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Introduction

Until the mid-1980s, graphic design was the exclusive
domain of art directors and design professionals whose
livelihoods depended upon creating professional, effective
graphic images. But desktop publishing changed all that.

By eliminating the traditional implements of design (T-
squares, X-acto™ knives, rubber cement, etc.), desktop
publishing has brought graphic design into the office and
home. No longer must we commission professional design
services. Everything from a business card to an annual report
can be designed and laid out on your computer. However,
for many people, graphic design is still a mystery.

Looking Good in Print is a design book for the rest of us—
computer users with little or no design background who
want to make the most of their desktop publishing invest-
ment. Looking Good outlines the skills necessary to create
attractive, effective printed materials, such as newsletters,
advertisements, brochures, manuals and other documents.

Regardless of your level of experience, you already may
have more design skills than you suspect. In fact, you prob-
ably have an inherent, but as yet undeveloped, sense of good
design—often referred to as taste!

Consider, for example, what your experiences as a reader
and consumer reveal concerning the fundamentals of design:

B You subscribe to one newspaper or magazine rather
than another of similar content.
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B You find it difficult to read your community group’s
newsletter but force yourself in order to find needed
information.

B While watching television, you pay attention to some
commercials but hit the remote control to avoid watch-
ing others.

B You're drawn to the colors used in an ad for a local
retail business.

In such instances, your inherent sense of design helps you
screen effective messages. This book teaches you how to
consciously analyze your preferences and translate them into
effective, good-looking printed materials.

EFFECTIVE GRAPHIC DESIGN—LUXURY
OR NECESSITY?

Which is more important—the content of your message or
its appearance?

The question is obviously rhetorical. Effective print
communications depend on appearance as well as content.

Today, effective graphic design is more important than
ever. Magazines and newspapers are crowded with ads.
Mailboxes are stuffed with catalogs, newsletters and other
direct-mail solicitations.

Consequently, your message has a lot of competition,
increasing the need for a compelling graphic presentation.

In addition, because of the increasing complexity of
products and services (coupled with recent changes in sales
techniques), buying decisions are often based on information
gleaned from brochures, proposals and other print commu-
nications rather than on direct hands-on, pre-purchase
experience or person-to-person contact.
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EFFECTIVE GRAPHIC DESIGN HELPS
YOU SUCCEED

First impressions last. Effective graphic design favorably
predisposes people to accept your product, service or point
of view. Often buying decisions are based on emotional and
intuitive feelings, which are highly influenced by the print
communications that describe the product or service.

If your print communications fail to create a favorable first
impression, the buying cycle may be short-circuited.

Because you never get a second chance to make a first
impression, design is all-important to the power and success
of your message.

|

| WHO SHOULD READ “LOOKING
. GOOD IN PRINT"?

. Looking Good in Print is a design guide, not for Madison
| Avenue art directors but for individuals discovering the

f challenges and joys of desktop publishing, including

. B Retailers, entrepreneurs and other professionals who

1‘ are producing their own printed materials.
I

® Managers who need to motivate personnel.

® Writers producing their own finished material.
“ ® Educators who need to communicate on a large scale.

In short, anyone who wants to improve the appearance
and effectiveness of his or her desktop-published projects—
. whether they are printed on a relatively inexpensive laser

printer or a high-resolution imagesetter—will find Looking
| Good in Print a lasting reference tool.

[
[
[
I

1
|
\
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HOW TO USE THIS BOOK

Looking Good in Print is organized into three sections.

B Section One, “The Elements of Graphic Design,” out-

lines the common graphics tools available in desktop
publishing, the underlying principles of design and
techniques for putting them into effect. We'll explore the
most effective way to use photographs, illustrations and
color.

Section Two, “Putting Your Knowledge to Work,”
features makeovers that demonstrate how the commu-
nicating power of a variety of different projects can be
enhanced by simply rearranging the design elements in
more effective ways.

In the final section, “Getting Down to Business,” you
will learn to apply the basic tools of graphic design to
specific projects you're likely to undertake as you begin
to put your desktop publishing hardware and software
to work in the real world.

People new to desktop publishing should read the book
from beginning to end, with special emphasis on Section One.
Intermediate and advanced users can probably skip Sec-
tion One, but will gain valuable insights from reading the

remaining two sections.

For those who want further material on the subject, an
extensive bibliographical resource appendix contains out-
standing ancillary reading material on graphic design,
typography, printing, production and related subjects.
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HOW WELL SHOULD YOU KNOW
DESKTOP PUBLISHING?

This book assumes you're already comfortable with your
desktop publishing hardware and software. It assumes your
computer and printer are up and running, and that you've
gone through the tutorials included with your software and
are familiar with its basic commands.

While it’s not a substitute for your software’s documenta-
tion, Looking Good in Print will help you get the most from
your program. You may find that techniques you once found
intimidating—say, runarounds or drop shadows—are less
formidable if you know when and how to use them.

Please note that throughout this book, the terms publica-
tion and document are used to refer to any desktop publishing
project regardless of size or content: it may be as small as a
business card or as large as a book!

HARDWARE/SOFTWARE
REQUIREMENTS

Looking Good in Print is a generic guide, independent of any
particular hardware or software. In other words, this book
will be a valuable resource, regardless of whether you use a
Macintosh or a PC, a dedicated page layout program like
PageMaker or QuarkXPress, a state-of-the-art word process-
ing program like WordPerfect or Microsoft Word for Win-
dows, or any of the other fine software programs available.
The elements of good design are constant and are achievable
in any system.

All combinations of hardware and software are as capable
of producing excellent results as they are mediocre results.
The difference lies not so much in your system as in your
willingness to develop your inherent talents and abilities and
to learn new ones.
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| ABOUT THE DESIGN OF THIS BOOK

When producing Looking Good in Print, I was tempted to hire
one of the nation’s top graphic designers to create an award-
winning statement on contemporary design.

I resisted for several reasons. The main reason is that a
design showcase would defeat the basic premise of Looking
Good in Print—that high-quality results are attainable by
anyone who wants to learn the basics of good design. Sec-
ond, today’s design trends often are tomorrow’s rejects.

A third reason is that I wanted the book to speak not just
to those desktop publishers who are advancing the frontiers
| of design but also to newcomers to the field—those discover-
. ing for the first time the exhilarating freedom of expression
| that desktop publishing provides.
. Consequently, the examples featured throughout this
book were produced in a simple, unembellished style. As
your design and desktop publishing skills grow, you un-
doubtedly will produce far more elegant materials than those
found in this book. In the meantime, I hope Looking Good in
Print will serve as a valuable stepping stone.

Let’s get started.

Roger C. Parker
Dover, NH
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Design techniques
used effectively

in one situation
may not work

in another.

Beginning
Observations

Part of the challenge of graphic design is that it has no
“universal rules.” Everything is relative; it can’t be reduced
to a set of “if...then...” statements. Tools and techniques you
use effectively in one situation will not necessarily work in
another.

For example, framing an advertisement in a generous

' amount of white space may draw a lot of attention to the
' message and look striking. On the other hand, a large border

of white space on a newsletter page may make the text look

. like an afterthought and create a sparse, uninviting look.

Or consider typeface choices. A combination of Palatino
for text and Helvetica for headlines may look great for an
instruction manual, but too bland for a flyer announcing a
jazz concert in the park.

If design were governed by a set of hard-and-fast rules,
computer programs would replace graphic artists—and
every advertisement, book, brochure, newsletter and poster
would look the same. The resulting uniformity would rob
the world of the diversity and visual excitement that add so
much to magazines, newspapers and even our daily mail!

Good design stems from a thorough knowledge of the
building blocks of graphic design and specifying them
appropriately, based on the format and function of an
individual project.
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Part of the chal-
lenge of design
is that it has no
universal rules.

Successful design also evolves from a mindset:

B A willingness to experiment.

B Confidence in your perceptions.

= Recognition that effective design is a process,

not an event.

= Devotion to detail.

Because good design is often transparent, understanding
the fundamentals of design—those building blocks that
transform a scribbled note into a professional, attractive print
communication—will give you the tools you need to use
your desktop publishing system to full advantage.
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another top notch presentation.

- Bob

your projects.

First, let’s examine some general principles and prelimi-
nary steps that will help you gain solid footing in designing



Effective design is
often transparent.

The more you
define a project’s
purpose, the
better you'll do.
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UNDERSTANDING YOUR MESSAGE

The design process is simply an extension of the organizing process
that began as you developed the concept for your project.

To the extent that you can define your project’s purpose and
can prioritize the different parts of your message, you can
create effective, good-looking print communications.

If, however, you're unclear about the purpose and unde-
cided about the sequence and relative importance of the
information you want to communicate, you're in dangerous
waters. You're forced to operate subjectively rather than
objectively.

Let’s say you're designing a layout for a newsletter article
that includes a series of photographs. Unless you've thought
through the role of the photographs in the article, you won’t
know how to position them. You'll be forced to be strictly
subjective: “I think this photograph looks good here,” etc.

But if you know how they relate to the story and each
other, you can easily decide on the proper order and size for
them.

In a sense, desktop publishing and the tools of graphic
design are an extension of your communication skills. They
make it easier for you to give visual organization and em-
phasis to your message.

However, they cannot compensate for a lack of initial
planning or organization, which is why the success of your
project hinges on this initial stage.

Before starting a project, ask yourself these questions:

® Who is the intended audience?

® What is the basic message you're trying to
communicate?

® [n what format will readers encounter your message:
book, newspaper, newsletter, magazine, brochure,
mailer, slide presentation, etc.?
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Effective design I
emerges from trial il
and error. l

M

# What similar messages have your readers encountered
from other sources or competitors?

How does this publication relate to your other
publications?

The more you define your project’s purpose and environ-
ment, the stronger your design will be.

EXPERIMENT

Turn off your computer and start to experiment.

Let’s dispel the myth that design solutions appear like magic
in a burst of creative energy or like a light bulb illuminating
over the head of a cartoon character. Successful graphic de-
sign usually emerges from trial and error. Solutions are the
result of a willingness to try various design options until one
looks right.

Although desktop publishing lets you produce graphics
on your computer, it’s often best to loosely sketch initial
ideas and trial layouts with pencil and paper.

Try out ideas. When you finish one sketch, begin another.
Let speed become a stimulant.

You'll find your ideas flow much faster—and you’ll arrive
at a design solution much quicker—if you sketch out alterna-
tive ways of arranging text and graphics by hand.
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Keep a file of great
designs for inspira-
tion.
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Don’t bother with detail for now. Think big: use thin lines
for text, thick lines or block lettering for headlines, and
“happy faces” for art or photographs.

SEEK INSPIRATION

Train yourself to constantly analyze the work of others.

Sensitize yourself to examples of effective and ineffective
design. If a direct-mail piece you like appears in your mail-
box, examine it and determine why it appeals to you. If you
see an advertisement in the newspaper that’s confusing or
too busy, dissect it and identify why it doesn’t work.

Maintain a Clip File

Most experienced graphic artists maintain “inspiration” files
containing samples they like.

When you get stuck on a project, spend a few moments
reviewing your favorite designs on file. Chances are, they
may serve as a catalyst for your design decisions.

If your projects will be printed in two-, three- or four-
color, you may want to collect samples of color projects that
you feel are particularly eye-catching.

Look Beyond Desktop Publishing

It's easy to become so involved with desktop publishing hardware
and software features you lose sight of the fact that they’re simply
tools—that your real challenge is creating the overall design.

To focus on design without the technological trappings, skim
professional design publications that showcase elegant,
excellent design examples (see the “Bibliography”).

Join a local advertising group, art directors club or com-
munications forum. Even if you’re not involved in the adver-
tising or public relations fields, you as a desktop publisher
share a common goal of informing, motivating and
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There are no
“good” or “bad”
typefaces, only
appropriate and

inappropriate ones.

persuading others. You're likely to return from these meet-
ings with a fresh perspective on your communication and
design efforts.

RELEVANCE

Every graphic element should relate to its particular communica-
tions function and unique environment.

Just as in music, there’s nothing right or wrong about notes
such as Middle C or B-flat, there are no “good” or “bad”
design elements—only appropriate or inappropriate ones.

A financial newsletter, for example, requires a totally
different design than a gardening newsletter with lots of
pictures and short articles.
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An image-building magazine ad requires a different
| design approach than a product- and price-oriented news-

Touch!
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A letterhead for a prestigious law firm should be easily
distinguishable from a letterhead for a rock music promoter.
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Successful graphic design is relevant. Each design should
be judged on its ability to help the reader quickly and easily
understand your message.

Form must always follow function. Think of graphic
design as a means of communication rather than mere
decoration.

And a word of caution: Don’t let enthusiasm for the capa-
bilities of your desktop publishing system get in the way of
clear communication. Your message is the heart of your
document. Design and technology should only enhance,
not overshadow that message.

Clarity, organization and simplicity are as critical to de-
sign as they are to writing.

Always strive for cohesiveness between appearance and
content. Important ideas, for example, should be made visu-
ally more prominent than secondary ideas or supporting
facts and figures.

YOU COULD BE HERE

IF YOU HAD
£ AUTOMATIC
O 9F®? . PAYROLL

‘
A== DEPOSIT

This should come as good news to those who have been
intimidated by graphic design, thinking of it as an art prac-
ticed only by the gifted or the trained. If you use the appro-
priate tools, you should be able to produce effective, good-

| looking publications.



Effective design
depends on how
well each piece of
the puzzle fits with
the other pieces.
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PROPORTION

The size of all graphic elements should be determined by their
relative importance and environment.

Because there are no absolutes in graphic design, success is
determined by how well each piece of the puzzle relates to
the pieces around it.

For example, proper headline size is determined partly by
its importance and partly by the amount of space that sepa-
rates it from adjacent borders, text and artwork. A large
headline in a small space looks “cramped.”

DON'T CROWD ME OUT!

We hold these truths to be self-evident, of Happiness. That to secure these

that all People are created equal, that rights, governments are instituted

they are endowed by their Creator with  among Men and Women. We hold
certain unalienable rights, that among these truths to be sedf-evident, that all
these are Life, Liberty, and the Pursuit People are created equal, that they are

”

Likewise, a small headline in a large space looks “lost.

? WHERE AM 1?

We hold these truths to be self-evident, of Happiness. That to secure these

that all People are created equal, that e e
they are endowed by their Creator with ail)n’gg:bn and Wi 5 \:\,e hold

certain unalienable rights, that among these truths to be self-evident, thatall
these are Life, Liberty, and the Pursuit People are created equal, that they are

The proper thickness of lines—called rules—should be
determined by the size of the type and the surrounding
white space.

Rules that are too thick can interfere with reading.

| Feel I'm Being Overwhelmed

Rules that are too thin can lack effectiveness.

WAR DECLARED
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When working with groups of photographs or illustra-
tions on a page also consider proportion. When one photo-
graph is larger, it enhances interest and sends the reader a
nonverbal message about the relative importance of the
photographs.

Type size and the distance between lines should properly
relate to the column widths that organize the type. As you'll
see later, wide columns are generally preferable for large
type. And narrow columns are appropriate for small type.

DIRECTION

Effective graphic design guides the reader through your
publication.

Readers should encounter a logical sequence of events as
they encounter and read your advertisement or publication.
Graphic design should provide a road map that steers your
readers from point to point.




Reconcile the need
for both variety
and consistency.
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The design of that map should follow the readers’ natural
tendency to read an advertisement or publication from upper
left to lower right.

THIS DRIP IS
COSTING YOU
MONEY

Peter's Plumbing
112 E. South St.
Pipesville, PA 15223
(481) 553-2843

CONSISTENCY

Consistency leads to an integrated style.

Style reflects the way you handle elements that come up
again and again. Part of a document’s style is decided from
the beginning. The rest emerges as the document develops
visually.

Consistency is a matter of detail. It involves using restraint
in choosing typefaces and type sizes, and using the same
spacing throughout your document.

One of your biggest challenges as a desktop designer is to
reconcile the continuing conflict between consistency and
variety. Your goal is to create documents that are consistent
within themselves, without being boring. Boredom occurs
when predictability and symmetry dominate a document.

Thus, your publications should be consistent within
themselves and with your organization’s other print commu-
nications, yet they should be visually distinct. If you use
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one-inch margins in the first chapter of a book, you should
use one-inch margins in all chapters.

Page-to-page consistency can be provided in any of the
following ways:

= Consistent top, bottom and side margins.

m Consistent typeface, type size and spacing specifica-

REhetiikity, o tions for text, headlines, subheads and captions.

symmetry result in
visual boredom. m Uniform paragraph indents and spaces between col-
umns and around photographs.

] = Repeating graphic elements, such as vertical lines,
columns or borders, on each page.

For example, you can create an “artificial horizon” by
repeating a strong line or graphic on each page in your
publication.

Water | % G || -
Birds ‘%\ = \ 9%




Lively, attractive
documents tend
to have a lot of
contrast.
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CONTRAST

Contrast provides dynamic interest.

Contrast gives “color” to your publication by balancing the
space devoted to text, artwork and white space. When
analyzing an attractive publication, compare “dark” areas—
such as large, bold headlines, dark photographs or blocks of
text—and notice how they’re offset by lighter areas with little
type.

High-impact publications tend to have a lot of contrast.
Each page or two-page spread has definite “light” and
“dark” areas, with lots of white space and illustrations.
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Contrast enhances
the communicat-
ing power of your
publication.

You can create publications low in contrast, where all
pages and parts of pages are a uniform shade of “gray.”
Formal reports, policy statements, books and press releases
often have low contrast.
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Contrast can be observed by turning the publication
upside down. Viewed from that perspective, your eyes aren’t
misled by the tendency to read individual words. Instead,
you concentrate on the overall “color” of the publication.

Contrasting sizes can create visual tension, which can
keep the reader interested. For example, you might have a
headline set in a large size above a subhead set in the same
typeface at a much smaller size.

We hold these truths to be self-evident, that all People
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.

VISUAL TENSION
THE CAUSE AND THE CURE

that all People are created equal, that they are
endowed by their Creator with certain unalienable
rights, that among these are Life, Liberty, and the




Designers assemble
a total picture from
individual parts.
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Effective graphic design is based on balancing contrast
and consistency. Your designs must be dynamic enough
to keep the reader interested, yet consistent enough so
that your advertisement or publication emerges with a
strong identity.

THE TOTAL PICTURE
Think of graphic design as the visual equivalent of a jigsaw puzzle.

Your job is to assemble a total picture from a series of parts.
No piece of the puzzle should be isolated from the others.
The various parts must fit together harmoniously.

The “total picture” includes consideration of the environ-
ment in which your advertisement or publication will be
distributed.

For example, when designing a newspaper advertisement,
consider how it will look when surrounded by news items
and other ads.

