary
phrases (or background information) from the flow of text. To enclose
secondary parenthetical expressions within parentheses, use brackets
(going from parentheses to brackets [like this]). Braces provide a third
degree of enclosure or sign of aggregation—( [ { } ] )—but it is best to
avoid this situation altogether.

All punctuation should occur inside the parentheses if the item is a full
sentence. Avoid commas or semicolons before the opening paren-
thesis, unless the parentheses are used for numbers in a list.

Hyphens link words together, but must be used with care because
interpretation can be affected by the inclusion (or lack) of a hyphen.
Follow the practice suggested by a good, up-to-date dictionary.
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Dashes

Solidus

Apostrophe

Ellipses

Quotation marks

There are two main kinds of dashes: the long em-dash and the short
en-dash. There are also two-em and three-em dashes, but these are
used infrequently (for missing letters and missing words respectively).

The em-dash is a full square of the type size (see page 52). One of its
main uses is to signal sudden changes in tone. Or it may be us

instead of parentheses to set off a clause or phrase. If you can’t type an
em-dash on your equipment, you can use two hyphens in a row (--).
But, in general, use the em-dash sparingly, for it attracts attention to
itself and can be disturbing.

An en-dash is only one-half of the square of the type size and
resembles a hyphen Itis used primarily to represent missing but
implied items in a series (“2—4” means the numbers 2 through 4).
If your equipment doesn’t have an en-dash, use a hyphen instead.

Also known as a slash, slant, shilling mark, diagonal, or virgule, the
solidus originally functioned as a comma. Today its major uses are:

* separating the divisor from the dividend in fractions (1/2)

* separating the days, months, and years in dates (2/14/1987)
+ implying the word per ($3/100)

* indicating choice (yes/no)

« indicating line ends when poetry is shown run-in (i.e., ina
continuous stream rather than line by line)

Sometimes a vertical bar ( | ) may be used instead of the slanted solidus
for aesthetic reasons.

The main use for an apostrophe is in forming the possessive of a noun.
Normally, this is done by adding an apostrophe and an “s.” The main
exception is in plural words ending with an “s,” which only need an
apostrophe after the last “s.” An apostrophe is also used in forming
the plurals of certain abbreviations and letters written as letters. Keep
in mind that if the word is italicized or underlined, the apostrophe
and ”s” are not italicized or underlined.

Ellipses are three dots used to indicate the unfinished end of a spoken
sentence or omission of a word or phrase from quoted material. If an
entire sentence or paragraph is omitted, four dots should be used, with
the first positioned as a normal period.

In the United States quotation marks begin with a 66 (or sometimes
a flopped 99) and end with a 99. Single quote marks are used for
quotations within quotations. Guillemets (usually starting « and
ending ») are used instead of quotes in French, Spanish, and Italian.

Quotation marks are used:
* to set off direct dialogue
* to indicate a quotation from another source

* to denote irony or signal slang or obsolete terminology (but try not to
overdo it and never use quote marks merely to give emphasis to an
important word)

* to define letters or groups of letters discussed as letters

+ for the titles of short poems, magazine articles, short stories, essays,
comic strips, TV and radio programs, and songs (but the titles of
books, long poems, periodicals, newspapers, movies, ballets, plays,
paintings, and sculpture—as well as the names of airplanes, ships,
and trains—are either underscored or italicized)
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Underscoring and italicizing

Asterisk

Crosshatch

Dagger

Paragraph
Section

Ampersand

Neither underscoring (also known as underlining) nor italicizing is
strictly punctuation. But the fundamental purpose of punctuation is to
help the reader to understand, and in a similar way underscoring and
italicization offer clues to meaning.

Some of the most common uses of italics are listed on page 38. Also
compare the use of quotation marks and italics for different kinds of
titles described in the last entry.

If you use underlining instead of italics, it should be uninterrupted—
the whole phrase should be underlined, not just the individual words.
But do not underline the final period or any other punctuation mark
that ends the phrase or sentence.

The word asterisk comes from the Greek asteriskos, “little star.” This
flexible mark () can be used:

* to represent a letter left out of a word

* as an itemizer (in place of the bullets used in this list, for instance)
* to signal a footnote

* to represent the word born when preceding a date

* as a prompt sign in computerese (where it is called a splat)

Also known as a double hashmark, the crosshatch (#) can be used as
a substitute for the word number if it precedes the figure (#3) or a
substitute for the word pounds if it follows a number (3#). It is also a
proofreader’s sign for “space” and a prompt sign in computerese
(where it is called a crunch).

Also known as an obelisk (from the Greek obelos, “a spit, skewer”), the
dagger (1) is used as a signal for a footnote or as an indication that a
word is obsolete. It can also represent the word died if it precedes a
date.

Also known as a pilcrow or blind P, this symbol () is used to represent
a paragraph. It is most commonly used in legal work and editing.

This symbol (§) indicates a subdivision of a paragraph in legal citations
or a part of a chapter in a book.

This symbol (& comes from the Latin et (“and”). The two letters “e”
and “t” eventually became linked into a single squiggle by scribes. The
name ampersand comes from the way children learned the alphabet
by rote in the nineteenth century. It is really a mispronunciation of four
separate words in one: “and per se and.” The character itself offers
incredible graphic variety and delight from typeface to typeface.
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Signs are the basic unit of a communication
system. They have a referent—they always stand
for something. This somewhat bombastic trade-

mark belonged to a printer who had no self-doubt
about his workmanship. He operated in Stras-
bourg around 1537 and was known as the Crafft
Miller shop. How puny and weak-willed do most
of our contemporary logos look in comparison.

Symbols, pi characters, and rules

Type symbols not found on a normal font are often called pi
characters. They include mathematical, commercial, advertising
display, legal, multilingual, and even custom-constructed letters and
symbols. Some common pi characters are shown on the facing page
along with various rules.

In using symbols, take care that the reader will interpret the symbol in
the same way you do. Check marks (ticks), for example, are generally
understood in the United States to denote a correct response. In
Sweden, however, a check mark on a school paper means “do it over.”
The implication is that the answer is wrong. A Swedish X, on the other
hand, implies “correct,” whereas in the United States, an X usually
means “wrong.”
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This drawing of an early Italian “computer” is
based on the system developed by the eighth-
century English monk, the Venerable Bede. He
described his number-crunching method in On
Calculating and Speaking with the Fingers and
could show any number up to 9,999 by varying
the combinations and positions of his two hands

Numbers in type

The question of whether to use figures or words is a common one.
Normal practice calls for spelling out a number that starts a sentence. If
it looks ridiculous, rewrite the sentence. Normal practice also calls for
spelling out all numbers up to 10 or 20 if they occur in the text, though
some publications choose to spell out all numbers up to 100. Unless
there are outside standards governing your publication, the decision

is up to you. If there are many numbers, is it better to set them as
numerals and sacrifice the look of the piece to conciseness? Is it easier
to gather the concept twenty-seven or 272 Whatever you decide, try to
be consistent.

You must also decide what kind of figures to use. There are two
different kinds of Arabic numerals in type. Lining figures—also called
ranging or modern figures—are the same height as the capital letters in
the font.

XYZ1234567890

Old style figures—also called old face, nonlining, or nonranging
figures—align on the x-height of the lowercase alphabet and have
ascenders and descenders.

Xyz1234567890
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Equations and other difficulties

The lining figures look neater for tabular matter and other technical
uses. On the other hand, old style figures look better in running text,
because they are smaller and therefore less intrusive.

Mathematical typesetting is complicated and can be expensive.
Electronic systems are the most efficient, because what you see on the
screen is what you get in the printout. Nevertheless, the machinery
can only be as good as the program—and its user. The first step in the
process is crucial: a clean, legible, correct, and well-thought-out
manuscript.

To typeset mathematics, you may need a variety of symbols, many of
which are available on special mathematical fonts. Some of the most
common are shown in the list below (for more detail, see the Chicago
Manual of Style). Unusual symbols may need to be custom-made at
great expense. [These special characters are known as sorts.) It may,
however, be possible to substitute other pi characters, boldface, italics,
or even regular characters with “embellishments” such as diacritical
marks.

+ Plus (This symbol is much simpler than the one used in
Egyptian hieroglyphics, where a picture of legs
walking to the left meant “plus,” while legs
walking to the right meant “minus.”)

Minus (Johann Widman first used this sign, along with
the plus sign, in the fifteenth century.)

= Plus or minus
Minus or plus

Multiplied by [This symbol was invented in 1631 by William
Oughtred, a Scottish Episcopalian minister and
mathematician.)

Divided by

= Equalto (Robert Recorde, a Welsh apothecary,
mathematician, and politician, first used this sign
in Whetstone of Witte [printed by John Kyngstone
in London in 1557]. He said: “Noe 2 thynges can
be moare equalle than 2 parallel lines.”)

#  Notequal to

= Identical with,
congruent (This sign was introduced by Carl Friedrich Gauss,
a German mathematician, in Disquisitiones
arithmeticae, published in 1801.)