When planning a newsletter or direct-mail piece, imagine
how it will look when it arrives in the recipient’s mailbox.
When designing a magazine cover, consider how it will
appear surrounded by other magazines on the newsstand.
When creating product literature, visualize it displayed in a

' brochure rack.

i
I

Inside a publication, the most important part of the total
picture is the two-page spread. If you concentrate on design-
ing each page as though it were a self-contained entity, you
might end up creating two pages that look good individu-
ally, but don’t work side by side. So, when designing multi-
page publications, such as newsletters, brochures or books,
focus on two-page spreads instead of individual pages.






Readers seldom
encounter just
one page, but
see facing
pages together.
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When viewed side by side, however, they “fight” each
other and present a disorganized, difficult-to-read image.
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Remember that readers seldom encounter individual
pages, but see left- and right-hand pages together.
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Restraint is the
hardest design
principle to apply
in a consistent
manner.

RESTRAINT
Strive for simplicity in design.

Restraint is probably the most difficult design principle to
apply in a consistent manner. That’s because desktop pub-
lishing presents you with tremendous design power—power
which just a few years ago was limited to those who had
years of training and tens of thousands of dollars worth of
equipment.

With so much power at your fingertips, it’s easy to forget
that straightforwardness is a virtue and that graphic design
should be invisible to the reader.

___ THE Golden Ridge
COMMUNITY
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Rescued three cats at 229 W Madison Ave

Domestic happines observed at | East St
Flase fire alarm at 911 Burmns St

One alarm fire at Hot ‘n Spicy Restaurant
Man locked out of car at 209 W Key St
Woman locked out of house at 34 Door Blvd
Roamning dog reported on Wander Lane

MEMBERSHIP RENEWALS NOW!

Restraint is exemplified by sticking to a few carefully
chosen typefaces, styles and sizes.

In making design decisions, consider the degree to
which design enhances the basic message you want to
communicate.



Even the smallest
offending detail
can sabotage a
project’s design.
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Remember that emphasis can be effective only within a
stable framework. Like the boy who cried “Wolf!” too often,
excessive emphasis weakens your publication to the point
where it loses all impact.

DETAIL

Success in desktop publishing is based on attention to detail.

Design is detail. And the smallest offending details can
sabotage the appearance of an otherwise-attractive project.

Extra spaces after periods, for example, can create annoy-
ing rivers of white space in a text block. This can also be true
of justified columns of text—in which all lines are the same
length. Some lines are so sparse, huge gaps are created
between words. These can be distracting and cause the
reader’s eyes to drag diagonally through a column.
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“Thumbnail”
proofs reveal
where design has
been sacrificed for
expediency.
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Editorial tasks such as proofreading also require a lot of
attention to detail. For example, correctly spelled, misused
words sneak by spell-checking programs, which often can’t
differentiate spelling from usage.

The inns and outs of hotel/motel

management opportunities.

Be careful not to let these and other errors go unnoticed
until the presses are running.

EXAMINING PROOFS

Analyze reduced-size copies of your pages.

Most desktop publishing programs let you print out “thumb-
nail” proofs or a number of pages at a reduced size on a
single sheet of paper. These programs typically organize
facing pages next to each other, so you can see how spreads
will look.
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| “Thumbnail” proofs let you see where good design has

. been sacrificed for expediency. Too much symmetry or too
! much contrast also becomes obvious.

. Many desktop presentation programs that let you create
slides and overhead transparencies offer a “handouts”
feature. This lets you print the visuals for six or more slides
or overheads in a reduced size on one page so that each
audience member can take one along to use for future
reference.

MOVING ON

These qualities—practicing restraint, concentrating on
proportion, achieving a balance between consistency and
contrast, and paying attention to detail—will ensure the
effectiveness and attractiveness of your designs.

Now let’s get down to the actual page makeup by explor-
ing important organizational tools you'll use in creating your
desktop-published projects.




Graphic organizers
are at the heart

of effective

page design.

Tools of
Organization

Effective graphic design is based on organization. It guides

| readers’s eyes from one point to another in a document and

alerts them to what'’s of primary importance and what is

supplemental. It helps readers locate information quickly.
By applying various organizing tools, the two primary

page elements, graphics and type, are given form, and the

. function of the document itself is defined.

In short, these “ingredients” are at the heart of page
design and can be created by using your desktop publishing
program’s tools.

PAGE ORGANIZERS

Fundamental to the overall page layout are page organizing
tools. Different desktop publishing programs offer different
ways of implementing those tools.

- Grids

Grids establish the overall structure of a page by specifying the
placement of text, display type and artwork.

Grids consist of nonprinted lines that show up on your
computer screen but not on the finished publication. Grids
determine the number of columns, margin size, placement of
headlines, subheads, pull-quotes and other page ingredients.



24  Looking Good in Print

Grids set up
page-to-page and
project-to-project
consistency.

By creating grids,
layout can be

determined once
and reused later.

|

They’re valuable for a number of reasons: they set page-to-
page or project-to-project consistency, as well as help you
avoid reinventing the wheel each time you create another ad
or newsletter issue. In other words, layout can be determined
once and reused with slight variations.

Desktop publishing programs differ in their ability to
create grids. Some programs provide you with ready-made
grids you can modify.

Many programs use a series of horizontal and vertical
lines that define columns and page margins.
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Other page-layout programs are based on setting text into
boxes, or frames.
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Many word processing programs also let you format
pages by setting parameters that define column placement
and margins, even though the column boundaries aren’t
always visible on-screen.

One way or another, all programs let you establish for-
mats that are automatically maintained from page to page or
throughout a series of documents.

Styles

Styles provide the “memory bank” for desktop publishing, giving
you instant access to the design specifications on a project.

Keeping track of all these organizers—column specifications,
headline font and size, caption placement and size, the picas
between a subhead and the text—is too daunting for those of
us not blessed with a photographic memory. Fortunately,
desktop publishing programs offer the ultimate organizer—
styles.

Each specification concerning type or format in your
document can be defined as part of your document’s styles.
Once defined, the style can be conveniently applied as you
create your document.
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Column width
affects readability.

Styles are of paramount importance if you're creating a
multipage document or a standard format that will be re-
peated frequently on future projects. After you've finalized
your document design, setting up styles is probably the most
important part of production planning.

Columns

The most fundamental part of a grid, columns organize text and
visuals on a page.

Text and visuals rarely extend in an unbroken line from the
left side of the page to the right. They’re usually arranged in
columns, or vertical blocks. For most documents, column for-
mats range from single-column to seven-column page layout.
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Readers tend to
scan groups of
words rather than
individual letters.
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The greater the number of columns on a page, the nar-
rower the column and the shorter the line length. And
column width has a profound influence on a publication’s
readability. Remember that readers scan groups of words
rather than individual letters. Narrow columns can be
difficult to read because the readers’ eyes have to shift to the
next line more often than with longer line lengths.

The wider the column, the more difficult it is for the
readers’ eyes to make a smooth transition from the end of
one line to the beginning of the next without getting lost.

8-point text placed on a 23-pica column is very difficult to read. 8-point text placed
on a 23-pica column is very difficult to read. 8-point text placed on a 23-pica column
is very difficult to read. 8-point text placed on a 23-pica column is very difficult to
read. 8-point text placed on a 23-pica column is very difficult to read. 8-point text
placed on a 23-pica column is very difficult to read. 8-point text placed on a 23-pica
column is very difficult to read. 8-point text placed on a 23-pica column is very
difficult to read. 8-point text placed on a 23-pica column is very difficult to read.

Column width affects the type size of the text. Narrow
columns work best with small type sizes.

But 8-point text in a 12-pica column is read-
able. But 8-point text in a 12-pica column is
readable. But 8-point text in a 12-pica col-
umn is readable. But 8-point textin a 12-
pica column is readable.

Wider columns usually require larger type sizes.

12-point type looks good when placed in 23-pica col-
umns. 12-point type looks good when placed in 23-pica
columns. 12-point type looks good when placed in 23-
pica columns. 12-point type looks good when placed in
23-pica columns.

Not all columns on a page have to be the same width.
Good-looking publications can be created by varying column
widths based on an established multicolumn grid.
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Attractive docu-
ments can be
created by varying
the widths of

columns. )

For example, the five-column grid lends itself to a variety

of arrangements.
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In a five-column format, subheads and illustrations can be
laid out side by side in a narrow column adjacent to one or

two wide columns of text.




The distance be-
tween columns
also affects the
“color” of a
publication.
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Variations on the above are permissible within a docu-
ment, but should always conform with the overall column
scheme. A two-column photo, “A,” on a five-column grid
looks good when its edges are aligned with column guides.

. Likewise, a three-column photograph, “B,” on a five-
- column grid works well when the edges of the photograph
|| are lined up with the column guides.
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|
|

But, a two-and-a-half-column photograph, “C,” on a five-
column grid creates unsightly “half-columns” of white space

or short columns of type.

Just as establishing the number of columns influences the
“color” of a publication, so does the space between columns.

”

Closely spaced columns “darken” a document and often
make it more difficult to read—the reader’s eye tends to

jump the gap between columns.
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Extra space between columns “lightens,” or opens up, a

page and clearly separates one column from another.
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The width of a
gutter depends
upon a project’s
binding method.
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Gutters

In designing multipage documents, pay particular attention to the
gutter, or inner space of facing pages.

Gutter size depends primarily on the type of binding you
plan to use. For example, perfect binding—a method in
which all pages are glued together—used in this and most
books will reduce the size of the inner margin. It’s usually a
safe bet to leave a traditional gutter margin of a 1/2-inch to
accommodate this type of binding.
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longet line lengihe. The wider the cohsmn, the more difficult 4 for the
teaders’ cyes Lo make a smooth transitson from the end of one line 10 the be-
pring of the nest withous geuing kom Column widh afecs the type uze
of the tex1. Narrow colums work best with sl e szes Wader col-
e rsually requie larger e sizes @ The greater the mumber of ol
umns on 2 page. the aarzower the colum #nd shoner the line lengh And

. 3
mermiber that readers scan groups of words rmhe than indwidual feners
Narrow cobumns can be dificuh o read because the readers’ €y have o
44k 0 the mext fine more olien than with longer e lengihs. The wides
the columa, the more dlficultu 1 for the readers’ eyea 10 make 3 smocth
transiion from the end of one ine 1o the begnning of the neis withowt gr1-
tng low. Column widih affecs the type size of the text @ Narrow colums
work bes wih small type sizes Wider columns ussally require rgsy type
ses Test and visusls crely cxtendd in an unbroken fin Irom the lef side
of the poge 1o the nght Theyre usally aranged in one or more colurons,
of vereal Blacks For most documents column formais rangs from single-
page Layout The greater the
2 page. the narmower the cokumn and shoner the fine length @ And col-

umn o seven-column page yout The greater the number of columns on »
puge, the rarrowes the column and shorier the ine lengh And column

wmn s has » profound nfluence o » publication's readabslny Remern-
ber thas readers scan groups of wonds rather than individual leviers. Narmow

| €= Xop |

For ring binding, reserve a 5/8- to 3/4-inch gutter. Most
plastic spiral bindings don’t require such wide gutters, but
it’s best to choose a particular binding first and design your
gutter width around it.
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Margins determine the space between columns and/or the borders

and edge of a page.
Effective design allows “breathing room” between the live

area and the physical boundaries of a page, referred to as

trim size.
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The larger the
margin, the
“lighter” the
publication.

The larger the margin, the “lighter” the publication.

Thinner margins result in “darker” publications.
Often referred to as display type, these organizing tools

highlight your message and help readers understand it

Text organizers include headlines, subheads, captions and more.
quickly and easily.

TEXT ORGANIZERS



Effective headlines
are clearly differ-
entiated from text.
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Headlines

Use headlines to invite readers to become involved in your adver-
tisement or articles in your publication.

The most basic text-organizing tool, headlines help readers
decide whether to read a document. They should be as
short and concise as possible so they can be quickly read
and understood.

' Solar Soak

your cares away/

Relaxing in your own backyard. we hold these
truths to be self-evident, that all People 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

|
I Solar Soak Hot Tubs e 1-800-U2SOLAR
]

- To be effective, headlines should be clearly differentiated
. from text, which can be done in two ways.
In addition to setting them in a large type size, you can
add emphasis to headlines and give contrast to your page
. by setting them in a different typeface than the one used
- for the text.
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The greater the size difference between headline and text,
. the easier it is for readers to identify and read your headline.
Even though headlines should be designed for impact,
. make them as readable as possible. For example, avoi

1

setting long headlines in uppercase type. Not only do long,
uppercase headlines occupy more space, they slow readers

LONG HEADLINES SET IN UPPER
CASE TYPE ARE HARDER TO READ

:__

down because they're difficult to read.

|
|

e

GREAT NEWS!

It's best to limit uppercase headlines to several words.

This adds impact without slowing down the reader.
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Long headlines
can look too
complex and
wordy.

Centering long
headlines forces
readers to search
for the beginning
of each line.

The most readable type scheme for headlines is to use
uppercase only for the first letter of each word (other than
articles and short prepositions).

Set Your Headlines
With Initial Caps

Try to limit headlines to three lines. Long headlines of four
or more lines can look too wordy and complex to read at a
glance. Also, avoid centering headlines that contain more
than two lines. Long, centered headlines slow readers down
because they have to search for the beginning of each line.

Sleet and Snow Storms
Predicted to Occur Over
the Next Several Days
in the Midwest
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Flush-left headlines, on the other hand, let readers move
directly down to the first words of the following paragraph.

Kickers
Lead into your headline with a kicker, a short summary phrase.
Kickers can introduce the headline by relating it to other

articles or existing information. Kickers also can categorize
an article.

Profile of a Modern Hero: uralienable  nghts, that

among these are Life,
. . . Liberty, and the Pursuit of
Fireman Risks Life to e Tt © <o

these nghts, governments

H are instituted among Men
Save Cat C"US"" n and Women. We hold these
We hold these truths to be  to be self-cvident, that all  Wuhs to be selfevident,
selfevident, that all People  People are created equal,  that all People are created
are created equal, that they  that they are endowed by ~ ©ual. that they are en-
are endowed by their Crea-  thew Creator with certain  90wed by their Creator sath
tor with certan unalienable  umalienable nghts, that  Celan unalicnable nghts,
nghts, that among these are  among these e Life,  that amang thesc are Life,
Life. Liberty, and the Liberty, and the Pursuit of ~ Liverty, and the Pursuit of
Pursuit of Happiness That  Happiness. That to secure  Hsppiness. That to secure
to sccurc these nghs, thesc rights, govemments thése nghts, governments
governments arc instituled e instituted among Men V¢ instituted among Men
among Men and Women. and Women. We hold these 274 Women. We hold these
We hold these truths 10 be truths 10 be self-evident,  UVths 1o be self-evident,

Subheads

Subheads clue readers into the content organization within
an article.

Subheads placed between the head and the text improve
the appearance of a page by providing a transition between
headlines and text. They give visual contrast and offer read-
ers more detailed information about the text.

Subheads placed within a document, instead of following
the headline, let readers quickly locate information and
break text into manageable segments.
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Compare these two examples. In the left-hand example,
you're faced with a long expanse of type. Because the page is
so “dark” and you don’t have a clue to its contents, reading it

Subheads can is a chore.

provide a transi-
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The right-hand example is more inviting because the page
is more “open” and you can easily decide whether the text
relates to your interests.

There are various ways to set subheads apart from text.
For example, they can be placed inside or next to the text.

9,
Don’t Make Don’t Make
Reading a Chore Reading a Chore
Open up Your  Scbbeats dus ratery ma e covvt rpamce
Openup Your secswwsthesd  Use Various 5 wp Y e wikhm et A Subdaaad brea tev te
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Py e ot nd s They et
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Subheads should

be visually linked

with the text they
introduce.
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Subheads should always be closely associated with the

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance reader-
ship by providing a transition between
headlines and text.

Subhead Linked to Text
Mystery

Subheads can be set apart from text by us-
ing various techniques. For example, they
can be placed inside or next to the text.
Subheads should always be closely associ-

Incorrect

text they introduce. Leave more space above the subhead
than below it to link it with the text.

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance reader-
ship by providing a transition between
headlines and text.

Subhead Linked to Text
Mystery

Subheads can be set apart from text by us-
ing various techniques. For example, they
can be placed inside or next to the text.
Subheads should always be closely associ-

Correct

Like headlines, subheads tend to stand out when set in a

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance reader-
ship by providing a transition between
headlines and text.

Missing Contrast Is Suspected
Subheads can be set apart from text by us-
ing various techniques. For example, they
can be placed inside or next to the text.
Subheads should always be closely associ-
ated with the text they introduce. There

should contrast between the subhead

larger type size and a different typeface than the text.

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance reader-
ship by providing a transition between
headlines and text.

Correct Contrast Has
Been Located

Subheads can be set apart from text by us-
ing various techniques. For example, they
can be placed inside or next to the text.
Subheads should always be closely associ-
ated with the text they introduce. There
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Subheads tend to
stand out when set
in a different type
than the text.

Subheads can be set centered, flush-left or flush-right.

Subheads clue readers into the content or-
ganization within an article. Subheads break
text info manageable segments, improve the
appearance of a page and enhance readership
by providing a transition between headlines
and text.

Subheads Offer
Great Variety

Subheads can be set apart from text by using |
{ various techniques. For example, they can be }
| placed inside or next to the text. Subheads |

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance readership
by providing a transition between headlines
and text.

Subheads Offer
Great Variety

Subheads can be set apart from text by using
various techniques. For example, they can be
placed inside or next to the text. Subheads
should always be closely associated with the

Subheads clue readers into the content or-
ganization within an article. Subheads break
text into manageable segments, improve the
appearance of a page and enhance readership
by providing a transition between headlines
and text.

Subheads Offer
Great Variety

Subheads can be set apart from text by using
various techniques. For example, they can be
placed inside or next to the text. Subheads
should always be closcly associated with the

Horizontal rules above or below subheads can add
emphasis.

Subheads clue readers into the content or-
ganization within an article. Subhcads break
text into manageable segments, improve the
appearance of a page and enhance readership
and text.

THE RULES OF SUBHEADS

Subheads can be set apart from text by using
various techniques. For example, they can be
placed inside or next to the text. Subheads
should always be closely associated

As with other organizing tools, uniformity is important.
Remember to treat subheads consistently throughout your
desktop-published document.



Next to headlines,
captions are the
most widely read
part of a
publication.
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Captions

Use captions to tie photographs and illustrations into the rest of
your publication.

Studies show that headlines and captions are more likely to
be read than any other part of a publication. Accordingly,
use captions to summarize important points.

Captions can be placed in a variety of ways. They can be
placed next to the artwork they describe or can be placed
above the artwork.

Gwes Gamonsrscce B 909

Thw Unveray ofters ey 100 undeetyd e Gmiies s

rgree You can aho rom 4 Masas of B Adarestration (BA

el recogrmd

Most often, captions are placed below the artwork.

< el et ot
e 4 8 8 Mt 1 e i 6 v by
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| Another alternative is to place the caption inside the
artwork (see page 213).

When set above or below the artwork, captions can be
centered or aligned with the left- or right-hand edge
of the visual.

Caption width should be in a pleasing proportion to the
width of the photograph or illustration and to surrounding
white space and text.

But this caption is just right.

Regardless of their position or alignment, captions should
be treated the same way throughout a publication. Thus, if
you align captions with the left-hand edge of photographs on
Page 5, align them the same way on Page 20.




Headers serve as
road maps that
help readers
quickly locate
information.

[
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Headers & Footers

Information at the top or bottom of each page in a newsletter, book
or training manual can be used to reinforce the publication’s
identity as well as serve as a road map to help readers locate the
information they seek.

Header information at the top of a page can include publi-
cation, section title and chapter title, chapter number and
page number.

Mastenng Your Computer
102 - Chapter 5.

Alternately, this space can be used to summarize the con-
tent of each page, helping readers quickly locate information.
Can you imagine how hard it would be to locate a specific
word in a dictionary without the aid of headers?

Footers can include the same information as the header
but at the bottom of a page.

Pull-Quotes & Sidebars

Pull-quotes and sidebars give your pages editorial diversity and
add visual interest to your layouts.

In addition to subheads, you can add graphic interest to your
page by using pull-quotes—a sentence or two extracted from
the text and set in display type within the text column or in a
side margin.
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Bullet Lists

To add emphasis to a list, use bullets or icons to mark each item.

Often, you'll want to list items in a long column instead of
running them in with the text. By inserting a bullet (usually a
boldface dot or square) or other icon, the list takes on a new
importance and invites readership. This technique is particu-
larly effective in advertising.

> Earn

$5o,ooo

The job of a lifetime: few skills
required, little work expected from you.
W Paid Vacation

W Paid Holidays

B Medical Insurance

B Retirement

! Send resume and cover letter to:
118 _{ Fantasy Place
\ 2001 Yellow Brick Road
: J Wonderland, CA 92929

o §

Checkmarks, triangles and other symbols (known as
dingbats) used for bullet lists can add a more sophisticated
look to a page.

O & v O ¥ > 4+ xO

Jumplines

Use jumplines to inform readers when articles are continued from
one page to another.

By continuing articles on inside pages, you can offer readers
a wider variety of editorial material on the front page of your
publication. As the number of articles included on Page 1
increases, so does the likelihood you’ll interest the reader.
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l Continuing articles on other pages also allows for more
flexibility in laying out a long story that won't fit on a page.

' . The jumpline eliminates any confusion readers may have

Jumplines elimi- about where to read next.

nate confusion

about where to

read next. Publishin
POTPOURRI

Bits of Type for Everyone

Con

Use pamplones  inform

Use pamplenes o form 30 does the Ekelbocd vou
readers when artles are maerest the reader

contanaed from one page Estabisc the ddentty of you
aroeher By contres rbixanon with a dubrcty
o awade pages. you can ofter ramepiate. A nacneplate 4 8
resciers & wider varety o dtnctve type trestment of
edonal matenal on the front publxations s ot
e of your publication. As Estad enbty of you
the rumber of artacies pablication with 2 dsonctre
nchaded on Page | wcreases o = g

Nameplates & Logos

Establish the identity of your publication with a distinctive and
prominent nameplate.

A nameplate is a distinctive type treatment of your
publication’s title. As the first item on the first page, it
should be prominent enough to immediately establish a
lasting visual identity and should remain the same from
issue to issue.

OCTOBER 1989

A NEWSLETTER FOR PARENTS & KIDS




A logo reflects
the nature and
philosophy of
a business.
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Although large and recognizable at a glance, a nameplate
should not overshadow the headlines on a page.

Use your firm'’s logo as a “signature” on your document.

Alogo is a graphic symbol that relates to your firm’s
type of business.

VENTANA
PRESS

It also can reflect your firm’s philosophy.

Often, the letter-spacing has been specially modified
to create a distinct effect called logo type.

Sometimes the letters touch or overlap.

“HODF
BEAT
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A logo should
not be so large
it overwhelms
the page.

In other cases, portions of the letters are omitted or
exaggerated.

VOLUME 4, No.

2
D)
‘

Logos should be large enough to be easily identified,
yet they shouldn’t overwhelm or detract from sur-
rounding copy.

Logos are particularly important in magazine and news-
paper advertisements. They not only provide immediate
visual identification and ad-to-ad consistency, but they also
give the ad a strong finish.

BrLackBiro DEesSIGN

“Design With A Twist”

PO C20
6060-A BX PO ROAD
RALBOH, MC 17009










The type you
choose can help or
hinder readability.

The Architecture
of Type

Typography—the design of the characters that make up text and
display type (headlines, subheads, captions, etc.) and the way
they’re configured on the page—influences the appearance of your
print communications more than any other single visual element.

The typeface you choose sends an important message about
your message. It conveys mood, communicates attitude.
Therefore, type choices can help, or hinder, your readers’
ability to understand your message.

However, many other factors must be considered in
choosing type: column alignment, column width and spac-
ing. These decisions rank right along side determining type
family, size, style and weight.

In addition, your desktop publishing system may give
you such options as rotating or distorting type, as well as
wrapping type around visuals and composing it to fit the
available space.

Establishing a grid for your document is the first step in
creating a page layout; developing the typographic treatment
follows closely behind.
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Typefaces set the
tone of a docu-
ment and “speak”
to the reader.

TYPEFACE

Choose a typeface that “speaks” to your readers in the tone most
appropriate to your publication.

Typeface refers to the design of letters, numbers and other
characters. Thousands are available, each representing its
designer’s unique approach to clarity and expressiveness.

Each typeface influences the tone of a publication. For
example, some are authoritative (Kabel Bold):

Recall Demanded

Others convey friendliness (Bookman Bold):

o 0005,

Sunny Weekéend
Others look decorative (Vivante):

Qﬁm{r SDream Couse

Still others possess a classy look (Mona Lisa):
ngpﬂmny] Per{{@rmance

Typeface design generally falls into two broad categories:
serif and sans-serif.

Serif Type
Serif typefaces are commonly used for text.
Serif type is categorized by small strokes at the ends of each

letterform. These strokes, called serifs, serve both decorative
and functional purposes: they add visual character to the



Serifs help guide
readers from letter
to letter.
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letters and guide the reader’s eye movement from letter to
letter, helping the reader see your message in terms of words
and sentences instead of as individual letters.

Typefaces with rounded serifs tend to be friendly (Letraset
Rialto):

Yard Ulork Made Easy

Typefaces with squared serifs look official or architectural
(Square Serif):

Tax Form Enclosed

Times Roman, one of the most frequently used serif
typefaces, is a resident font in most laser printers. Other
frequently used serif typefaces include

- New Century Schoolbook
Bookman = Palatino

Sans-Serif Type

Sans-serif type is ideal for display type—headlines, subheads, pull-
| quotes, captions, etc.

Sans-serif type is just what the name says: type without
| serifs. Here’s an example (Univers Bold)

| No Serifs Here!
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In small doses,
sans-serif type
adds impact to
a document.

Sans-serif type
looks best when
surrounded by
white space.

The simplicity and elegance of sans-serif typefaces make
them ideal for large headlines and other display treatments.

LUNCHEON SPECIALS

Al sandwiches include a dill pickle spear &
your choice of chips, potato or macaroni salad.
SALAD SANDWICHES
Egg * Tuna » Chicken Hm Turkey « Roast Beef or
White, Whole Wheat, Rye Bread Combination
$329 White, Whole Wheat. Rye Bread
Hoagic $3.99 $3.79
172 Hoagie $2.29 Hoagie $429
Roll $3.59 172 Hosgre $2.99
Roll $3.99
Add 50 cents for combination. Add 50 cents for cheese—
Swiss, Amencan or Provolone
OPEN 7:00! IN THE
Egg * Tuna * Chacken s.\.zs MORNING
Served with potato and macarom Bagels » Baked Muffins
salads on a bed of lettuce. Enghsh Muffins

Serif type, on the other hand, works well in smaller sizes,
particularly for a text face, and can look busy and cluttered
when set in large sizes for display purposes.

However, while sans-serif type in small doses can add
impact to a document, it’s often difficult to read in long
blocks of text. Serifs help the reader recognize the shapes of
the letters. Take away the serifs and there’s less letter-to-
letter differentiation.

Sans-serif typefaces look best when surrounded by plenty
of white space, as in headlines or widely spaced lines of
display type, as shown in the sidebar below.

When White Space
Meets the Right Space

Tar gty b ek e e
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Because they contain enough letter-to-letter differences to
enhance legibility, Frutiger and Stone Sans—two contempo-
rary sans-serif typefaces—can safely be used for text (if line
spacing is increased). Both can add a fresh look to your
publication.

“Home is a place where, when you have
Frutiger to go there, they have to take you in.”
' Robert Frost

‘ “Home is a place where, when you have to
' StoneSans  go there, they have to take you in.”
| Robert Frost

Decorative & Script Fonts

Choose decorative or script typefaces for situations in which type is
more ornamental—and mood evoking—than informative.

Decorative and script fonts work well for some advertise-
ments, invitations, menus and posters. These fonts are also
ideal for creating logos and other applications in which style
and emotional response are more important than the reader’s
ability to easily decipher each letter.

Revue ThQ YQGI‘ il'l RQV(.IQ.
pomcasual Clothes for comfort - Dom Casual.

CETTING POWN TO
Beesknees ’EE’R.EE’ .

dftardy Salad ox
Harlow solid - ftatlow §olid?




Script fonts can
offer a tone of
elegance or
informality.
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Script fonts can offer an atmosphere of either elegance or
informality. Often, the letters are connected, echoing the
appearance of caligraphy or more basic handwriting.

Mistral T& MA‘M Wg Wbdéy.

Color your life with
Palette ?ﬂ lette.

Although you wouldn’t want to read long blocks of text
set in a decorative typeface, when used appropriately these
fonts can draw attention and provide a pleasing contrast to
more conventional serif or sans-serif type.

Dingbats

Use asterisks, bullets and other dingbats, or symbols, for visual
punctuation and interest.

Dingbats—decorative marks such as bullets, check marks
and square boxes—can be used to embellish page design or
call attention to items in a list in which all items are equally
important.

Consider the following cool-season
bloomers for your autumn garden:

€ Chrysanthemum
< Flowering Kale
€ Asters

If you plant seeds in late summer,
your flowers will bloom continu-
ously until the first frost.
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Dingbats can be
used to embellish
page design.

Dingbats can be used for end signs, symbols that indicate
the ends of articles.

People 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. &

Women in

Multimedia

That to secure these rights, governments are
instituted among Men and Women. We hold

these truths to be self-evident, that all
People are created equal, that they are

Symbols can further reinforce publication identity: for
example, a gavel for a newsletter distributed to judges or a
small airplane for an aviation pamphlet.

The seminar will consider ideas and
methods for increasing safety levels
in the aviation environment, such as
Structures

Performance

Power Plants

Navigation

Airports

Y¥ ¥ ¥
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Other typefaces are available for engineering, mathemati-
cal, architectural and other technical applications. These
faces include specialized symbols and fractions.

' Enviro

 ABCDEFGHIU L MNoP@R 5TUV
| WXYZ 0123456789

': Universal News & Greek Pi

| AoBRYASEeDOI yHnIUZEKR ANM L
NvOollmO®IPpZoTT06Q 060Xy
YvZ( "+ =X +=xF

Composers can even choose typefaces that create musical
notes! Some software programs allow you to create your
own custom equations and symbols.

TYPE STYLE

Type style refers to the variations in weight and stroke that lend
contrast or emphasis to each typeface.

On most desktop publishing systems, style options include
bold, italic, bold italic and small capitals.

Bold ¢ /talic « Bold Italic « SmaLL Caprs
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Boldface type must be used carefully and sparingly.
A lot of boldface type darkens a page, making it look too
dense and uninviting.

Bold Not Always Better

A lot of bold P oy T -
el : oo perd
hicker strokms and Move In emphasis © & type

ype can ar en wdd authority ov em- Setting wolsted words  face Boid type s bre-
ST ey Ol
Sy gea i CRARD

a page. breah up leag 43~ temtion ta s word thes  Boltface fype must be

Wao create & chacker  small scoma the
U
mya' the page on laser out-
Typefaces Charscters oet in bodd: e, Characters st o
Boldface type must be  face type have thucker boldface have
i ) )
o A o o T oL T
t
s lias and: e (ke wp . nend o sbbeems s
illed in Jong expanses of break vp long «x-
e e
o
In
CE R e
I
Soierd NS B
P O T T T
==t i
TRl Semint. . Hedoes
e o s b
: =t chionl Sl
s L It
mm e, it elhas
P L L S e
| e evemprterde eppearsnce e werd than it warrants
e e, (= o
s Rl T e

Also, be careful when setting isolated words in boldface
type in the middle of a block of text. The bold type can draw
more attention to a word than it warrants and create a
“checkerboard” look to the page.

Type style refers to
the modifications that
lend contrast or em-
phasis to each typeface.
On most desktop pub-
lishing systems, style
options include bold,
italic, bold-italic and
small capitals. Shadow,
outline and underline
styles are also offered.

Use italic for empha-
sis or when irony or
humor is intended. It
can also imply a con-
versational fone or in-
dicate a quote. It's of-
ten used to set cap-
tions. Use bold italic
to make a point really
stand out.
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Italics can be used
to imply a conver-
sational tone.

Use italic type for emphasis or when irony or humor is
intended. It can also imply a conversational tone or indicate
a quote. It’s often used to set captions.

He was not one hour late, he was three hours late.
Use bold italic to make a point really stand out.
And he forgot it was their anniversary!

Small caps are approximately 20 percent smaller than
regular uppercase type. Small caps let you emphasize words
without darkening the page with boldface or drawing
attention with large caps.

REGULAR CAPS vs. SMALL CAPS

You can use large and small caps together to indicate
sentence beginnings and or abbreviations.

KEEP ouT is not a message most of us like to hear. We
are by nature, creatures of curiosity, and we enjoy

exploring the unknown.

Shadowed and outlined type should be used with discre-
tion—and rarely in small sizes, since these styles can seri-
ously hinder legibility.

LL@@ K@ @@EATU

Yo e d=-Yok :‘(/:p-.'feaﬂ




Condensed type
increases the
number of letters
that can fit on a
line.
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Likewise, underlining interferes with the reader’s ability
to recognize letterforms by obscuring descenders, the stems
of letters such as g, j, p, q that dip below the text baseline.

Lines of emphasis can become
lines of annoyance.

TYPE WEIGHT

Weight—Iletter width and stroke thickness—gives you further
flexibility in lightening or darkening your page.

For example, in the Helvetica family, Helvetica Black has
more impact than Helvetica Bold. Helvetica Black is an ideal
choice for short, high-impact headlines.

BOLD WINS

Helvetica Light gives headlines a gentler look, “lighten-
ing” the page in comparison to the heavier Helvetica Black.

Lighten up and live longer.

Condensed weights offer a narrower “footprint.” This
increases the number of letters that can fit on a line. Helvet-
ica Condensed, for example, preserves the essential attri-
butes of Helvetica, but the letters are narrower. It’s ideal for
business forms where space is at a premium.

Combinations are also available. Helvetica Condensed, for

' example, is available in both Light and Black variations.

Helvetica Condensed
Helvetica Condensed Light
Helvetica Condensed Black
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Serif type tends
to have more
stress than sans-
serif faces.

|

These typeface variations offer you extra flexibility in
giving your publication a “voice” without having to intro-
duce entirely different typefaces.

Stress

Stress refers to variations in the thickness of the strokes that make
up a letter.

Serif type tends to have more stress than sans-serif; that is,
it usually contains vertical and horizontal strokes of vary-
ing thickness.

Times Roman is characterized by moderate amounts of
stress. Notice how the vertical strokes are thicker than the
horizontal strokes.

Different strokes...

Bookman, another frequently used serif typeface, has
strokes of a more even thickness.

for different folks.

By contrast, most sans-serif typefaces tend to exhibit the
same thickness at all points of a character (although there are
some notable exceptions). Univers, for example, lacks stress.

Stress-free strokes.

TYPE SIZE

Type size should be proportionate to both the importance of the
message and its surroundings.

When choosing type size, consider the amount of white
space available. In selecting a type size for text, consider
the width of the column and the number of columns
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(see “Columns” in Chapter 2, “Tools of Organization,” for a
review). The best measure for setting text type size is achiev-
ing a comfort level that makes the material easy and inviting
to read.

For display type size, bear in mind that small type adrift
in a sea of white space appears to be lost.

Where am 12
Type size should Conversely, large type squeezed into a small area is hard
be proportionate to read and is visually disturbing and claustrophobic.

to the importance
of the message.

.< Over Here,
! Taking Up All
| Available
Space

Strive for the balance that calls attention to the message by
both having the appropriate type size and giving it sufficient
breathing room.

Type that
looks and
feels good.
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Type is measured in points (72 points to the inch). Most

. desktop programs let you adjust type size in half-points.

O ¢

m||7|5l1

l |
palg RN B

L]

X-Height

. Alphabets set in different typefaces in the same type size can vary

You can manipu-
late type to create
special effects.

widely in apparent size and in line length.

Consider these two typefaces. Both are set in 18-point type.
One looks significantly larger than the other. In addition, its
lowercase alphabet occupies far more space than the other.

Now may be the time.
Now may be the time.

Classical Sans in the top example has a larger x-height—
the height of lowercase letters that don’t have ascenders (for
example, a, o, e and, of course, x).

. - . .
owx-neignt g x-leight
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X-height plays a major role in the density, or grayness, of
pages containing a lot of text. Alphabets with a low x-height
increase word density while preserving “lightness,” because
of the extra white space between the top of the ascender and
the main body of the letter.

Keep out is not a message most of us like to
hear. We are by nature, creatures of curiosity,
and we enjoy exploring the unknown.

Keep out is not a message most of us like to
hear. We are by nature, creatures of curiosity,
and we enjoy exploring the unknown.

This is why you often want to increase leading between
lines of type with high x-heights.

On the other hand, typefaces with a large x-height may
enhance legibility, enabling you to use a smaller type size.

ALIGNMENT

Lines of type can be set justified (flush-left/flush-right); flush-left
with a ragged-right margin; flush-right with a ragged-left margin;
or centered.

The type of alignment you choose influences the “color” and
tone of your publication, as well as the cost. Readability
studies tend to favor flush-left/ragged-right alignment,
meaning the first letters of each line are lined up with each
other, but the lines themselves are of irregular length. The
irregular line endings create a ragged margin of white space,
giving publications a lighter look. In addition, the even word
spacing enables readers to easily recognize word groups.
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Flush-left/ragged-
right alignment
provides an
“open,” informal
feeling.

Justified columns
of type can
“darken” a page.

Flush-left/ragged-right type gives a publication an infor-
mal, contemporary, “open” feeling. The space between each
word is the same. Flush-left/ragged-right lines generally end
where words end. Only long words that fall at the end of
lines are hyphenated.

| "This country, with its institutions,
belongs to the people who inhabit it.
Whenever they shall grow weary of the
existing government, they can exercise
their constitutional right of amending it,
or their constitutional right to dismem-
ber or overthrow it."