#  Notidentical with
Similar to

= Nearly equal to

= Greater than

> Not greater than

< Lessthan

< Not less than

= Greater than or
equal to

= Less than or equal
to
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Perpendicular to

< Angle
& Diameter
Therefore
Because
= Infinity (This symbol was proposed by the English

mathematician John Wallis in 1655.)

V' Square root

J  Integral

w Pi

O Degree
Minute, foot

Second, inch

N Logical product,
intersection

O Implies, contains
U Logical sum, union
C Is contained in

Is a subset of

You might also be interested to know that:

* Decimal fractions were introduced in 1576 by Frangois Viete, a
French mathematician.

* Letters standing for algebraic quantities were introduced by Frangois
Viete in 1591 in his Isagoge in artem analyticam.

* Exponents and logarithms were introduced by John Napier of
Scotland in 1614.

* The letters a, b, and ¢, representing known quantities, and x, y, and z,
unknown quantities, were introduced by René Descartes in his
Discours de la méthode in 1637. He was also the first to use x for
horizontal coordinates and y for the vertical ones on a grid: the
“Cartesian coordinates” or x- and y-axes on charts. In inventing
analytic geometry he can also be credited with inventing graph
paper.
Metric system

Most scientific measurement uses the International System of Units,
popularly known as the metric system. The main units of measure-

ment are:

m meter length

g gram mass

| liter capacity

s second time

A ampere electric current

K kelvin thermodynamic temperature
mol  mole amount of substance

cd  candela luminous intensity
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Note that the names are written in lowercase and that the
abbreviations are also lowercase, except for the two derived from
proper names (Messrs. Ampére and Kelvin). Note also that no periods
are used following the abbreviations.

Prefixes can be added to a basic unit, raising or lowering the unit by a
power of ten:

da  deka- 10' 10
h hecto-  10° 100
k kilo- 10 1,000
M mega- 10° 1,000,000

G giga- 10° 1,000,000,000

d deci- 107 0.1
C centi- 10— 0.01
m milli- 10~ 0.001

B micro- 10— 0.000001
n nano- 10" 0.000000001

Other kinds of measurements can be obtained by combining units in
different ways:

m’ square meter area

m cubic meter volume

mis meter per second velocity
m/s* meter per second squared  acceleration

kg/m kilogram per cubic meter  density
cd/m candela per square meter luminescence

In using this system, scientists try to keep the numbers as concise as
possible. Long strings of zeros may impress the layman, but they can
confuse scientists. For example, instead of saying “45,000 meters,” say
“45 kilometers” or “45 km.” Instead of saying “.005 kilograms,” say “5

grams” or “5g.”

The one place where the international system is not entirely uniform is
in the handling of the decimal point. The British and American
practice is to use a period or a dot, while continental Europeans use a
comma for the decimal point. Within this system, however, commas
are not used to separate digits in large numbers. If those large numbers
are not expressed in shortened form, spaces are used instead. For
example, 76 000 000 000 for 76,000,000,000.
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Abbreviations

Every field of technical writing uses its own abbreviations. Standards
vary from field to field, and practice is changing all the time. What
should remain constant is common sense: the purpose of printed
matter is to communicate. Puzzles are resented (except in their proper
place). Nobody has time for guessing games, and the likelihood is that
the reader is not going to bother to find out. So take care and make
sure that the abbreviations are understandable.

Acronyms are a special kind of abbreviation. They are letter-groups
derived from the initials or syllables of several words (e.g., gestapo,
from the German GEheime STaats-POLizei, “secret state police”).
Unless they are universally recognized, it is wise to spell out the words
in full the first time; later in the same text, the shortened form can be
used reasonably risk-free.
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The question of punctuation in abbreviations is tricky, and there are
no official rules. The fewer abbreviations used in running text, the
better. Too many little punctuation dots and periods may disturb the
eye in reading. The tendency today is to avoid periods, especially in
abbreviations of agencies and organizations such as CIA or NBC.