! Abraham Lincoln

Justified type produces lines of equal length. Type is
aligned on both left and right margins. Word spacing is
adjusted automatically to create the even line endings.

Because of the uniform line length, justified columns lack
the white space created with ragged alignment, and thus
tend to “darken” a publication. In addition, justified type

is sometimes considered more difficult to read because
more words are hyphenated and large gaps can develop
between words.

Nevertheless, many magazines, newspapers and books
use justified alignment because the word density is higher.
As a result, less space is needed to communicate the same
amount of information, which can reduce the number of
pages in a document and result in cost-savings.

"This country, with its institutions,
belongs to the people who inhabit it.
Whenever they shall grow weary of the
existing government, they can exercise
their constitutional right of amending it,
or their constitutional right to dismem-
ber or overthrow it."

Abraham Lincoln



Centering lends
a formal tone to
a document.
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For display type, centering is another alignment scheme
that’s particularly useful for short headlines that span more
than one column of type. Centering text lends a formal tone
to a document; it’s frequently used for wedding invitations
and official announcements.

C € © «
William and Mary
invite you to join them
in the celebration of their marriage.
¥
Saturday, April 12, 1992

]
The Harcourt Gardens

= = = = ~
e L e e L

However, avoid centering long blocks of type, even for a
three- or four-line headline. Because readers have to search
for the beginning of each line, centered type is more difficult
to read.

The Secret to the Chef's New
Masterpiece may be Licorice—
a love-it-or-leave it flavor.

Type also can be set flush-right/ragged-left. But, like
centered type, flush-right alignment forces the reader to slow
down to find the beginning of the next line, and therefore
should be used with discretion.

The Secret to the Chef's New
Masterpiece may be Licorice-a
love-it-or-leave it flavor.
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Adjusting space
between letters
often improves

readability.

Setting short headlines flush-right is a way to lock them to
text-heavy columns.

THE
PORTFOLIO
ADVISOR
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KERNING, TRACKING &
LETTER-SPACING

Kerning is the adjustment of space between selected pairs of letters.
Tracking automatically governs the amount of space placed
between each character throughout a block of text. Letter-spacing
can be used for special effects.

Certain pairs of letters sometimes appear to be separated by
too much space. This effect is particularly apparent in a
headline with an uppercase T next to a lowercase o, or an
uppercase W next to a lowercase a, etc.
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Letter-spacing can
transform a word
into a graphic
element.

By tightening tracking, you increase the density of your
text, fitting more words into the same amount of space. This
tends to “darken” a publication.

Usually, if you've set reasonable pa-
rameters for justification in your
program, the very worst offenders
in hyphenation will be lines with
bad breaks, caused by long single-
syllable words or words with

Conversely, loose tracking lightens a page.

Usually, if you've set reason-
able parameters for justifica-
tion in your program, the
very worst offenders in hy-
phenation will be lines with
bad breaks, caused by long

Letter-spacing, or stretching a word across a space (such
as the top of a column or page) can transform that word into
a graphic element. Letter-spacing is often used to create
department headings, identifying standard recurring fea-
tures in periodicals.



\Word spacing and
tracking are often
adjusted simulta-
neously.
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\WORD SPACING

The amount of space between words affects word density and the
readability of a publication.

When word spacing is tight, more words can be included on
each line. In certain situations, this reduces the number of
hyphenated—or split—words.

Licorice may be a love-it-or-leave-it flavor,
like sarsaparilla or horehound, and an
acquired taste, like turnips, caviar or single-
malt Scotch, but to those who know it
well, it is a convection with a Proustian
pull and a complexity that invites
connoisseurship.

Licorice may be a love-it-or-leave-it flavor,
like sarsaparilla or horehound, and an ac-
quired taste, like turnips, caviar or single-
malt Scotch, but to those who know it well, it
is a convection with a Proustian pull and a
complexity thatinvites connoisseurship.

However, word spacing should be adjusted with care. If
you reduce word spacing too much, the text becomes diffi-
cult to read and the publication looks too dark.

Tracking and word spacing are often adjusted simulta-
neously. One common technique, especially with high-x-
height typefaces (see page 66), is to slightly reduce letter
spacing and increase word spacing.

When experimenting with tracking and word spacing, be
sure to review proofs before deadline time to ensure you've
achieved the right balance.
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Increasing para-
graph spacing can
add an openness
to a page.

PARAGRAPH SPACING,
TABS & INDENTS

Use tabs, indents or extra space between paragraphs to enhance
readability. Tabs and indents also can be used to effectively set off
lists and quotations.

Be sure to make spacing at the beginning of paragraphs
consistent in your documents. Generally, two types of
spacing schemes are used: a two- to five-space indent at the
beginning of the first line of each paragraph or extra spacing
between paragraphs, with the first line being set flush-left.

Adding space between paragraphs makes each paragraph
appear more like a self-contained unit. It also adds an open-
ness to a publication by breaking up the “grayness” of large
expanses of text.

To increase paragraph spacing, always use your desktop
publishing program’s paragraph-spacing command, rather
than using two carriage returns, which can result in far too
much space between paragraphs. The paragraph-spacing
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command lets you add just enough white space between
paragraphs to add interest without creating a page filled
with distracting parallel bands of white space.

Indention can
be used to draw
attention to
quotations.

also adds an openess to a publica-
tion by breaking up the “grayness”
of large expanses of text.

To increase spacing between para-
graphs, always use your desktop
publishing program’s paragraph-
spacing command, rather than us-
ing two carriage returns, which
can result in too much space be-
tween paragraphs.

The paragraph-spacing command
lets you add just enough white
space between paragraphs to add
interest without creating a page
filled with distracting parallel
bands of white space.

Extra space between paragraphs
enhances readability. Adding ad-
ditional spacebetweenparagraphs
makes each paragraph appear

also adds an openess to a publica-
tion by breaking up the "grayness”
of large expanses of text.

To increase spacing between para-
graphs, always use your desktop
publishing program’s paragraph-
spacing command, rather than us-
ing two carriage returns, which can
result in too much space between
paragraphs.

The paragraph-spacing command
lets you add just enough white
space between paragraphs to add
interest without creating a page
filled with distracting parallel
bands of white space.

Extra space between paragraphs
enhances readability. Adding ad-
ditional space between paragraphs
makes each paragraph appear
more like a self-contained unit. It

Tabs can be used in conjunction with extra space between
paragraphs to further “open up” a publication.

Goods & Services
Headiine Software Typesetting
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The spacing
between lines
affects overall
legibility.

| Indents can be used to call attention to quotations in a
publication by moving a text block in from the left- and
right-hand margins. Indents also can set a list off from the
. body copy.

According to Dr. Ignatz P. Daley, of the
Virtual Reality Institue in Racida, CA, virtual

reality is only beginning to come into its own.

“The future remains to be
seen through the eyes of
virtual reality.”

Daley says the Institute, renowned as one of
the world’s foremost VR research centers, has
been struggling with the issue of how to bring
virtual reality to the mass market at reasonable

LINE SPACING

Adjust leading—the space between lines of type—to improve the
appearance and readability of your publication.

Leading is the space above and below a line of type. It's a
critical factor in determining legibility. Leading, like type
size, is measured in points (72 points equal one inch).

The default (or automatic) line spacing found on most
desktop publishing systems is approximately 20 percent
greater than the type size being used. Thus, the default
leading for 10-point type is 12 points.
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Headlines often improve in appearance and readability
when leading is reduced between lines. Tighter leading
integrates the words into a distinct visual unit instead of
a series of seemingly unrelated lines.

Latest Business Research Provides Expla-
nation for Increase in Log Home Sales

The most recent issue of Log Home Digest pub-
lished a survey which indicated that more people
» are buying log homes because “they like the way
I they look.” Industry sources say a drop in log

| Latest Business Research Provides Expla-
nation for Increase in Log Home Sales
The most recent issue of Log Home Digest pub-
lished a survey which indicated that more people
are buying log homes because “they like the way
they look.” Industry sources say a drop in log
prices may also be contributing to the trend.

On the other hand, extra leading often improves the
appearance of text. It opens up the page, making it seem
less “gray.”
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Extra leading can
make a page look
less “gray.”

Extra leading is usually called for when sans-serif type-
faces (see page 53) are used for text.

People are created equal, that they are | People are created equal, that they are
endowed by their Creator with certain i endowed by their Creator with certain
unalienable rights, that among these are Life, unalienable rights, that among these are Life,
Liberty, and the Pursuit of Happiness, & Liberty, and the Pursuit of Happiness "8

|
Menh i Women in
|

That to secure these rights, govemments are :

instituted among Men and Women. We hold That o secure these rights, govenments are
these truths to be self-evident, that all instituted among Men and Women. We hold
People are created equal, that they are these truths to be self-evident, that all

People are created equal, that they are

Be careful to avoid leading so generous that readers get
lost when their eyes leave the end of one line and try to find
the beginning of the next line.

Leading should be proportionate to line length. In general,
use minimal leading for short lines of type. Increase leading
as line length increases.

Leading also can be used as a design tool for special
effects. You may sometimes want to tighten leading so that
descenders (letter stems such as g and p that drop below the
invisible line text rests on) from one line of type touch the



Special type effects
should never make
your message
unreadable.

|
|
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ascenders (rising stems of letters such as b and d) from the
line below. That lets you create special effects, particularly in
designing logos and nameplates.

the
Gap

One of the advantages of using uppercase letters for
headlines is that you can substantially reduce leading, since
capitals lack descenders.

Happy Birthday

to all employees

TO ALL EMPLOYEES

HAPPY BIRTHDAY 1

SPECIAL TYPE EFFECTS

Computers offer limitless ways to transform type into a special
graphic element.

Desktop publishing has liberated designers’ imaginations
letting them fulfill their most inspired visions of how type
can be shaped, altered and manipulated. As tempting as a
creative type treatment may be, there should always be a
reason for it. Legibility is paramount—if your type can’t be
read, your message isn’t getting across.




80 Looking Good in Print

Reversing & Screening Type

By reversing and screening type, you can achieve the effect of color
without the expense.

Two simple type effects can be easily achieved by reversing
type out of a black background or screening it in a lighter
shade of gray (or color).

Using these techniques, you can add enough visual
contrast to your pages to achieve a “color” effect with only

| black ink and white paper.

|

When screening type against a background, be sure
to create sufficient contrast to ensure that your type is
clearly legible.

20%

60% @l 80%
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Use white type against dark-gray backgrounds and black
type against light-gray backgrounds; otherwise the type may
be obscured.

Save Time Save Money
and Money and Time

You can also screen type you want to highlight or draw
attention to, such as in sidebars or logos.

Kern Hendricks

Draw attention to
President

type in headlines
and subheads by
using screens.

System Three Resins
T PO Box 70436
Seattle, WA 98107

206/762-5313

When using screens, always consider the limitations of
your output device. The average 300 dpi laser printer pro-
duces a coarse, grainy screen. If possible, send desktop
publishing files that contain screens to a service bureau to
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be output on a high-resolution imagesetter. The results will
be much smoother and more professional looking.

High-
Resolution
Output

->

Similar to screened type, reversed type is usually white
(or zero percent black) letters reversed out of a solid (or 100
percent black) background. Reversing type is a great way to
draw attention to headlines, subheads and other important

display copy.

VOLUME 1.NUMBER 1 + SPRING 1992

New Coliseum in the Works




Use bold, sans-serif
type for the most
legible reverses.

Distorted type

is an option for
words that are
“recognized”
instead of “read.”
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Reversing works best with single words or small phrases
set at large size—lots of small reversed copy can be difficult
to read.

We hold these truths to be

self-evident, that all People
are created equal, that they

It’s also best to use clean, bold, sans-serif typefaces when
reversing type. Serif type, particularly ornate scripts, tend to
break up when reversed.

More effects can be achieved through screening and
reversing colored type. For more details, see Chapter 7,
“Working With Color.”

Stretching & Compressing Type

| Most programs give you the capability to stretch or compress type.

Most basic desktop publishing and graphics software pack-
ages let you stretch or compress individual letters, words
and sentences to create interesting designs.

STRETCH  COMPRESS

As with other special effects, stretch or compress type
with caution. Too much of it can overwhelm a document.
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Use rotated type
sparingly for
maximum effect.

Rotating type
can be used
effectively for
attention-getting
display type.

l
Rotating Type

Type can be rotated to run at an angle on the page.

. Most desktop publishing software offers some degree of
type rotation capabilities. For example, a program may allow
rotation in 45- and 90-degree increments, which will come in
handy for setting photo credits or copyright notices.

Photo by R.J. Sharp

Other programs let you rotate type in nearly any fraction
of a degree across all 365 degrees. You can achieve some
interesting effects with this feature.

I

TN




When filling let-
ters, use words
that are easily
recognized.
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Setting Type Along a Path
Forcing type to follow a path offers several design options.

By flowing type along a path, whether it’s a geometric shape
(circular or diamond path) or a custom-drawn line, you can
realize results that take traditional typesetters hours of
tedious work to achieve. This technique works well when
combined with simple graphics to create illustrations and
logos that draw and hold the reader’s interest.

Filling Type
Filling letters can change their tone, shape and impact.

Another eye-popping effect involves filling letters with a
pattern or image. It’s best to limit this to easily recognized
words; complex messages are not legible under this treat-
ment. You should also use bold, sans-serif faces for
optimum impact.







Effective typogra-
phy is based on
restraint and
consistency.
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TYPOGRAPHIC REFINEMENTS

Attractive desktop-published documents rely on typographic
consistency and restraint.

The keys to effective typography are based on consistency,
restraint and attention to detail. When choosing typefaces for
a project, keep in mind that each font sets a tone, sends a
message. Mixing fonts should be done with care.

In general, avoid using more than two typefaces on a
page—three if you include a symbol typeface for lists and
end signs. Many great-looking documents are based on a
single sans-serif typeface for heads and subheads with a
second serif typeface for text and captions.

Refining Punctuation

Replace “typewritten” characters with “typeset” punctuation
whenever possible.

For example, replace two hyphens with a single long dash
called an em dash.

“] am in earnest -- I will not
equivocate -- I will not excuse --
I will not retreat a single inch --
and I will be heard!”
Salutatory Address of
The Liberator

“I am in earnest—I will not equivocate—I will
not excuse—I will not retreat a single inch—and
I will be heard!”
Salutatory Address of
The Liberator

You also may want to replace a single hyphen—used
for compound words—with an en dash, which is slightly
longer than a hyphen.






White space
provides a rest-
ing point for
readers’ eyes.

.

|

?I

Building Blocks of
Graphic Design

The building blocks of graphic design add interest and color to your
document, thereby enhancing its power to communicate.

Adding rules (solid or screened lines) to a layout or framing
a message in enough white space to draw readers’ attention

can separate great design from the ho-hum. However, these

tools must be used with restraint. Otherwise, the exceptional
becomes the norm, making it difficult to separate the impor-
tant from the unimportant.

\WHITE SPACE

White space—or blank space free of text or artwork—is one of the
most undervalued tools of graphic design.

White space provides contrast, as well as a resting point for
readers’ eyes, as they begin moving through the publication.
White space can take many forms:

A The open area surrounding a headline. The attention-
getting power of a headline may be enhanced more by
extra white space around it than by larger type.

B The page margins of an advertisement or publication.
Wide margins direct the readers” attention into the
center of the page.
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White space is one
of the most under-
valued tools of
graphic design.

C The vertical space between columns of type. The wider
the columns, the more space needed between them.

D The space created by ragged line endings of unjustified
type. This space relieves the monotony of large ex-
panses of evenly measured text.

E Paragraph indents and extra line space between para-
graphs. These small but effective increments of space
can open up a page layout.

F Leading between lines of type. Tightly packed lines
of type “darken” a publication page.

Note that “white space” doesn’t have to be white. If your
publication is printed on colored paper stock (e.g., ivory or
tan), white space lets more of the background color appear.
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Sinks

One of the easiest ways to enliven your publication is to include a
sink—a band of white space, also called a “drop”—at the top of
each page.

This white space draws attention to the text below by adding

A sink calls i :
3 contrast. It can also dramatize headlines.

attention to

the text below.
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You can place photographs to slightly extend into the sink,
rather than align with the top text margin.

Another Visually -_
Interesting Device
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A consistent sink provides important page-to-page conti-
nuity throughout your publication. Notice how publication
unity is destroyed when the text begins at a different level on
each page.

Vertical White Space

One of the best ways you can improve the appearance of a newslet-
ter is to build a significant amount of vertical white space into each
page—perhaps by omitting a column of text.

Ideally, most of this area should remain open, but it can
provide space to extend a front-page table of contents,
publishing information or pull-quotes.

Tomorrow’s Trucks:
The Users’ Perspective

Vertical white
space can open

up a page.
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Choose rules that
harmonize with
the “color” of your
document.

Horizontal rules often are used to draw attention to “pull-
quotes” (short sentences or phrases that summarize the key
points of an article).
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Choose rules that harmonize with the “color” of your
document. Thick rules “darken” a document and are most
effective when set off by white space.
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Thin rules are often appropriate for documents with a lot
of copy.
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Thick rules are
most effective
when set off by
white space.

Another useful technique is to use rules similar in width
to the thickness of the strokes of the letterforms used in a
newsletter nameplate or an ad headline. This can add an
interesting graphic element to the type treatment.
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Borders can frame
the “live area”
of a page.

BORDERS

Use borders to frame and draw attention to the “live area”—the
space in which text, display type and artwork appear.

Borders work with white space to determine publication
“color” and “tone.” Borders can be tangible or assumed.
Tangible borders are rules or graphics that outline a docu-
ment. Assumed borders aren’t visible but are created sub-
consciously as the reader encounters the edge of the live area
of a document.

The basic tangible border is a large frame surrounding the
contents of a page. With most desktop publishing programs,
it’s easy to create one by using the box-drawing tool. Either
single or double lines, thick or thin, can be used.

All four borders don’t have to be the same, however.
Different styles of rules can be used for the vertical or
horizontal sides.

Thick borders can be created by using the box-drawing
tool and filling the frames with solid (100 percent) black or
shades of gray (see pages 101-102).
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A box can distin-
guish a list from
the other text
on a page.

BOXES

Boxes can be used to emphasize or separate parts of a publication.

Sidebars (short articles that supplement longer feature

articles) are often set in boxes.

Boxes can also be used to isolate the table of contents or
masthead (a list of publication staff members and their titles).
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Money Manage-
ment and Tax
Planning

Shirtsleeve Seminar
March 7

Our first shirtsleeve seminar
will be held Monday, March 7,
prior 1o our monthly  dinner
meeting. “Moncy Management
and Tax Planning” will be pre-

The shitsleever runs from
445 10 6 pm. and is free to
members. There is 2 $20 cost to
non-members and guests.