Nevertheless, in the following list of common abbreviations, the
periods have been included—so you know where to put them if you
decide to use them. Also notice that, although the abbreviations here
usually derive from Latin phrases, they are not italicized. The general
rule is that if a foreign word (or abbreviation) is familiar, it should be
treated like any other word—in roman type. Obviously, there are a lot
of decisions left up to you. Just be consistent. Handle the same
abbreviation the same way throughout your publication.

ad lib.  (Latin ad libitum), at will

ak.a.  alsoknown as

cf. (Latin confer), compare

d.b.a.  doing business as

e.g. (Latin exempli gratia), for example

etc. (Latin et cetera), and so on

etseq. (Latin et sequens or et sequentes), and the following

f.orff.  (Latin folio), on the following page or pages

ibid. (Latin ibidem), the same (meaning the same source as the
preceding footnote)

i.e. (Latin id est), that is

inf. (Latin infra), below

N.B. (Latin nota bene), mark well, take careful note

op. cit.  (Latin opere citato), in the work cited (referring to a
previously cited work by the author mentioned)

PS (Latin postscriptum), written later, postscript

PPS (Latin post postscriptum), after the postscript (an additional
postscript)

q.v. (Latin quod vide), which see

Rx (Latin recipe, meaning “receive, or take”), a medical

prescription
o.d. (omni die), daily (i.e., once a day)
b.i.d.  (bis in die), twice in one day
ti.d.  (terin die), thrice a day
q.i.d.  (quater in die), four times a day
ult. (Latin ultimo), last month

viz. (Latin videlicet, from videre [“to see”] and licet [“itis
permitted”]), to wit, namely

v.orvs. (Latin versus), against

A.D. (Latin anno domini), in the year of Our Lord
B.C. before Christ

GES common era

AM. (Latin ante meridiem), before noon

P.M. (Latin post meridiem), after noon
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Foreign languages and “accents”

Why is the word accents in quotes above? Because it is so often
misused. True accents are marks added to indicate stress, loudness, or
pitch. So-called accents are correctly called diacritical marks (from the
Greek word for “to distinguish”). They are precisely that: distinguish-
ing marks used to represent specialized sounds in various languages.

The following diacritics are the most commonly used, though there
are numerous others. They can occur in conjunction with consonants
as well as vowels. In some languages such as French, Spanish, and
Portuguese, they can be omitted from capital letters, if preferred. With
the exception of the cedilla, which is attached below the “c,” all those
shown here are added above the letters.

) acute

@ grave

¢ circumflex

() tilde

@ umlaut
T @ macron
() breve
Y © héacek

(©) cedilla
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Some languages require special characters as indispensable parts of
the full alphabet. The most common are:

Az diphthong

CE e diphthong

Ad Danish, Norwegian, and Swedish character
Do Danish and Norwegian character
B German double-s

Y

Spanish character with tilde (smaller than normal N)
Icelandic and Old English edh (pronounced as th in them)

- g z

Icelandic and Old English thorn (pronounced as th in three)

Greek alphabet

The modern Greek alphabet shown here evolved from the classical
(c. 500 B.C.), which in turn evolved from early Phoenician and Near
Eastern writing. The start of writing as we know it was so uncertain
that even the direction was not agreed on. The earliest Greek inscrip-
tions show lines written alternately left-to-right and right-to-left. The
Greek-derived term for this somewhat confusing presentation is
boustrophedon or “as the ox turns,” from the way a field’s furrows
were plowed.

A« Alpha
BB Beta
I' v Gamma
A 8 Delta
E € Epsilon
Z [ Zea
H 7 ma

© 0 Theta
I ¢ lota
K & Kappa
A A Lambda
M u Mu

N Y Nu

E & x

O o Omicron
I = p

P p Rho
S 0 sigma
']‘ 7 Tau

Y v Upsilon
® b phi

X X Chi
Voo s

() ® Omega
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Proba or Proof, a minor Roman deity, is of great
importance to publishing. In this image from
Barberiis’s Opuscula (Rome, c. 1482), she holds a
proof sheet, which can accommodate many lines
of type. In her other hand, she holds a finished
book, with a stack of finished documents lying on
the floor behind her. Her face betrays a healthy
skepticism—a quality that all proofreaders need
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The advantage of learning proofreaders’ marks is that they provide a
quick, easy way to note errors on proofs of your piece. They are
especially helpful if you want to communicate clearly with a
typesetter. But don’t worry if you can’t remember all these signs. The
idea is to communicate what needs to be corrected. As long as the
intended message is clear to the recipient, it matters little whether the
correct symbol was used. Common sense and legible writing are the
main ingredients of success.
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To bring attention to a problem area:

* Circle ther Iener@'n question

* Show where something is missing by drawing a caret (A )
* Draw aslash ( /) through the offending letter

* Draw a line threugh the mistake

* Draw an arrow to show desired change of location —

* Underscore the words in the appropriate way

Then write the appropriate symbol in the margin alongside:

&

f8nugrcago® s>

n

Delete from (Latin deletus, “wiped out”) A Insert comma
Itis OK so leave it alone (from Latin stet, ) |