The DeZemplens will empha-
size retirement, tax and estate

plans, protection and savings,
and investment strategies. Please
make reservations in advance by
calling 213/ 988-1239
This will be one of several
forums during the year for dis-

- cussion and Input on Issues of




Boxes create
clear boundaries
for a light-
colored photo.
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Boxes can be used to create reader-response coupons.
Most desktop publishing programs let you create boxes with
dashed borders to clearly identify the coupon.
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Boxes can define the boundaries of a visual, especially
important when the edges of the photograph or illustration
are light-colored or indistinct. Remove the thin box from the

photograph below, and the photograph looks unfinished,
blending into the background.

Join Our Team! | |Join Our Team!

e
Help Others Help Others
Help Themselves | | Help Themselves
Carellorks Carellorks
1-800-444-5668 1-800-444-5668
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Box borders can be as thick or thin as you like. Avoid
thick boxes, however; they darken the page and tend to
look like obituaries.

DROP SHADOWS

Drop shadows can draw attention to boxes or visuals.

Skillfully used, drop shadows can create attention-getting
three-dimensional effects. They can help emphasize a photo

Drop shadows can or illustration by isolating it from its background.

create dramatic,
3D effects.

WHEN You Go...

Oox ot 2 coment weys w ensiven 99 w0 ey sy extend w0 e
oy, b

T
brd e s h oy o cach

e raa e e en A et T o e bk by g cmtrm o
- At v

However, like all desktop publishing tools, drop shadows
should be used with discretion. Because they are easily
created, they tend to be overused.
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SCREENS

Screening adds contrast and defines various elements of a docu-
ment such as sidebars or boxes that contain important information.

Screens can make or break a page layout. Experiment with
the percentage of black (or color) to find the screen that best

suits your needs.
Screens add S

contrast, turning

cememt S 20% ‘
40%§ 60% | 80%

| Screens can be effective in adding “color” to a page,
| breaking up the monotony of black and white. Adding a
screened rule to an ad, for instance, breaks up the type block

and makes the document more visually appealing.

Solar Soak

your cares away!

Relaxing in your own backyard. we hold these
truths to be self-evident. that all People are created
equal. that they are endowed by their Creator with
certam unalienable rights, that among these are
Life. Liberty. and the Pursuit of Happiness. That
AT T P SR
‘ Solar Soak Hot Tubs o 1-800-172501 AR
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Screening a sidebar or a chart sets that information apart
from the rest of the text and draws attention to it.

Chapter 7 Computing & Software @ 145

Therefore, 1t aught be appropruate f we spend a few pages
discussing downloads what they are, where they are and how to get
one for yoursell.

What Is downioading?

Sumply put. downoading is the process of transferning s file from
Amenca Online’s Stratus to 8 disk on your computer. Files can be
programs (the lttie shutdown utlity pictured i Figure 7-11 15 & pro-
gram), fonts, graphucs (al! of the graphucs m this book have been down-
laaded), sound, aramation of, of course. text In fact, this whoie book
has been downlosded using AOL's electroruc mail capabilities, |

uploaded P
on page 151), and the publishet downioaded 1t

A downloading session

Perhaps the best way 1o explain downloading = to download a fle for
you and explain the process 13 i's happerung Later in this chaprer,
we'll discuse » fie format for graphucs called GIF (Graphucs

A R A

The OVR indcator 15 tumed on and off by preasing the Ins (insert)
key. Mnnmmﬂlwuwﬂlaﬂnmhwwm
data wnstead of inserting characters within exssting darx

The Num indscator 3 tumed on and off by pressing the Num Lock
ey When (¥'s on. the amow/number keys on the nght sxde of your

function as m

The wm-m«mndu«hwummemud
Key When it's on. ail the letters you type wll be ug

The Scrolf ndxcator w turned on and off by pressing the Scroil
uxhq n\mn-mummmmwwum
creen while the worksheet will appear to move.

‘Some of the less common indxcators are covered in later chapters.

MOVING THE POINTER
mwlnh-wmmmmwmmmmﬂk
entered. Some of the common pointer mavement techniques, using
Keyboard and mouse. are listed below

Rat 0
Up and down ane coll.

g and et cme cel. |
Up and down ene screen.
Righ a0 ket cne scrven.
Tocull AL

To the bottom rght coroer of
your data.

THE GO TO KEY
The FS (Co 7ol key lets you move the pointer instantly to any ol




Chapter 4: Building Blocks of Graphic Design 103

BLEEDS

A printed image that extends beyond the text margin to the edge of
a page is called a bleed.

Bleeds add impact to page design by emphasizing building
blocks such as text, visuals or graphics.
An oversize initial cap, or chapter number, can bleed to

Bleeds can add the top or side edges of a title page of a manual or book.
emphasis to text
and visuals.
chapter two
type as
ornamentation
and graphics

A photograph can gain “motion” when it extends to the
edge of a page.

A photo gains
motion when it
bleeds to the edge
of the page.
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A nameplate gains
impact when its
background bleeds
to the top of

a page.

Horizontal rules that bleed to one, or both, sides of a page
can add continuity to the pages.
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Newsletter nameplates gain impact when their back-
grounds bleed to the top and/or sides of the page.
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Bleeds work particularly well with two-color brochures, in
which the entire front and back covers are printed in a
second color, with headlines reversed out. (See Chapter 7,
"Working With Color,” for more.)

Check your budget and hardware resources before using
bleeds. Because your commercial printer has to use an
oversize sheet of paper and trim it to actual publication size
after printing, bleeds increase costs. In addition, the printing
area of most laser printers is approximately a quarter-inch
smaller than the physical size of the paper. (High-resolution
output devices do not have this limitation.) If necessary, you
can print your pages at a slightly reduced size and instruct
your printer to increase them.

MOVING ON

Now that you've learned the basics of layouts, type and
graphic elements, let’s explore the types of illustrations you
can add to your documents. The next chapter addresses the
importance of such visuals as illustrations, clip art, charts
and graphs that can be used to emphasize and/or enhance
your message.






Artwork enhances
the attractiveness
of your page.

Working With
Hlustrations

Visual images in a document communicate your message

| at a glance.

| Using professional illustrations and information graphics in

. your documents can significantly enhance the effectiveness

. of your message and the overall attractiveness of your page.
Desktop publishing offers numerous features that can help

you manipulate and modify your artwork to suit your page

layout and overall design.
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Choosing between
a photo or illustra-
tion is largely a
matter of personal
preference.

USING ILLUSTRATIONS EFFECTIVELY

Ilustrations can make or break a layout, depending on how
they’re used.

Designers often fall into the trap of using illustrations when
they don’t really need to. It’s tough to resist the temptation to
add artwork to a layout to fill up a page, break up copy or
generally add spice or visual appeal to a document.

But adding an inappropriate illustration—or using a
graphic in a way that doesn’t serve the reader—is as bad
(or worse) as having no artwork at all.

Easter Parade Scheduled

Five hundred years ago,
Chnistopher Columbus was on his
knees 1n throne rooms throughout
Europe. scrambling to finance his
first voyage to the New World.
Meanwhile. his Venetian country-
man Aldus Manutius—scholar,
printer, and Vi

was to publish it—literally, to
make it public. The question was,
how?

Although it had been forty years
since the advent of Guienberg’s
perss, most books were still being
copied by scribes. letter by letter, a

ke at aume. Because of the

establishing what would become
the greatest publishing house in
Europe, the Aldine Press. Like
Columbus, Aldus Manutus was
driven by force of of intellect and
personality to realize a lifelong
dream.

Aldus’ greatest passion was
Greek literature, which was
rapidly going up in smoke
1n the wake of the maraud-
ing Turkish army. It seemed
obvious to Aldus that the best
way to preserve this literature

intensity of this labor. books were
few and costly. They were also
unwieldy. Far o large to be held
in the hands or in the lap. books sat
on lecterns in
private
libraries

and were seen only by princes and
the clergy.

One day. as he watched one of
his workers laboring under the load
of books he was carrying. Aldus
had a flash of insight: Coopuld
books from the Aldine Press be
made small enough to be camned
without pulling 2 muscle? And
could be produce the elegant, light-
weight volumes he imagined and
still sell them at an attractive price?

The first problem was how to
pnnt more legible
words.

lllustrations Versus Photographs

Follow your instincts when choosing between illustrations
and photos.

Designers with years of experience can (and often do)
disagree over whether a particular layout calls for a photo or
an illustration. Like most other aspects of graphic design,
there are no hard and fast rules, and the issue usually comes
down to the individual preference of the designer.



Rules about
graphic design
were made to
be broken.
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Photos are generally used to report or document an event
or realistically portray an individual or group of people.
Hlustrations are the logical choice to evoke a particular mood
or depict a complex object. While recent advances in com-
puter imaging are blurring the line between photos and illu-
strations, they are treated as separate subjects in this book.

For more on selecting and using photos in your docu-
ments, see Chapter 6, “Working With Photographs.” Many
of the design concepts covered in that chapter hold true for
working with illustrations as well as photos, but there are
also a few commonsense guidelines you can follow that will
help you effectively integrate your illustrations into an
attractive layout:

¥ Don’t crowd your artwork. Leave generous borders
around illustrations so the eye flows to them naturally.

¥ Vary illustration size and shape. Running lots of illus-
trations at roughly the same size and shape gets boring.
Be creative with the size, shape and placement of each
image.

B Be consistent. Using a vastly different range of illustra-
tion styles in a document can make it seem disjointed or
poorly planned.

B Less is more. It’s usually the case that running fewer
illustrations at a larger size yields a higher visual
impact than lots of smaller ones—it also gives you more
bang for your illustration buck.
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lllustrations can
place aesthetic
considerations
before accuracy.

Rules were made to be broken, and that’s certainly true in
graphic design. You can achieve specific and unique effects
by following steps that might normally yield ugly pages. But
in general, crowded, repetitive illustrations make for an
unattractive document. For more on designing with illustra-
tions and photographs, see Chapter 4, “Building Blocks
of Graphic Design.”

lllustrious Possibilities

Illustrations consist of drawings, either hand- or computer-
generated.

Illustrations offer far more opportunities for interpretation
than photos do. The artist can selectively organize and
emphasize information. Therefore, artwork can convey accu-
racy and atmosphere or substitute accuracy for aesthetics.

For example, a draw-type program can be used to render
an image of a person’s hand, either literally or abstractly.

In this age of computer graphics, cutaways (line diagrams)
of objects are often used in technical manuals and docu-
ments. These illustrations can show the structure of an object
with more clarity than photographs of the various compo-
nents of the object.



Chapter 5: Working With lilustrations 111

T Tl mlee st
/A A W | | I, () 5
1 1 1 S 5
) W — | 1 T — 117

T T I 1 SR S A &
E— ===

Though many graphic artists prefer to work with pen and
paper, right up until the final comp, designing with comput-
ers offers a number of luxuries and capabilities simply not
available to conventional designers.

READY-MADE ART

Use ready-made art to save time and to try out a number of
illustrations in a page layout program before making a final choice.

Using a page layout program, you can try out any number of
different illustrations on a page before making a final choice.
And with the wide proliferation and low cost of electronic
clip art, background textures, patterns and other forms of
pre-created digital art, designers have never had more
options to choose from:

® Clip art comes on both floppy disk and CD-ROM, and
offers the designer nearly unlimited access to digitized
art ranging from the simple to the masterful.

® Background textures and patterns are packaged much
like clip art, but they are meant to be used as a
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“Canned” art can
save you the time
and money in-
volved in creating
original artwork.

backdrop for type or graphics, not as the main visual
attraction.

¥ Dingbat sets are fonts that contain numerous images
accessible via keystrokes that would ordinarily yield
letters. Instead of printing letters, these special fonts
yield dingbats, bullets, icons or other pictures.

Clip Art

Use clip art to add pizazz and professionalism to ads, brochures,
menus and newsletters.

Clip art consists of files of existing artwork that can be
dropped into your desktop-published documents. Clip
art can save you lots of time and money by letting you
“brighten” your publication without having to create your
own illustrations.

A variety of clip art is available in digital format (on both
floppy and CD-ROM) for just about every occasion. For
example, some clip-art packages are based on holiday or
party themes, graduations and other special events.
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Clip art doesn’t have to be used “as is.” You can often
disguise its origins by using some special techniques.
For example, you can use just a portion of a clip-art image,

S e eanshe but greatly increase its size.

disguised by some
special techniques.

Another technique involves combining several clip-art
images. For example, individual clip-art items can be
brought together to form a dynamic visual, such as the still
life superimposed on a geometric feature in the following
example.

For more on manipulating clip art, see the section
“Manipulating [llustrations,” later in this chapter.
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Background Textures & Patterns

You can achieve impressive results with patterns and textures.

Another kind of ready-made art, much like clip art but
different in some important ways, has become popular
among desktop designers lately. Background textures and
patterns—which are either created by professional graphic
artists or scanned or photographed from actual objects like
marble or fabric—can be used to lend a touch of elegance or
respectability to a layout.

Sloane Construction
/’ Bemalm Estimate

Patterns and / .
textures lend / o ———
elegance and _— =
respectability : e —
to layouts.

Sub-totel:

Unlike clip art, background textures and patterns are used
more to lend color or weight to a document, not to illustrate
a particular part of the text. They are especially effective for
ads, brochures, invitations and flyers. Another popular
application for this kind of art is to use it as a backdrop
over which text is placed.
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As with clip art, you don’t have to use textures or patterns
as they originally appear. A little editing and manipulation
goes a long way toward making commercially created
artwork look like a unique graphic.

For more on editing textures and patterns, see “Manipu-
lating Illustrations” later in this chapter.

Dingbat Sets & Picture Fonts

Image fonts are an often overlooked source of illustrations.

Although most designers don’t turn to fonts when they’re
looking for a particular illustration, a host of companies
produce dozens of non-text fonts that can be used to illus-
trate everything from books to flyers. Most designers are
familiar with dingbat collections, such as the popular Zapf
Dingbats, named after Hermann Zapf, who also created the

typeface Palatino.
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Dingbat sets are useful sources for clean, effective bullets,
slugs, icons and other small pictures. And since they are
actually fonts, dingbats are conveniently imbedded in lines
of text, so there’s no placing or importing to worry about
when using page layout programs. But bullets and slugs are
just the beginning. You may be able to solve many of your
illustration needs using only picture fonts.
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Check out the [ ]

details before
buying and using
ready-made art.
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. Shopping for Ready-Made Art

It's important to know what you need and can use before buying
commercial graphics.

. There’s no shortage of sources for clip art and graphics, and
each vendor offers a huge array of products. But to make
sure you're buying the right graphic for the job, there are a
few guidelines you should follow:

# Graphics come on floppy disk, CD-ROM and even via

online services. Make sure the source medium a graph-
ics vendor uses is compatible with your system.

Be sure to find out how many images are included on
each disk or CD—that way you can estimate how much
you're paying per image.

Graphics are saved in a number of file formats. Images
saved in TIFF or EPS formats are usually compatible
with any machine or platform.

Some graphics are in a form that you can edit with a
paint or draw program, while others aren’t. If you plan
to alter individual objects in an image, make sure your
software is capable of working with it.
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MANIPULATING ILLUSTRATIONS

Hlustrations can be manipulated in a number of dramatic ways.

Most page layout, paint and draw programs let you enlarge,
reduce and stretch an image.

There are a number of special techniques (besides the
simple cut-and-paste and cropping techniques discussed in

:(ou Irins the “Clip Art” section of this chapter) that you can use to
PENjes .for manipulate or otherwise change an illustration to suit the
dramatic effects. needs of a specific layout. Many software packages allow

you to edit images in a variety of dramatic ways.
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Enlarging bit-
mapped graphics
usually makes the
image jagged or
chunky.

|
|

Generally, computer-generated illustrations are created
using either a paint program or a draw program.

Images in “paint” formats are bitmaps—a huge collection
of tiny squares that make up the larger picture. Enlarging a
bitmapped image causes the individual squares to become
more clearly visible, yielding jagged or chunky results.

You can’t normally manipulate individual objects or single
items in a bitmapped graphic, although some programs
provide tools that emulate this capability. You can however,
use special techniques and filters to change the appearance of
the entire bitmapped graphic.




Draw programs let
you edit individual
objects within a
larger image.
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Images in “draw” formats, on the other hand, are com-
posed of a series of lines, curves or objects that you can
usually edit using a draw program. Because draw programs
use equations to define the curves and lines in individual
objects, the resulting images print smoothly at practically
any size.

Using a draw program, you can isolate and edit specific
objects in a larger image, while leaving the rest of the graphic
unchanged.

The kind of effects you can create using ready-made art
depend largely on the software at your disposal and the
format of the image itself, but nearly every program that
handles graphics will allow you to stretch, size and crop an
image, regardless of its format.
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Information
graphics combine
communication
with aesthetics.

INFORMATION GRAPHICS

Information graphics can inform and draw attention to trends,
comparisons and organizational structures.

Information graphics combine the communicating power of
charts, diagrams and tables with the aesthetic appeal of
drawings. They can be created easily using clip art and your
desktop publishing program’s drawing tools. Or, you can
create them with separate drawing programs.

J/ y
/1920 1980 2000

The widespread use of information graphics in publica-
tions such as USA Today and Time has shown that charts,
diagrams and tables can be presented in visually exciting
ways. As multicolor printing becomes easier and more
affordable, you're likely to be using information graphics
more and more in your publications and presentations.

You'll be surprised at the way you can assemble impres-
sive graphics from nothing more than combinations of
circles, straight lines, fill patterns (such as parallel lines or
dots) and clip art.
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Charts & Diagrams

| Charts translate numbers and values into images.

. Charts quickly communicate comparisons, relationships and
trends. The first step in choosing the appropriate type of

. chart is to define its purpose and identify the most effective
chart to present that concept to the reader or viewer.

| Pie charts display part-to-whole relationships.

Budgeting the Afternoon
Lunch 15%

Sleep
10%

Work 35%

Charts quickly
convey trends and
comparisons. Bar charts make comparisons.

Nappers Anonymous
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Choose diagrams rather than charts when you want to emphasize

relationships and sequences, rather than numbers.

Organizational diagrams are one of the most frequently
encountered types of diagrams. These display dominant/
subordinate, “who reports to whom,” relationships.

The Big Cheese

Jean Roquefort A. G. Cheddar
Monterey Jack G.“Smoky” Edam

Charles Colby Velveeta Smith

Flow, or process, diagrams are used to display se-
quences—what must be done first, what must be done
second, and so on.

Flow diagrams
display a sequence
of events.
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Diagrams can also be used to display spatial relation-
ships. Floor plans, cutaway product drawings and maps
are examples.

Chocolate o
Shop

4 - Mild chocolate attack
[} { x-S hocolate attack
SCALE: 1/8 mile # - C.A. in remission

Add impact to your diagrams by using size and color. Size
can be used, for example, to indicate time, and color can be
used to draw attention to critical parts. You can also enhance
your drawings by “exploding” them—isolating the most
important part.