N . . nsert apostrophe
“letitstand”). Also shown by dotting ¥ p a
beneath the words that are to remain. & Y Insert quotation marks
Insert (from Latin caret, “there is lacking”) () Insert period

Begin new paragraph Insert semicolon

Transpose (alsof sﬁown'graphical lyAhus)

-

Insert colon

~

Spell out 1=] Insert hyphen

Close up -’{‘- Insert em-dash

Insert space _'5 Insert en-dash

Move up Le Lowercase (also shown thus for a full Vﬁ@)‘

Move down ('Af? Capital (also shown by three underscores)

Indent by one em ¢ Small capital (also shown by lvmoresi

Move right /,7‘1 Italics (also shown by a single underscore)

Move left Aonm Roman

Center Boldface (also shown by wavy underscore)
AAAAAN

Straighten or align horizontally Ltr& Wrong font, so reset in correct typeface

Make parallel or align vertically







Printed pages are looked at, scanned, interpreted, and understood in
the same way. That is why every document, from the simplest to the
most complex, is constructed of similar components.

There is usually a need to define the topic. There is always a need to
catch attention. There is often a need to explain the significance of the
information. There is normally a source to be credited. And, of course,
there is always the message itself. Those are all the functional basics.

On a supporting level are optional elements such as descriptions

and explanations that take the form of captions. There is ancillary
information such as footnotes, references, and bibliographies. There is
information organized and formally tabulated. There may be need for
intellectually provocative quotes that intrigue the looker into becoming
areader. There may even be the need for purely visual embellishments
such as initials.

Publication-making is not as monstrous a task as it appears at first
glance. Realize that you have to manipulate a group of clearly defined
elements, each of which fulfills its own separate purpose. This chapter
defines each and shows variations from which to pick. How simple it
would be if the options were embedded in the software and all you
needed was to bring up the options on screen, double-click on the one
you want, and—presto—there it is: WYSIWYG (what you see is what
you get). Some such development is inevitable. Perhaps it will be a
reality by the time this book is published.

In any case, whether you are using the latest technology or pounding
out your manuscript on an ancient typewriter, the technique is the
same: think building blocks. If you can put one stone on top of another
you can construct a cathedral. But temper your ardor with patience
and start with a doghouse just for practice. You will soon get the

hang of it.
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PAGE INGREDIENTS

Filling pages with text has never been an easy
task. This is a portrait of Bernardino Corio (and his.
dog), author of The Chronicle of Milan, published

in Milan in 1503 by Alessandro Minutiano. He
holds a quill pen in his right hand, ready to dip it
into the inkwell on the desk. Inspiration, alas, is
eluding him. Is he checking the propped-up book
(whose pages are uninformatively blank), or is he
watching something in the window?

Text or body copy

The text is the material for which your document exists. It is its reason
for being. Itis the bulk of the work. Yes, itis all that gray stuff, that dull
reading matter.

Everything else—heads, bylines, decks, quotes, and all the other page
ingredients covered in this chapter—relates to it. The signage,
embellishments, and the other details all grow from it. Their purpose is
to make the material in the text more easily accessible, the details
more readily findable, the information clearer, the conclusions more
palatable. Printed pages are made of a mix of elements. Each
represents a separate decision, yet each affects all the others. Though it
sounds difficult, it is not hard to arrive at a mix that will make ideal
sense for your project, if you tackle it in stages.

The text is where you start. This is where the fundamental decisions
are made. Once you have made them, the ancillaries become easy.
Text typography is similar to the proverbial “little black dress,” which
can be dressed up or down with accessories (assuming it is just right
in itself).
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Questions to ask

How big is the page?

Here are four important questions you must confront before you can
begin thinking about typographic detailing. Your answers will affect
your subsequent choices and restrict your options.

Obviously something printed on a full-size newspaper sheet should be
treated differently from something imposed on a half-sheet of 8%z x 11-
inch paper. Or consider the difference between a thousand-page
historical novel and a leaflet of instructions on how to assemble a
bicycle. Page size affects how the product is physically held. That, in
turn, affects the scale and arrangement of the type.

A lot of what we're talking about here is common sense (see page 6).
The way you hold and read a pocketbook novel while lying in a
hammock is quite different from the way you check facts in a manual
in a three-ring binder so large and heavy that it has to lie open on the
desk. The reading distance between the page and the eyes is different,
so the typography needs to be handled differently.