“Chunky Chocolates”

Use size and color The ultimate cookie

to E-Idd impact to . T seien
a diagram. (] y Detail of Chip

) © o

e

TR 3 4inches
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You can increase the impact and communicating power of
your charts and diagrams by adding the following.

' A title that summarizes the purpose or importance of
the information being displayed. This title lacks impact:

1992 Sales by Region

But this title commands more attention:

Projected 1992 Sale§ Increases |

¥ Labels to indicate the exact amounts displayed in each
chart segment or bar graph column.

U.S. Market Shares

r of Leading
Grids provide a e Personal Computer
frame of reference Wi Manufacturers:
. r Revenue
by showing nu- g 7
o - s Wang 3% ¢ (excluding ROM-based personal computers)
meric divisions. Zenith 3%

AT&T 6%

Tandy 6%
AT&T 4%

COMPAQ 4% COMPAQ 4%

HP 3%

Epson 3%
andy 4%
: Zenith 3%
Epson 3%
Zenith 3% .
1986 (Forecast) * Factory Value
$13.7 Billion® *¢ Includes third-party peripberals
MCR601-361-00-FEBSS
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® Background grids that provide a frame of reference by
indicating the major numeric divisions.

Snooze Alarm Sales 1965 - 1985 s

$10,000

$7,500

$5,000

$2,500

1965 1870 1875 1980 1985

B Tick marks that define subdivisions.

Snooze Alarm Sales 1965 - 1985
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B A legend that identifies symbols, units of measure, etc.,
used in a chart or diagram.

B Shades, patterns and colors that complement each other.

! Avoid adjacent colors that “fight” or blend together.

h

S PM Interval Affects PM Cost

Legends mdlcat_e (600,000 miles)

symbols and units 530,000

of measure. B R oron.  aives indts ar:napeet & scin
$26,000

I B Service atl A Senvice pius other filters, diagnostic
mspectons, tune-up & adjust

3 C Service ati B Service pius major inspectons
& minor repair

5,000 miles 10,000 15,000 20,000 25,000

Also, keep in mind three-dimensional effects, which can
draw the reader’s attention to charts and diagrams.

Snooze Alarm Sales 1965 - 1985 s




Tables focus on
data rather than
graphic represen-
tations of it.

——m——
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Tables
Tables present a lot of information in a concise and orderly way.

Tables are useful when you want to focus your reader’s
attention on the data itself rather than on representations.

Preferred Morning Beverage (1,000s)
COFFEE 1960 1970 1980 1990
Instant 540 562 580 590
Perk 453 444 420 410
Drip 622 690 725 950
TEA
Black 325 320 315 250
Herbal 105 110 160 200

Whereas charts and diagrams show trends and compari-
sons, tables let you easily read down or across to compare
specific information in adjacent rows and columns.

A table can often replace several sentences. Tables are
frequently used in proposals and reports to buttress argu-
ments and conclusions. Tables are also used in slides and
overheads.
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Sometimes, several
sentences can

be replaced by

a table.

When placing information in tables, be sure to leave
enough “breathing room” around the text or numbers.
Row and column headings should be significantly larger,
or bolder, than the information they introduce. Screens can
also be used to set off header information.

Preferred Morning Beverage (1,000s)
COFFEE 1960 1970 1980 1990
Instant 540 562 580 590
Perk 453 444 420 410
Drip 622 690 725 950
TEA =
Black 325 320 315 250
Herbal 105 110 160 200

Avoid including more detail than necessary. Instead of
including all digits in large numbers, round the numbers off
to the nearest hundred, thousand or million. (Be sure you
prominently indicate the scale you're using.)

Although column headings are often centered, flush-right
alignment can be used for row identifiers. This “locks” the
information together.

Preferred Morning Beverage (1,000s)

COFFEE 1960 1970 1980 1990
Instant 540 562 580 590
Perk 453 444 420 410

Drip 622 690 725 950
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When tables contain numbers, decimal alignment ensures
that the numbers will line up, regardless of the size of the
number or the number of decimal points after it.

1,567.98 1,567.98
127.09 127.09
1,278.11 1,278.11
1,259.8 1,259.80
2,005.96 2,005.96

Avoid using thick rules that darken a table and over-
whelm the information inside. Notice that the horizontal
and vertical rules can be of different thicknesses, as can
the border rules.

Preferred Morning Beverage (1,000s)

COFFEE 1960 1970 1980 1990
_ ey e ————

Instant 540 562 580 590
Perk 453 444 420 410
Drip 622 690 725 950

Data in a table can
be overwhelmed
by very thick rules.

TEA
Black 325 320 315 250
Herbal 105 200
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Screen Captures

Computer documentation often contains a specialized form of line
art, called “screen captures.”

These reproduce the images seen on a computer screen.
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MOVING ON

lustrations add an important dimension to a document. Use
them to add “color” to your overall page and to support and
communicate your message. The various manipulation
features included in desktop publishing programs can be a
mixed blessing. Overdoing it is a hazard every designer
should be wary of. When used with restraint, these features
can transform ho-hum visuals into exciting ones.

Now let’s focus on photography and how to use it effec-
tively to make your designs look good in print.




Photos offer visual
proof to back up
your text.

Working With
Photographs

A picture is worth a thousand words.

Sometimes, words alone seem inadequate to communicate
your message. As many desktop publishers are learning,
photographs can add power and impact to a layout.

Just as desktop publishing has made using illustrations
and drawings as easy as clicking a few buttons, recent ad-
vances in scanning, printing and other imaging technologies
have made photos accessible to many desktop publishers.

\WHY USE PHOTOS?

Photographs bring realism and authenticity to a document.

Photos offer a few things that other kinds of illustrations
(like clip art, line drawings or computer-generated images)
can’t match. Most obvious, photos are “real”—they offer
concrete visual proof to back up your text. This is why
newspapers and magazines use photos for hard news
stories and illustrations for more abstract articles.
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Photos help read-
ers identify and
associate with
specific people,
places, objects
and events.

Walking a Political Tightrope

1 Bill Clinton struggles to
balance competing interests

Fm the past week, the factions have hounded
n. They all want a piece of the pie. Five
ears ago. Chnstopher Cotumbus was
on hus knees n throne rooms throughout Europe
scrambiing to finance hus first vovage to the New
World. Meanwhule, hus Venenian countryman

, Aldus Manutius was dri-
of of intellect and personality to
lize a lifelong dream
greatest passion was Greek literature,
uch was rapidly going up in smoke in the
wake of the marauding Turkush army: It seemed
obvaous to Aldus that the best way 1o preserve
this Litera as to publish 1t—lnterally, to
make it public. The queston was, how?

Although 1t had been forty vears since the

Health Care Polic advent of Gutenberg's perss, most books were

WISURIRBNYSS ... Lir copred by scribes, tener by letter, 3

. stroke at 2 tme  Because of the intensity of

Lorem ipsum dolor sit amet, Do oS e U T

consectestuer adipiscing eit. sed diam also unwieldy Fat too large to be held in the

i hands or m the lap. books sat on lecterns in pn-

RONUMMY (oA EUSMO] ICIALILE |, 15,rarses 2 were seen only by princes and
iaoreet dolore magna aliquam eral  the clengy

volutpal. Ut wisi enim ad MiniM = Ove day, s he waiched one of hus workers labor

nostrud ; ing under the load of books he was carrying.
venam. qus oxel Aldus had 3 flash of tnsight Coopuld books

from the Aldine Press be made small enough to
Tation ulamooper susaprliodotis © |7 5L E T T e and couid
| rish ul aliquip ex 83 COMMOGO How could he produce the elegant. lightwesght
Dute autemvel eumiiire | *©'umes he imagined and stil sell them at an
CHIB!U W) p vl atractive prce?
Golor m hendrertt 1 vuiputate veit The first problem was how t prnt more legible
E£sse molestle consaquat. vel@ium onls per page and thus reduce the number of

. pages. Aldus needed 2 smaller typeface that was
golore eu feugiat nulla facksis at verc both readabie and pleasing to the eye.

Reality-Check
When realism is your goal, photographs are the obvious choice.

Numerous studies have shown that readers are more likely
to believe a story, statistic, advertising claim or other asser-
tion if it features a photo.

Photos also tend to evoke a greater sense of urgency and
drama from readers than do illustrations. If you try to recall
the most important events of the last 50 years, odds are you
associate them with photos you've seen.

Black-and-white photos are generally considered to be
more authentic or “real” than color photos. And despite
advances in technology, it’s still easier to work with black-
and-white. So this chapter focuses on the elements of using
black-and-white photos effectively. (For more on working
with color photos, see Chapter 7, “Working With Color.”)



A page of photos
is only as attrac-
tive as the images
it contains.
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CHOOSING GOOD PHOTOS

There are subjective and objective reasons why some photos
“work” and others don’t.

As anyone who's suffered through a relative’s lackluster
holiday snapshots knows, not all photos are created equal.
Half the battle of producing professional, attractive layouts
with photos is making sure you pick the best shots available.
(See the Resource Guide in the back of the book for sources
of photography.)

A good photograph stands apart from the rest because it
both “feels right” and “looks good.” It captures our atten-
tion, conveys emotion and tells a story. It also was exposed
and printed properly, and meets basic standards of clarity
and quality. A combination of the artistic and technical
produces a winning photo.

NormKerr
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Great photographs
share common
elements.

| Evoking a Feeling

How an image makes the reader feel is an important factor in its
impact and role within a layout.

Good photographers are handy with a camera, but also have
an “eye” for where to point the lens and when to click the
shutter. The best photos simultaneously convey emotion and
tell a story.

While it’s much easier to recognize a great photo than it is
to take one, every good photograph shares a few common
elements:

# A decisive moment. Any shot of a person or event
should suggest to the reader that right then was the
optimum instant to snap the picture.

B Emotional context. Even photos of cars or toothpaste
tubes are loaded with emotion and suggested meaning.
If the image is devoid of feeling, it won't evoke a strong
response.

B Powerful visual imagery. The underlying geometry,
tone and composition of a photo can make the differ-
ence between a mediocre shot and a great one.

8 Strong cropping and framing. While you can always
crop (or cut) an image, you can’t get more from an
image than the photograph originally offered. On the
other hand, cropping can make or break a photo (see
“Editing & Altering Photos” later in this chapter).

Technical Fine-Tuning
Numerous technical factors influence how photographs look.
Desktop publishers need to be able to recognize a technically

correct photo. It should fulfill a number of common, related
requirements:
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¥ Focus. Above all, a photo must be in proper focus.
Except when striving for a particular effect, fuzzy,
vague or blurry pictures look unprofessional.

Factors may con-
spire to produce

technically poor

photographs.

® Clarity. It’s possible for a negative and print to be in
| proper focus but for the resulting image to appear
grainy or diffuse.

——
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¥ Contrast. Black-and-white photos must have balanced
contrast. Too much contrast makes whites look too light
and blacks look too dark; not enough contrast makes
the entire image seem gray and washed out.

' ® Brightness. In simple terms, a photo should be neither
too dark nor too light, regardless of its subject matter.




Run your best
and most impor-
tant photos at
larger sizes.
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Intentionally blurring, overexposing or otherwise altering
technical aspects of a photo can yield dramatic and effective
results. But, these are special circumstances that call for
breaking the conventions of good photography in an effort
to produce a particular effect.

DESIGNING WITH PHOTOS

Good design is as important to photos as it is to type and
illustrations.

Working with photographs involves paying attention to a
few important design concepts and conventions. As with
illustrations, using photographs appropriately is all-impor-
tant in realizing their effectiveness and impact.

Use Dominant Photos
Dominant photos tell readers where to look first.
When running several photos on a single page or spread,

choose one as the dominant image and position it promi-
nently.

Plckmg the boots that work for you

How to choose a pair of cowboy boots
that will always look good and feel great

Five hundred years ago, ~ Although it had been
Chnistopher Columbus forty years since the
was on his knees in throne advent of Gutenberg’s
rooms throughout E perss, most books were
scrambling 1o finance his still being copied by
first voyage to the '\ew scribes, letter by letter, 2
World “Meanwhile, his penstroke at a time
Venetian countryman Because of the intensity of

Aldus Manutius—scholar,
printer, and entrepre-
neur—was establishing
what would become the
greatest publishung house
in Eutope. the Aldine
Press Like Columbus,
Aldus Manutis was dn-

'} ven by force of of intellect

and personality to realize
2 lifelong dream.

Aldus’ greatest passion
was Greek Iiterature,
which was rapidly going
e smoke in the wake
of the marauding Turkish
army. It seemed obvious

§i§ to Aldus that the best way

to preserve this literature
was to publish it—literal-

8l ly. to make 1t public  The

question was, how?

this Labor, books were few
and costly They were also
unwieldy. Far too large to
be held in the hands or in
the lap, books sat on
in private libranes
and were seen only by
princes 2 dergy
One day, as he watched
ane of his workers Labor-
ing under the load of
books he was carrying,
Aldus had » flash of
insight  Coopuld books
from the Aldine Press be
made small enough to be
carned without pulling a
muscle? And could he
produce the elegant. light-
weight volumes he imag
ined and still sell them at
an attractive price”
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Multi-photo layouts without dominant images can look

uninspired and confusing.

The Health Care Puzzle

Americans come together to create a new set of standards for healing the sick

One day, as he watched one of
his workers laboring under the
load of books he was carrying,
Aldus had a flash of insight:
Coopuld books from the Aldine
Press be made small enough to
be carried without pulling a
muscle? And could he produce
the elegant, lightweight vol-
umes he imagined and still sell
them at an attractive price to
the buyer?

The first problem was how to
print more legible words per
page and thus reduce the num-
ber of pages. Aldus needed a
smaller typeface that was both
readable and pleasing to the
eye. The work of the Aldine
Press had attracted the notice of
the finest typographic artists in
Europe, so Aldus was able to
enlist the renowned Francesco
Griffo da Bologna to design a
new one. But that was just the
beginning of a new era. Under
Aldus’ direction, Griffo devel-
oped a typeface that was
comparatively dense and com-

act and that imitated the cal-
igraphy of courtly correspon-

dence. The result of this Aldus-
Griffo collaboration was the
ancestor of italic type.

The new typeface enabled
Aldus to print portable and
highly readable books. Besides
the first edition of Dante’s
Divine Comedy, Aldus pub-

lished the essential texts of

Greek literature: the histories
of Herodotus and Thucydides,
the tragedies of Sophocles, the
epics of Homer, and the treatis-
es of Aristotle, thus rescuing
them from relative oblivion
and obscurity.

The timing was perfect. With
the growth of the merchant
class in Venice, Florence,
Naples, and Rome, a new mar-
ket ripe for books had recently
emerged. This newly pros-
perous middle class was flush
with money and ankshious for
intelligent ways to spend it.
The best aspect of this is the
new books.

As more books became avail-
able, the middle classes in
Italy—and ultimately in all of
Europe—grew more literate

and the Aldine Press became
more prestigious. And Aldus,
the publisher who put books in
the hands of the people, even-
tually lent his name to the com-
pany that put publishing in the
hands of the people.

The first problem was how to
print more legible words per
page and thus reduce the num-
ber of pages in each of the new
books he printed. Aldus needed
a smaller typeface that was
both readable and pleasing to
the eye.

The work of the Aldine Press
had attracted the notice of the
finest typographic artists in
Europe, so Aldus was able to
enlist the renowned Francesco
Griffo da Bologna to design a
new one. But that was just teh
start of an era. Under Aldus’
direction, Griffo developed a
typeface that was compara-
tively dense and compact and
that imitated the calligraphy of
courtly correspondence. The
result of this Aldus-Griffo col-
laboration was the ancestor of
what we now call italics.




A photo’s lines of
force can compli-
ment or conflict
with a layout.
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Lines of Force

Each photo has its own internal geometry that influences a page’s
overall design.

Photos also have their own underlying lines of force, regard-
less of how they’re arranged on a page. The internal lines
and geometry of a photo play an important role in how a
page or spread will appear.
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For instance, if a person in a photo is pointing or gestur-
ing in a particular direction, the reader’s eyes will want to
follow that gesture. Being aware of the lines of force in a
photo can add impact and influence to your design.

| We've got

| what it takes to
make you look
good in print.

When it comes to professionals
who know how to make your
printing work look perfect,
nobody beats the Print Haus.

the Print Haus
183 Raymond Lane
Barwick, CA 83127
818/555-1894

Follow the Horizon
| Be aware of a photo’s inherent sense of direction and balance.
Just as people can keep their balance on a pitching ship by

watching the horizon, you can get a good idea if a photo is
straight in a layout by making sure the horizon (or other flat
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objects like desktops, tables or floors and ceilings) is parallel
with other horizontal lines on the page, including the cap-
tion, headlines and other lines of type.

. Likewise, objects like telephone poles, flagpoles and tall
buildings should appear at a right angle to the horizon line.

Achieving Motion Through Sequences

You can imply time and motion by using a sequence of still photos.

You can achieve a sense of time and motion in a layout by
showing photos in sequence. By running several similar
photos—taken quickly from the same angle—in a sequence,
you can impart the reader with a sense of movement.
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EDITING & ALTERING PHOTOS

How you edit a photo for publication is an important factor in your
page design.
Working with
digital photos
gives you more
design options.

Expecting a photo to fit perfectly in a layout without alter-
ations is not always realistic. Fortunately, desktop publishers

' have a number of tools and techniques at their fingertips to
edit and change a photo to suit a document.

it's All in the Crop
Cropping is the simplest, most powerful tool for improving photos.

Cropping is one of the most important ways you can im-
prove the quality and impact of photos. Cropping a photo
trims away the extraneous elements of the image and lets
you present the reader with only the most important part of
the photograph. A good crop heightens the legibility, attrac-
tiveness and impact of any photo.




Ruthless cropping
helps make your
images more
compelling.
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Mug shots (close-up photos of people’s faces) tend to be
cropped far too loosely. Since mug shots are usually run at
small sizes, crop them tightly to make sure the subject’s face
takes center stage.

While you should always look for ways to clarify and
simplify an image through cropping, don’t become so

. zealous in your efforts that you crop out important details.
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Enlarging & Reducing Photos
Enlarging a photo improperly can cause it to look grainy or fuzzy.

When cropping a photo for maximum impact, designers
Enlarging digitized often enlarge it at the same time. Enlarging a photo can
photos can some- sometimes make the details of a photo look fuzzy or grainy.
times make them
fuzzy and grainy.

When enlarging photographs, work from the largest print
available, and be sure the image is digitized at the proper
resolution.
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Flipping & Flopping Photos
Reversing photos can improve the impact of a layout.

Designers sometimes reverse an image so that its lines of
force lead into the page—drawing the reader’s interest
inward, rather than outward. This is an effective technique
for ensuring that each image on the page guides the reader
into the layout.

But flipping (reversing top-to-bottom) and flopping
(reversing side-to-side) an image can cause trouble if you
don’t pay close attention to details.

Because reversing a photo creates a mirror-image of the
original, not only will text read backwards, but other subtle
| gaffs can also appear, like soldiers delivering left-handed
L salutes or watches and rings appearing on the wrong hand.
(For more on this matter, see “Photos, Technology & Ethics”
later in this chapter.)



Electronic editing
is no substitute for
strong original
photos.
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Adjusting Contrast & Brightness

You can electronically enhance a photo’s contrast and brightness.

Many page layout programs let you tweak the contrast and
relative brightness of a photo you've imported. This can be
an effective method of optimizing an image for your specific
printing parameters; it’s also a handy technique for correct-
ing minor problems in the original photo.

Touching Up Problem Spots
Touch-up work can be done conventionally or on the computer.
Both the conventional airbrush and its electronic counter-

parts let you eliminate blemishes and minor imperfections
from photos.
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Special photo
effects should be
appropriate to the
subject matter.

Keep in mind that touching up a photo should be just that,
not recreating it from scratch using image editing software. If
a photo needs extensive overhauling, you should probably
look for another photo.

- SPECIAL EFFECTS WITH PHOTOS

When used sparingly, photo effects can have a dramatic impact
on a layout.

As with type, you can achieve numerous special effects by
manipulating photographs electronically. Digital image
editing, once the exclusive domain of high-end specialists,
can now be done with relative ease by most desktop publish-
ers using software bundled with a common flatbed scanner.

Silhouetting an image, which once may have meant hours
of tedious masking and cutting, now can be done in a few
clicks of the mouse, achieving eve-popping results for a
minimum of time and money.
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It’s not difficult to affect subtle or dramatic changes to an
existing photo, or even combine parts of two separate images
to create a new photo illustration.

And ready-made filters and special add-on modules
produce startling effects at the touch of a button.
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Even a subtle
change to a photo
may have vast
ethical ramifi-
cations.

But remember that any special effect you use too often will
lose whatever “special” quality it might have through its
easy familiarity to the reader.

PHOTOS, TECHNOLOGY & ETHICS

The power of modern imaging technology brings up a number of
ethical questions worth considering.

While many designers may never consider the responsibility
they face when creating a layout, working with photo-
graphs—especially when altering or dramatically changing
the context or content of a photo—carries with it a certain
amount of ethical accountability.

Always try to get the permission of the photographer
(written is best) whose work you're publishing. In general,
it's best to have the permission of any people who appear in
the photos you plan to use—although this can be difficult.

Whether you're using stock photos, professionally shot
images or snapshots you took on vacation, use common
sense when running or editing photos—especially photos
with people in them. Don’t portray unsuspecting people in a
derogatory context.

MOVING ON

Photographs lend authority and realism to a publication, and
they accomplish far more with a single image than a compa-
rable amount of text can.

Like photos, color is an area of design in which common
sense, careful planning and restraint pay off. In the next
chapter, “Working With Color,” we'll take a look at the life
and vitality that colors add to your documents. You'll also
learn how to achieve professional results on tight schedules
and small budgets.



Sewen

Working With Color

We live in a Technicolor world, rich with hues, tones, con-
trast. Some colors dazzle and electrify, others calm and
subdue. Regardless of their hue, colors capture attention,
cause us to react on a conscious and subconscious level.

For instance, numerous marketing studies show that most
color advertisements draw more attention and are ultimately
more effective than their black-and-white counterparts.

How you use color in your documents—or whether you
use it at all—plays a tremendous role in the impact and

. power of your message.

“We Move It
as if
We Owned It”

800-526-9001

501 S. Western Blvd.
de Triver, MS
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As a design tool, color can be used to attract readers’
attention, set a mood, influence emotions or brighten up
pages. Color can add impact, power and beauty to a layout.
In some cases, it can command more respect and attention
than black ink on white paper.

As a design tool,
color can set a
mood.

Don Rittner's Top
Shareware Game Pi

USES OF COLOR

It's as important to know when to use color as to know how to use it.

As with any design element, color must be used carefully to
achieve maximum impact. Slapping a few random colors
onto a page usually won’t work. Your use of color should
follow a specific plan. Color for its own sake can be an
expensive design mistake.

You can emphasize type or graphics with even a subtle
use of color.




Use color to
emphasize a
graphic element
or type treatment.
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This advertisement becomes more powerful, more memo-
rable when rendered in color.

BLackBIrRD DESIGN

“Design With A Twist”

19.870.1020
6060-A S1X FORKS ROAD.
RALEIGH, NC 27609

You can also show contrast between design elements by
injecting color into your layout. This makes your layouts
- more lively and interesting to the reader. To set items apart
‘1 from each other, simply color them in contrasting hues.

1
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Some colors evoke
a similar emotion
in all readers.

COLOR & MOOD

Colors you choose will carry unspoken meanings.

Most colors carry emotional and psychological implications
that can help or hurt your design. Despite the different
reactions people have to various colors, there are some
constant—or reasonably predictable—expectations that
accompany certain colors.

For instance, red screams for attention. It can be hot,
passionate and urgent. It can also imply trouble when used
for financial-related documents.

Blue is cool. It can be aloof and detached, or soothing and
reassuring. It also can imply melancholy, or “the blues.”

o 1T 1Y
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Green suggests nature, health and abundance. It’s cheer-
ful, lively and friendly.

Be sure your color
choice enhances
your message.

Dozens of other colors have developed their own cultural
and historic undertones—from purple’s royalty to yellow’s
cowardice. Keep these connotations in mind when choosing
and working with colors, and make sure they serve as an

. asset to your work, rather than a disadvantage.
|
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Experiment with
color combinations
before making a
final decision.

CHOOSING COLORS

Before making your final choice, experiment with different colors.

It’s important to know early in a project’s schedule how and
where you intend to use color. However, it’s not always crucial
to know exactly which colors you'll use. You can

create templates and styles that let you try out practically

any imaginable color before making a final decision.

— B
RW ey 56
=l
e N |

[E

@l

If you're not sure which colors work best in a given situa-
tion, it often helps to print out a few proofs so you
can compare the options on paper, side-by-side.

GOURMET DELI

SANDWICHES

(215) MU-8-1089

This can also prove helpful because an image’s hues and
tones often differ dramatically from what you see on the moni-
tor to what appears on early proofs and in final separations.



The color wheel
illustrates the
relationship be-
tween colors.
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Learning About Color

Color is subjective; but common sense and a few Quidelines can
help you use color effectively.

Color is a complex subject. If you’d like to learn more about
color study the books listed in the bibliography.

The color wheel shows the relationship between colors and
illustrates how they are related to each other.

You can create any color by combining various percent-
ages of the three primary colors: red, yellow and blue.
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Colors located roughly opposite each other on the color
wheel are complementary colors.

Color combinations composed of a single complementary
color from each of the three primary sections of the color
wheels are called triads. Choosing complementary triads
helps you establish palettes of colors that work well together.

Triads help

you identify |
effective color |
combinations.
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You'll find that some colors seem to be made for each
other, establishing a pleasing visual flow or creating an
interesting contrast.

Some color
combinations
create a pleasing
visual flow.

Other combinations produce unsightly results. Most
everyone has experienced colors that “clash,” or don’t
complement each other.
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Color combinations can also have strong effects on type
legibility. Besides the standard black ink on white paper,
black and yellow, along with orange and white, are highly
visible and legible color combinations. Think of the colors
used in most roadside caution signs.

Other combinations make type virtually unreadable.
Yellow type on a pink background, for instance, may grab
the reader’s attention, but its “electric” appearance (created
by the contrast and interplay between the two colors) makes
for difficult reading.
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Color Relationships

Take advantage of color relationships in your designs.

Use the color wheel to find complementary and contrasting
colors. For instance, adjoining colors on the wheel are similar
and tend to blend together. Think of the browns and greens
in camouflage. Use neighboring colors when you need a
subtle, blending effect.

You can also use similar colors to create the effect of
depth. This is especially effective if you are working on

Nei £
eighboring graphics that will appear in a three-dimensional style.

colors can be used
to create a three-

dimensional effect. Dietary Fat Intake

s 8 8 8

TOTAL CALORIES, PERCENT

Saturated fat Unsaturated fat TOTAL FAT
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You can choose colors that contrast sharply to draw
attention to certain elements in your design.

Colors with a
lot of contrast
add impact to
a document.

Black and white make the most familiar contrasting color
combination, but there are plenty of other examples. Use
contrasting colors carefully, since overusing them will lessen
their impact in your pages.

Tools
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Properties of Color
Colors have inherent qualities that affect how they appear.

When designers talk about color, there are usually a few
basic properties they discuss—hue, saturation and value.

Hue is the actual shade or color itself. Violet, for instance,
is a darker hue than yellow.

Saturation is the relative brilliance or vibrancy of a color.
The more saturated a color, the less black it contains. If a
color has very little saturation, it will appear dark and dull.

The relative vi-
brancy of a color
is called saturation.
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Value (also called screening) is the percentage of color a
particular hue contains. A block of green color screened at 40
percent would have a lower value of green than one
screened at 80 percent.




By adjusting the
value of a color,
you can achieve
a wide range

of effects.
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By manipulating the various properties of color, using
the relationships between different hues and adjusting the
values and saturations of colors, you can achieve a wide
range of effects from just a handful of different shades.

semmmmes \
“Ssaman="

Remember, most desktop publishing and illustration
programs allow you to set hues, saturations and values as
part of a color’s style, so you can experiment with different
parameters and combinations before finally deciding on
which ones you like best.
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Spot color can

be a low-cost way
of achieving the
effect of full color.

|
|

WORKING WITH SPOT COLOR

Two-color printing may be the affordable answer to your
color needs.

If you're looking to jazz up your pages, but you don’t have
the time, money or expertise to tackle a full-color job, spot
color (or two colors) may be the answer.

In the spot-color process, a second color is added to the
single color normally used (black is the traditional single
color in most print jobs).

The Spot-Color Secret

Through careful use of spot color, you can achieve impressive
results on a relatively small budget.

Newspapers, tabloids, mail-order companies and direct mail
firms have long known the secret of spot color. Pages that
might seem drab, or at best ordinary, come alive with

a little strategically placed spot color.




Using spot color
successfully re-
quires design
restraint.
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Flyers, letterhead, brochures and newsletters can under-
go a dramatic, eye-catching transformation from simply
adding a second color.

PETER BRADY. PRESIDENT
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Restraint with spot color keeps your pages tasteful and
inviting. It's important to know when not to run an item in
spot color. In the two layouts below, notice how the version
on the left makes more effective (and subdued) use of spot
color. Using too much spot color has the same effect as using
none at all.

Speech Theropy Naw in Hillendale
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Spot color can
highlight key
information in
a document.

Use spot color to highlight only vital or unique elements,
especially items that can help direct the reader’s eye.

Pchapiem—

&
BEYOND)
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Screening Spot Color

You can create the illusion of using several colors in a document
by screening spot color.

By screening one—or both—of your colors, you can achieve
the effect of printing in multiple colors. Screening is a pro-
cess by which you use a percentage (or lower value) of a full
color, creating a lighter shade of the original. For example,
an orange box screened to a 50-percent value produces a
paler, peach color.

Tomorrow's Trucks:
The Users’ Perspective
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Likewise, screening a color produces lighter shades, but
‘ the eye is fooled into thinking a new color has been added
| to the page. In the example below, darker shades of green
‘U are used to create the illusion of different colors.
|
|

Use spot color,
black and screens
to create “new
colors.”




176  Looking Good in Print

Using Spot Color in lllustrations

Adding a spot color to illustrations can lend impact to your pages.

Using spot color in some types of illustrations works well if
those illustrations are specifically designed for two-color
treatment. [llustrations like maps, technical drawings, charts,
diagrams and information graphics work especially well
with a second color.

Spot color in
illustrations should
match readers’
expectations.

Simple, clean line art also gains impact from a second
color, but only if the second color matches readers’ expecta-
tions of how the line art should appear. For instance, flesh
tones shouldn’t appear in green or blue, and grass should
not be red or purple.
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Creating Duotones

Duotones can enhance the qualities of a normal photograph.

Adding a single color to black-and-white photographs
(creating a duotone) can bring depth and richness to your
pages and can emphasize detail that otherwise might
have been lost.

Duotones add
richness and depth
to a document's
photos.
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In the standard duotone, you'll use the black ink to print
most of the shadow tones, while specifying the second ink to
print most of the mid-range and highlight tones.




Specify two colors
to jazz up an
advertisement.

—
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Printing Two-Color Jobs Without Black Ink

Substituting a different color for black in a two-color job is an
effective way to draw attention to flyers, ads and brochures.

If your project doesn’t contain lots of text, you might con-
sider printing it in two different colored inks, rather than
black ink and a single second color. This can be an effective
technique for flyers that sport eye-catching artwork and only
a small amount of type.

) ) o O
) () G )

) () G )

DAVE'S
TOWING
SERVICE

ALL MAKES & MODELS

24 HOURS A DAY ¢ 7 DAYS A WEEK

1-800-222-5533
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COLOR IN A CAN

Color clip-art can be a cost-effective solution to producing four-
color content.

If your budget allows you to print in four colors, but you
don’t have the funds to develop extensive four-color content,
color clip art may be your answer.

A wide variety of four-color (and some two-color) clip art
is available, usually in multiple file formats. Remember that
when working with color illustration files, it is best to stick
with widely-accepted file formats such as .TIFF or .EPS.




A strong game
plan can help you
avoid costly four-
color mistakes.
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YWORKING IN FULL COLOR

Full-color documents are the ultimate tool for capturing and
maintaining the reader’s attention and interest.

Adding four-color artwork and photographs to a document
brings new dimensions to its beauty and effectiveness.

Some simple, easy-to-follow guidelines will help you
achieve professional results:

Have a strong game plan. Planning is paramount in
color jobs. Anticipate new complications, delays,
mistakes and expenses.

Bid the job out. Costs and fees for four-color work
vary widely from one printer to the next. Ask several
printers to bid on the job, and request samples and
references at the same time.

Avoid manual stripping and separations. The tradi-
tional methods for stripping (inserting artwork into
pages) and separating color are labor-intensive and
therefore expensive. The more of this kind of work you
handle electronically, the cheaper the job will be.

Trust only your eyes. Monitors, slide projectors and
color proofing devices can all yield distorted and inac-
curate colors. Your eyes know what looks right.

Rely on those who know. Service bureau technicians
know the intricacies of their output devices and press
operators can usually account for everything from
troublesome paper to temperamental presses. But they
can’t help you unless you listen to them.

Use the right tools. Four-color pre-press work takes a
powerful computer with plenty of RAM and a large
hard drive. If your system is slow when working on
conventional single-color documents, imagine the
delays you’ll encounter when working with multiple
colors.
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¥ Learn from your mistakes. Four-color mistakes are
expensive and frustrating, but if you use them to learn
what went wrong—and why—you can avoid repeating
them in future jobs.

¥ Haste makes waste. Rushing the details can ruin a color
job. The complications of four-color printing call for
extra time and care when checking the little things. Last-
minute changes cost even more time and money when
working in full color.

B Keep it simple. Your first four-color effort shouldn’t
rival an issue of National Geographic. Start with smaller
projects that are easier to manage and cheaper to pro-
duce, and work your way up from there.

¥ Be consistent. It's tough to learn the idiosyncrasies of
your hardware and software (not to mention a service
bureau or print shop) if you're constantly trying a new
page layout program, scanner, printer, etc. By using
the same hardware, software, people and services, you'll
more easily be able to achieve consistent, predictable
results.

For more on working with color, particularly the technical
aspects of this rapidly changing field, see Appendix A,
"Graphics & Prepress Tips & Techniques.”

MOVING ON

Perhaps more than any other element of design, color is a
highly subjective factor. Individual colors and various color
combinations that some might find beautiful can just as easily
evoke disgust or indifference from others. Experience and
patience are sometimes the best teachers when wrestling with
the subjective subtleties of color.

And since recognizing problems in color choice (and page
design) is an important skill every desktop publisher should
develop, we'll next look at some of the most common mistakes
made in the name of graphic design.




“Rivers” of white
space in justi-
fied text can

be distracting.

Twenty-Five Common
Design Pitfalls

The following illustrations are typical examples of “desktop
publishing crimes.” These samples show that using too many
desktop publishing devices, compounded by a lack of
attention to detail, can work against the goals of straight-
forward, effective communication.

RIVERS OF WHITE SPACE

Watch out for “rivers” of white space that can develop vertically or
diagonally through justified text.

Rivers are caused by gaps between words; they occur often
when large type is justified in narrow columns. They‘re
especially likely to occur when two spaces instead of one
are inserted after periods.

DEAR GEORGIE: Several years
ago, you printed several letters
concerning older people who
had heard
music inside
their heads. ASK
I would ap-
preciate any
information
you can give
me, because
my 92-year-
old mother is
experiencing
lh:se symp- GEURG’E
toms and
needs reassurance that she is not
“going crazy.”
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The larger

the type, the
more space be-
tween columns
is required.

The cure is to decrease the type size and/or increase the
column width. You can also reset the copy with a ragged
right margin.

DEAR GEORGIE: Several years ago,
you printed several p————

letters concerning
olderpeople whohad As K
heard music inside

their heads. I would
appreciate any infor-
mation you can give
me, because my 92-
year-old mother is
experiencing those
symptoms and needs

reassurance that she G E 0 H G I E

is not ““going crazy.”

INAPPROPRIATE COLUMN SPACING

Gutter width should be proportionate to type size.

As type size increases, more space between columns (a wider
gutter) is needed to prevent the reader’s eyes from moving
horizontally, across columns, instead of progressing down

to the next line.

Astypeincreases,more do not overdo it, how-
space between columns ever. Overly generous
is needed to prevent the column spacing causes
reader's eyes from mov- distracting verticalbands
ing horizontally, across of white space.
columns, instead of pro-  Astypeincreases, more
gressingdowntothenext space between columns
line. Be careful that you is needed to prevent the |
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Be careful not to overdo it, however. Overly generous
column spacing causes distracting vertical bands of white
space. (The default column spacing for most desktop pub-
lishing programs may be too large or small for the specific
typeface and type size you're using.)

TRAPPED WHITE SPACE

Avoid “holes” in publications.

Trapping white space between elements on a page produces
a visual “hole” in your layout. This confuses readers and
interrupts the flow of the copy and graphics.

E PET PAPERS

DOGS MARCHING 7 émoncm smnrmme
FOR MORE BONES e oo o oo oo o

Occasionally,
white space can
be too much of

a good thing. Lorem desme cmmrmn e TURTLES CROSSING
SLEETSTSSTT 100 MANY ROADS

et o, St vemas ques rowtrad Lo fwim dolor ut st con, meven
P el

Lo sam dolor et amer. . mare- 1abore e ut alcpap ex 0 com dokor ™
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Solutions include increasing the size of display type,
enlarging the illustration or recomposing copy.

@PET PAPERS

DOGS MARCHING
FOR MORE BONES

CLAUSTROPHOBIC PAGES

Always provide sufficient breathing room around columns of text.