The most common format in the United States measures 8%z x 11
inches. In metric systems the standard equivalent is an A4. (This is like
an 8% x 11-inch sheet that has gone on a diet: it is slimmer and taller,
though not by so much as to make a serious difference. That little black
dress will fit.) As you will see on pages 83-85, there are varied ways of
using this kind of space effectively. But, first, there are more questions
to ask.

Metric, A4

21 x 29.5cm
8w x 11 8%6 X 11%
; !
| |
!
H 1
1 : o
: H S~~| Metric, A5
i i 14.75 X 21 cm
| 13 /e
50 x 8 : ! 5'%e6 X 8%
h 1
T

T
Same sheet cut in half

In thinking about paper size. you must also ask: which way is up?
Usually a sheet of paper is printed on vertically, in the portrait mode. If
the printed matter is imposed on it sideways—that is, if the paper is
used horizontally—it is known as the landscape mode. An inverse
landscape mode (or tumble landscape) is the landscape mode upside
down. Similarly, an inverse portrait mode (or tumble portrait) is the
portrait mode upside down.

Note that preparing copy in these various directions is easy if you are
following the traditional practice of pasting up mechanicals for
photographic platemaking. If, however, you use electronic publishing,
which dispenses with the pasteup stage, you may encounter
difficulties. Most equipment cannot turn type around to make it fit the
page sideways or upside down. Getting type to appear in a direction




PAGE INGREDIENTS

TYPE IN
PORTRAIT
MODE

How will the pages be bound?

different from the normal portrait mode requires having four separate
versions of the font in memory: the portrait version (normal, like this

page); landscape version (sideways); inverse portrait version (upside

down); and inverse landscape version (sideways).
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LANDSCAPE MODE

TYPE IN

Binding affects the way a publication looks when it is opened up. It
also affects the amount of space you must leave for margins. The
different types of binding are discussed in the appendices. But here are
some basic questions to ask.

Will the pages remain loose? If so, there are no restrictions on the way
you can impose type on them. But you had better consider how to
number and identify each sheet, because inevitably the recipient will
get them out of order, borrow one or two for copying, lose a third

... and soon the document will have disintegrated.

Will the pages be stapled in the top-left corner? If so, you have to
decide how to impose the type on the back side of the sheet: the same
as on the front or upside down? It depends on how you think the reader
will read these pages. That, in turn, depends on tradition: contracts,
for instance, often back up the second (verso) pages in the inverse
portrait mode.

RS

Verso page in

inverse portrait mode
(upside down)

(
Verso page in
regular portrait
mode (normal)

Will the pages be glued together with a “perfect” binding, as in a
permanent book? If so, you have the luxury of making your margins
narrow, because the mechanics of perfect binding require only a few
sixteenths of an inch for roughing the edge before the adhesive is
applied. But is it wise to bring type too close to the inner edge—the
gutter? That depends on the thickness of the book. If it is thin and easy
to handle, you can make the gutter margins narrower than if it is
thicker and harder to.handle. Perhaps it is best to play it safe and leave
the traditional Y2-inch (13 mm).

~Perfect binding allows
narrow gutter margins
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How much text will there be?

Will the pages be mechanically bound? If so, you'd better plan on
sacrificing a full % -inch (16 mm) at the binding edge. Ring binders
need holes in the paper. On right-hand pages they appear at the left,
on left-hand pages at the right. (It is amazing how easy it is to forget the
second half of the obvious.) So you also have to sacrifice %s-inch on
the opposite edge, or you'll lose some wording in the holes. Plastic
comb binders and wire spirals take up less space, but it is wise to plan
on losing the maximum, because pages bound that way are also often
found in ring binders.

Ring binding requires Plastic comb binding
-inch gutter margins

Will the pages be bound across the top? If so, the same questions as in
stapling apply, but more urgently because the pages cannot be turned
at an angle for easier viewing. It seems obvious, but if you put heads at
the tops of the pages, where they should go when the product is bound
on the side, you destroy their visibility by binding the product across
the top. Unfortunately, many technical documents are done precisely
that way—and people wonder why they are so hard to use!

—=—= Binding at top:
don't hide headlines
under the overlap

A short, concise memo is a very different animal from a 300-page
technical specification. The bulkier the document is, the more
daunting its muchness seems to be. Typography can be used cunningly
to minimize that ponderous and frightening hugeness. But it requires a
lot of care to work out an arrangement that encourages reading. It also
requires clear organization and writing, with the mass of material
presented in small, digestible components.

It has been shown that readers are much less afraid of many short
segments than of continuous running copy. They feel they have the
freedom to hunt and peck among small-sized units, whereas they feel
forced to a major commitment of time and energy when faced with
page upon page of text. The more breakup there is, the more
acceptable the image becomes. A well-known adage in the newspaper
business decrees that you should not be able to place a dollar bill on a
newspaper page without touching some accented element. An area of
plain gray type larger than a dollar bill will look depressingly,
unattractively dull and will therefore be skipped. This may be an
exaggeration, but the principle makes good sense.

The principle is particularly apt when the text is “difficult.” If an
amusing narrative is written in second-grade language, you are not
likely to have many problems (though you risk boring the PhDs in the
audience). If the text is complex legalese or technical jargon, however,
the situation is somewhat different. And if the text contains a lot of
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How will the text be illustrated?

Picking a typeface

equations or chemical formulas, you have to accommodate the
difficulty of understanding them, as well as the difficulty of composing
and knitting them into the text. (That, incidentally, merely means that
the columns of text must be wide enough to display the full formulas
without breaking them onto another line. But it illustrates the
functional importance of understanding the raw material and
responding to its needs. It is little but common sense—as long as

you remember to think of it ahead of time.)

The question here has less to do with the attractiveness or journalistic
quality of the material than with the effect a lot of illustrations can have
on the physical makeup of the pages. A publication that features
illustrations (an art magazine, for instance) needs a different patterning
from one in which the subject is essentially textual with a diagram or
table inserted at a specific point here and there. The question is again
one of common sense: if there are a lot of pictures, you'll need a
variety of page arrangements, and the text becomes a subsidiary
element. If there are only a few pictures, all you need to consider is
whether you will want the pictures to be large, medium, or tiny.
Unfortunately, all too often these questions aren’t even asked. What
happens is that the text patterning is chosen independently and the
pictures are made to fitinto it. . . and that can lead to problems. Itis
much better to plan the relationship of text and illustrations together
from the start.

Before choosing a typeface, review the discussion of serif versus sans
serif (pages 12—17), as well as the remarks on typographic variety
(pages 44—50). Bear in mind that each typeface will give your
publication a slightly different character. It therefore makes sense to
base your choice of a face on whether you like it. That implies that it
has the kind of character you deem appropriate for your piece and is
likely to appeal to your readership. Of course, if that choice has been
made for you because the organization has a house style, designed to
create the desired image, so much the better. It relieves you of one
major worry. Do what the style book demands.

Once you've chosen a typeface, some of the other decisions will begin
to fall into place. Remember that one face may appear much larger or
much smaller than another—it is all a matter of the proportion of the
main part of the type (the x-height) to the ascenders and descenders.
This difference in appearance brings with it a concurrent need to
handle the material in different ways, with variation in the line length
as well as the spacing between the lines (see pages 24—29).

Designing text type is all a matter of proportion and balance. But alas,
there are no formulas to depend on. Nor is there such a thing as
“correct” design, let alone “ideal.” There is only the reader’s judgment
of effective or ineffective. Typography is a compromise of combina-
tions. If it works—if it slips into the reader’s mind easily—then it

can be said to be good.

Who is the judge? You are, as stand-in for the reader. You can test to
see whether the text reads easily, comfortably. If it does, you have
made the right choices. Unfortunately, that's not the end of it. What
may be just the right proportions for one face may look all wrong for
another. That is why it's a good idea to experiment with each new
piece you undertake, as professionals do. Editors, designers, and
production people all invest time and money in testing an idea before
they commit the entire project to the scheme.
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Using the space on the page

Itis also a good idea to collect samples of what you consider effective
typography, keep them in afile, and refer to them when the need
arises. If you cannot recognize the face or determine the technicalities
of dimensions, spacing, and so on, you can probably find someone
with the expertise to check those. One value of such a file is as

a show-and-tell treasury. It is so much easier and more accurate to
communicate about specifics than to talk in general principles such as
“I'd like to see it nice and big” or the vague “make it easy to read.”
Nobody in his or her right mind specifies typography so as to make it
hard to read. Type justifies its existence by being read. Unfortunately,
what may be easy to read in one situation can be a disaster in another.
Much depends on the circumstances. Use your reference file as a
resource for comparisons, to help determine what is right for your
specific situation. Just keeping a file will educate you to the options
available and train your eye.

Margins

The space on the page consists of two parts: the outer margins, which
have to be kept clear of type, and the area of “live matter” contained
within the margins.

— — Head margin (sinkage)

-

Outer or fore-edge margin
— Gutter or back margin

Live-matter area —.

~ — Foot or tail margin

The side margins must be wide enough to accommodate the binding,
as discussed earlier. The top, or head, margin and the foot margin can
be as deep as you wish, but it’s best to leave at least %-inch (6.4 mm)
50 your type isn’t cut off in the reproduction process. Keep in mind that
a narrow head margin makes the page look oppressively heavy
whereas a deep head margin, resulting in what is known as deep
sinkage, makes it appear gentler and less aggressively insistent.

The idea is to use margins actively to give the publication a special
look. All too often wide margins are seen as a “waste of space and
therefore money” by those whose job it is to see that due economy is
observed. Yet it is precisely the conspicuous consumption of empty
space that can add a touch of class as well as individuality to a

Text ofi-cenfer: left Traditional “lixury”

1 righl pages can proportions: 3 units at
e identical or mirror gutter, 4 at head, 6
images outside, 8 at foot

Narrow sides, wide Deep head margin Extra-wide
head and foot foot margin
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Live-matter area

publication. The contrast between a full type area and a generous,
empty margin is a gratifying sight. All that space makes the text appear
more valuable. Itis the velvet cushion setting off the jewel. Besides, a
little space for the eye to rest in is appreciated by the reader. No,
you're not wasting space if the space contributes to the success of your
publication. Don’t make the mistake of taking space for granted as a
fallow backdrop, useful only when filled to the brim with type—the
important stuff.

Once the margin widths have been determined, they should become
a precise constant, for they are a frame that repeats from page to
page and helps to tie the pages into a sequence of rhythmically
related impressions.

With the live-matter area, you have complete flexibility. You can
subdivide it any way you wish. There are no correct or incorrect ways
of handling the space, though there certainly are habits. Most of them
are traditional and have little relationship to current needs. We
continue using them because it seldom occurs to us not to. Our
readers, too, are more comfortable with the expected look and scale.

Consider technical reports, which are usually setin large type in an
extra-wide single column. That is the way the manuscript was typed,
and itis somehow expected that this thesis-like treatment will be

L=

continued in print. Is that the optimal way of presenting the material? It
could be. But there may be better ways, more helpful to the reader.
Perhaps one could express the structure of the report more evocatively.
Or highlight various elements more effectively for faster analysis. Or
open some doors into the material through clever handling of the
headings. Or perhaps one could simply make it sparkle more so the
whole thing seemed less ponderous. The seriousness and importance
of the material would not be jeopardized; it would merely be more
attractive or arouse curiosity. Seldom is that a damaging quality.

Now consider a typical magazine composed with two columns, three
columns, or even four columns per page. The proportions were
devised to accommodate standard-size advertisements, which must fit
onto the same pages. The two- or three-column makeup has thus come
to be the expected patterning even on pages without advertisements. Is
it the optimal set of propertions? Again, it could be, but there are many
other possibilities.
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Relating the type to the column

Thit single column is centered on the page, with
space on either side for sideheads, annotations, or
small illustrations. Captions for the illustrations
can be inserted in the margins alongside the
image or beneath it1if the picture itself extends
nto the margins). Note that the heads can also be
carried over into the space on either side. so they
can be written longer or set in larger type.

Measurements

Text column: 348 points (29 picas) wide
Margin columns: 72 points (6 picas) each
Column gutters: 12 points (1 pica)

Possible text type sizes

1214 Baskerville

(meaning 12-point type with extra
2 points leading (12 + 2 =14])

11/13 Optima

11/13 Times Roman

10/12 Helvetica

all large and generously leaded)

Columns are merely areas into which type is inserted. They are like
empty boxes, ready to be filled with important, valuable goods—
words. Material of a certain size should be placed in the box

that fits it best.

Itis imperative to understand the relationship of type size to column
width if you want to improve ease of reading. The principle is pure
common sense: the narrower the column, the smaller the type size. Or
the wider the column, the larger the type size.

Just think about it: a narrow column containing small type reads better
than a wide column containing small type and vice versa.

The patterns used in the five examples of column structures shown in
this section illustrate the principle. The single-column page shows
large-scale lines widely spaced, whereas the two-column arrangements
show smaller, narrower lines of type. The last example is the clear-

est: the narrowest, one-sixth-of-a-page column uses the smallest

type, whereas the half-page-wide (three-sixths) column carries

much larger type.

Where this principle comes into its own is when it is used editorially to
differentiate the important from the less important. It's a relatively easy
matter to give greater visibility to vital material than to supporting or
background material by using size as a measure of comparative
importance. What is large is interpreted as being important. What is
small is seen as insignificant because it is small. This difference in
scale sorts out the information for the readers, so they can tell at a
glance what to read first and how the elements on the page relate to
each other. And there is another benefit: this kind of co<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>