Claustrophobic pages result when text, rules, graphics and
other elements crowd each other and the edges of the page.

PET PAPERS

DOGS AE MARGHING '--;-_-—-—;;-_'
FOR MEATIER BONES =28 r—p daa
o

Be sure to give
text columns
breathing room.




Give headlines
the attention
they deserve.
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Squeezing text into boxes or wrapping it too tightly
around illustrations or silhouetted photographs also pro-
duces crowded pages (like a newspaper classified section).

LorAurr\\, sEnR\ i:s:r:\f(::)rs: alr.:-\et MUCH MORE
con; minimim venami quis COMFORTABLE
nostrud laboris nisi ut aliquip ex Lorum sum ipsum dolor sit
eacomdolor . Inreprehenderit in amet, con; minimim venami
volupatate nonumy. Lorumque quis nostrud laboris nisi ut
etipsumdolor sitamet, con; mini- aliquip ex ea com dolor . In
mim venami quis nostrud laboris reprehenderit in volupatate
nisi ut aliquip ex ea com dolor in nonumy. Lorumqueetipsum
reprehenderit in volu-patate dolor sit amet, con; minimim
nonumy. In reprehenderit in vo- venami quis nostrud laboris
lupatate nonumy. laboris nisi. nisi utaliquip ex eacomdolor
Lorum ipsum dolor sit amet, con; inreprehenderitin volupatate
minimim venami quis nostrud nonumy ibsen dipsum dong.
laboris aliquip ex ea com dolor.

\WHISPERING HEADLINES

Headlines and subheads should be significantly larger—and often
bolder—than the text they introduce.

Gray pages result where there’s not enough contrast between
headlines and text. Whispering headlines fail to attract
attention to the text they introduce.

PET PAPERS

Quorieny Newssrier SREE

DOGS MARCHING FOR BONES
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Jumping hori-
zons create a

disconcerting

up-and-down

effect.

JUMPING HORIZONS

Start text columns the same distance from the top of each page

throughout a multipage document.

Jumping horizons occur when text columns start at different
locations on a page. The up-and-down effect is disconcerting

to the reader and destroys publication integrity.

PRODUCTS N THE NEws 23

volupatate nonumy. Lo-
rum ipsum dolor sit amet,
con; minimim venami
quis nostrud labons nusi ut
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wp ex ea com dolor maumim venami
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OVERLY DETAILED CHARTS

Combine and simplify information presented in charts.

To highlight the important message of a chart, combine
and simplify less important information. A pie chart, for
example, with more than six slices is confusing.

Afternoon

Consolidate data

to highlight Nappers

what’s most

important.
Age Groups
Caught
Napping

Grouping the smaller slices together directs the reader’s
attention to more important segments.

Afternoon
Nappers

Age Groups
Caught
Napping
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Use appropriate
line spacing to
link subheads
with text.

Buried headlines
can break readers’
concentration.

FLOATING HEADS & SUBHEADS

Position headlines and subheads close to the text they introduce,
leaving plenty of room between them and the preceding text.

The impact and purpose of a heading is weakened if readers
can’t immediately identify which text it refers to.

Aliquip ex ea com dolor in Aliquip ex ea com dolor in
reprehenderit in volupatate reprehenderit in volupatate
nonumy. lpsum dolor sit amet, nonumy. lpsum dolor sit amet,
con com dolor nostrud. con com dolor nostrud.
Sensitivityto Sensitivity to
variations in spacing variations in spacing

Minimim venami quis nostrud. Minimim venami quis nostrud.
Laboris nisi lorum ipsum dolor Laboris nisi lorum ipsum dolor
sit. Aliquip ex ea com dolor in sit. Aliquip ex ea com dolor in

e henderit in volup reprehenderit in volupatate
nonumy ipsum dolor | nonumy ispum dolor.

BURIED HEADS & SUBHEADS

Avoid headlines and subheads isolated near column bottoms.

When only one or two lines of type follow a headline at the
bottom of a page, that headline becomes visually buried.
Buried heads are unsightly and distracting to the reader.

PET PAPERS
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Strive for contrast
when choosing
more than one
typeface.

Use presenta-
tion graphics to
enhance your
spoken words.
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SIMILAR TYPEFACES

Strive for clear and obvious contrast between different typefaces
used in a single publication.

When using different typefaces for headlines and text, for
example, go for contrast. Avoid typefaces that are similar.

This is Bookman. This is Helvetica Bold.
Now is the time for all good Now is the time for all good
men to come to the aid of their men to come to the aid of their
country. The history of the country. The history of the
horse and buggy date back to horse and buggy date back to
a time when the modern car a time when the modern car
was not even a figment in was not even a figment in

COPY-FILLED SLIDES & OVERHEADS

Avoid cluttering presentation visuals with unnecessary copy.

Slides and overheads should support your oral presentation,
not replace it.

Using lots of words in slides means setting copy in small
type. Stick to the main ideas, worded in simple language.

How to Get Getting
started Started

H Set all your objectives
clearly when working on
W Set Objectives

early stages of job

Qutline your main
concepts in a highly
detailed format

® Outline Concepts

Sketch all your concepts

on paper (or use the

computer for ideas) W Visualize Content
before you begin the

main part of the project
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IRREGULARLY SHAPED BLOCKS
OF COPY

Set type in “novelty shapes” only when doing so serves a purpose
and the text retains its legibility.

It might be fun to set text in the shape of a diamond, cloud or

reindeer; but chances are, those special effects diminish the
overall effectiveness of your communication.

i cane you can't
make @ ot s text o

opponec b e shape of 8 cow I Cane you can't ke

= as st 8 -
PN 10 b @ the Khage of a Cow I Cane you CHb't TNE @ OMR. I 1AL 8 WEpPOmer] 10 D @ the hage Of & v I cane you can't make d OUL. thes
8 mapoucd 0 ¢ a8 the SAage Of 8 Core <A Caae yom Can * b W CAAL U3 KEAL 15 mppemed 10 B 8 the 30t of & cow I8 Case - Can't ke 8 L.
s st . wpponed 10 be @ the shage Of & e b case Y00 Can't Mk 6 OML thes 121 1 seppRmd 10 B @ the wape of 2 Cow. Ia e you can't make 8
Out. B w11 mppoRed 10 be @ the hape of 8 COw 8 Case yOu CaB'T ek OUR, thes tel 3 wppoLed 10 be 1 the shape of o cow b case you can'l make o
. thes et suppomed 10 b @ the 1hapc of 8 GO 8 CasE YOu Cam 't mupkc 8 WL (B3 let s PPOmed 10 B @ (i Shape of 8 < 18 G & YOu CaB't ke 8 Gut.
has et . moppomed 10 b @ the shage Of 8 COw |8 Cas: you C29'F ek X O ths 1t 3 loppomed 40 be @ the: ¥hape of 500w I Cane 3y €20 t ke 8 oML, B
leat o vep  poed 10 B¢ @ the shape of 2 0w I Cane yOou Ca8 § mAke B OuL Bt £t suppOmed 10 b @ e hagx of 8 COv I Cae you Can 't makE W ot
st 1 suppomed 10 ¢ .3 the 3P of 4 cow I Cane you CaA't MBke WL BN 1CA1 5 sappemed 10 1 8 e thape of 4 cow ia cne

you can't make B out. thes (AL  EAPONED 60 B¢ @ the shape Of & o I CR4E YO Ca8't Mok @ a8 122 1 supponed OB B

the shape of 2 cow I8 Case you cAY | make § O B3 KA1 mppOnGd 10 b o8 the shage of 8 corv. b ca.¢ yow can't ke o et

s a1 . supponed 10 b e Bage of 8 cow I Case yow ot { make § CAK. Bt 131 8 PP med 10 ¢ @ the shape of 3 X w

o Case you can's make @ OuA. (B 111 & om0 b 9 the share of 3 cow [ Caae Yo caa ™ mskc € 0w, s 22 1 P e

@ b @ e hage of 8 GO I <3e€ YO €20 1 e B OV, it te1 18 sy oscd 10 b @ e shepe @ 8 Ow  Came v Can 1

make # O s t£11 1 opPONEd 0 be @ the thage Of 4 COw [ Cant you, Ca8't ke ¥ OML s W2t & WepPORY 0 ¢ @ e

Dapc of 3 covw 1 Cae you cae ¢ mAkE 0L, Thes IER1 1 wpp0 €0 10 B 0 "he shape Of o Core I Cane y0u can t b 0 vl

Tt 1518 40g D000 83 ¢ o8 e hage Of 0 COw 8 Cane YO Ca® * Mk B O B3 €11 18 apPOnG: 40 B o Bhe Bage O & 0w,
T8 Gt o CHY ' make B OML € 5 T 5 R 10 B 8 Do sy O £ COw 18 Cane yom Ca8't ke d . st s sugn veod
10 be @ tie shape of a vow | Case yom Ca | make d UK D5 £11 3 epprned 10 be o the shape of 4 cov I came yu 88t
ke € OuL S 62, 1 SUpyRe 10 b the khapr Of o vow 18 Came YO0 Can ¢ make 8 OuL B 1221 W apponed 10 be i the
Shape of s cow I8 Case vou Can'l ek 8 OB s 1€ 1 mAppOLSS 10 B @ the abape of a Cow o8 Ca%e you Can’ 1 ke

00w B 11 8 o 10 B o8 the shap: of 3 COw e Can you G0t miske 8 owt. s tet i sappoued (0B 0
S You Can tam ke d out.
ke o o ths deat v

2com In
s oncd 10 b the shage Of & Com I8 Cne you can't = ke 8 OWL T At
oppoued © be @ Bn of s com I cane you can't 8 ake § O Do Rl
apposed © % @ e Sapefz  cow ln cane you L en' make X Cut. e
miney  owdo e mtetaxotacom b wme yoo
cesi rmkew out. . uM e sap-
Fodes  te he e @ acow
has: o3 cant aade v
o cest 1 sap
Fmedts 1t w e shap: T
o b Case youcant vasc
P text w sap-
foned 0 Newe
»aape ol com
case you e
LeTEN

Flush-left type is easiest to read. Lines without a consistent

left margin take more time to read because readers lose track
of each line’s starting point.
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ROTATED TYPE

Rotated type works best in short banners or “teasers.” Readers
shouldn’t have to strain to read it. '

Rotated, tilted or angled type is difficult to read, especially if
there’s lots of copy or the type is set in a small point size.
Readers are forced to tilt their heads, tilt the page...or move
on without reading.

& Rotation Gazette

_To gaurd sguinst thesr edibons  aging progrese—n fact So make
both a

publsshers.
printer’s mark. of colophon.on  inovator, Aldus used has creative
the title page of each book. Witha  rrourcefuiness = design and pub-

each book could © the
e cearty B, e S Sy
of s parsculas Te resdioprere
et et e cmatorap RN et
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Widows can often
be eliminated by
editing the text.

UNDERLINING

Underlining undermines readability.

Try to use bold or italic type instead of underlining. More
than a few underlined words cause visual clutter and confu-
sion. Portions of the descenders often become lost in the
underlining, making letters harder to identify and words
harder to read.

[ FURTHER READING

Amheim, Rudolf. Visual Thinking. Berkeley, CA: University of
California Press, 1980.

B Michael. T\'pe Design, Color. Character & Use.
Cincinnati, OH: North Light Publishers, 1987

Boom, Michael. Music through MIDI. Redmond, WA: Microsoft
Press, 1957,

Busch, David D. The Hand Scanner Handbook: Mac & PC
Editions. Homewood, IL: Business 1 Irwin, 1992.

FURTHER READING

Ambheim, Rudolf. Visual Thinking. Berkeley, CA: University of
California Press, 1980.

Beaumont, Michael. Type: Design, Color, Character & Use.
Clmm\an OH: North Lxgh!f’ubhshers 1987.

Boom, Michael. Music through MIDI. Redmond, WA: Microsoft
Press, 1987.

Busch, David D. The Hand Scanner Handbook: Mac & PC Edttions.
Homewood, IL: Business 1 Irwin, 1992.

WIDOWS & ORPHANS

Watch for widows and orphans, which can cause unsightly gaps in
text columns.

A widow is a syllable, word or less than one-third of a line
isolated at the bottom of a column, paragraph or page.

The anchor is a means of securing, of holding fast, while the
dolphin is capable of limitless movement. What adds to this ten-
sion is the way the dolphin is wrapped around the anchor. Is the

dolphin lifting the anchor, or is the anchor holding down the dol-
phin?




Consistent spacing
is key to quality
design.
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An orphan is a word or short phrase isolated at the top of
a column or page.

better.

What makes this emblem so
appropriate? It encapsulates the
the mission of the Aldine Press:
to sustain tradition while
encouraging progress—in fact,
to make them interdependent.
As both a vehement classicist
and an ardent innovator, Aldus
used his creative resourceful-
ness in design and publishing
technology to preserve the liter-
ature of the past.

You can banish widows and orphans from your layout by
editing the text (the best solution), rehyphenating line
endings, or adjusting letter and /or word spacing.

UNEQUAL SPACING

Strive for consistent spacing between the elements that make up an
advertisement or publication.

Readers notice even the smallest variations in spacing.
Inconsistent spacing can brand your work as careless and
unworthy of serious notice, giving the impression that your
message isn’t important.
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Pay particular attention to the relative space between
headlines, borders and text:

Fisherman’s Review

Brnging You The Best Fish Tales Ever Toid Quartedy $198

B g Wit ko bl 0
e bimbe comar eppesprams’ | et
rly g 5 pre s k. e o S Ak P
on cobaphon, o O 1l pags o i b <P
pesag ogmg e L.
nlophon. ench hock akd be b s Bt

Cloty ettt i O werk f As et 5 et commcmt
 parnester ot oo st . AN

e e o et e
i @ o o o e

1 Ou ety Ot s, oAt w10 e et
-~ ot e e Y

actghe
o e b Poy

o g O bt e The aniber ¢ v o4

presrewpvartv Ak bt ke

T T gy O gl 8 capab o .

e et . Femans e Wt ot

Subheads and text:

PR T
unique colophon, each book could
be clearly identified as the work of
a particular publssher. For the
Aldine Press. Aldus Manubus.
mulled over the range of classical
and Chnstian icons and finally
chose the dolphin and anchor
A Bloody Mess

In the early Chnstian era, the
dolphin and anchor represented the
s0ul being carried to salvation.
Whether Aldus considered the
Chrstian symbolism when he
chose it, we can’t be certain. But
there may be a clue to his intentions.
i the strange way the symbol con-

A Ve
resourcefulness i design and pub-
hshing technology 10 preserve the
literature of the past. The chowce of
colophan, however, could not be
casual one 1t had to represent
what was distinctive about the pub-
lishing house  For the Aldine Press,
Aldus Manutius mulled over the
range of classical and Christian
icons and finally chose the dolphin

and anchor. p
Fighting the Night Tide
1n the carly Christian era. the

dolphun and anchor represented the
soul being carmed 1o salvation.

Captions and artwork:




Spacing affects the
impact of head-
ings and artwork.
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Artwork and text:

Fisherman’s Rewew

Bringing You The Best Fish Tales Ever Told

The One That Got Away ""t‘t’“"‘"
Sess

$195

for Salmon

Column endings and bottom margins:

"To gaurd agaimst ther edi-
tions being counterfieted,
Renatssance publishers custom-
arily stamped a printer’s mark,
or colophon, on the title page of
each book. With a unique
colophon, each book could be
clearly identified 25 the work of
a particular publisher. For the
Aldine Press, Aldus Manutius
mulled over the range of classi-
«cal and Christian icons and
finally chose the dolphin and
anchor.

In the early Christian era,
the dolphin and anchor repre-
sented the soul being carmed to

salvation. Whether Aldus con-

e
mmn
ciosa nor 100 Gatant.

199
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Adjust tabs to
make them
proportional to
column width.

EXAGGERATED TABS & INDENTS

Make your tabs and indents proportionate with the type size and
column width of your pages.

Default word processor and desktop publishing tab settings
are often indented too deeply. Wide columns with large type
usually require deeper tabs and indents than narrow col-
umns with small type.

To guard against their editions being
counterfeited, Renaissance publishers cus-
tomarily put a printer's mark, or colophon,
on the title page of each book. With a
unique colophon, each book could be clear-
ly identified as the work of a particular
publisher or pninter.

The choice of colophon, however,
could not be a casual one. It had to repre-
sent what was distinctive about the pub-
lishing house. For the Aldine Press, Aldus
Manutius mulled over the range of classical
and Christian icons and finally chose the
dolphin and anchor.

In the early Christian era, the dol-
phin and anchor represented the soul being

To guard against their editions being
counterfeited, Renaissance publishers cus-
tomarily put a printer’s mark. or colophon,
on the title page of each book. With a
unique colophon, each book could be clear-
ly identified as the work of a particular
publisher or printer.

The choice of colophon, however,
could not be a casual one. It had to repre-
sent what was distinctive about the pub-
lishing house. For the Aldine Press, Aldus
Manutius mulled over the range of classical
and Christian icons and finally chose the
dolphin and anchor.

In the early Christian era, the dol-
phin and anchor represented the soul being

EXCESSIVE HYPHENATION

Switch to manual hyphenation or adjust the hyphenation controls

in your software when too many words are hyphenated.

Five hundred years ago, Christopher Co-
lumbus was on his knees in throne rooms
throughout Europe, scrambling to finance
his first voyage to the New World. Mean-
while, his Venetian countryman Aldus Ma-
nutius—scholar, printer, and entrepre-
neur—was establishing what would be-
come the greatest publishing house in Eu-
rope, the Aldine Press. Like Columbus. Al-
dus Manutius was driven by force of in-
tellect and personality to realize a lifelong
dream.

Aldus’ greatest passion was Greek litera-
ture, which was rapidly going up in smoke
in the wake of the marauding army. It
seemed obvious to Aldus that the best way

Five hundred years ago, Christopher
Columbus was on his knees in throne
rooms throughout Europe, scrambling to
finance his first voyage to the New World.
Meanwhile, his Venetian countryman
Aldus Manutius—scholar, pninter, and entre-|
preneur—was establishing what would
become the greatest publishing house in
Europe, the Aldine Press. Like Columbus,
Aldus Manutius was driven by force of
intellect and personality to realize a lifelong
dream.

Aldus’ greatest passion was Greek litera-
ture, which was rapidly going up in smoke
in the wake of the marauding army. It
seemed obvious to Aldus that the best way

Excessive hyphenation occurs in narrow columns of type.
Solutions include reducing type size, increasing column
width, manually hyphenating lines of text or choosing
unjustified, flush-left alignment.




Treat your logo
and address as
primary design
elements.
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Increasing the hyphenation zone in your software allows
longer words at the end of each line, but this may result in
excessive word spacing. ’

Manual hyphenation gives you control over which words
are hyphenated and which are moved intact to the next line.

CRAMPED LOGOS & ADDRESSES

Design your advertisements from the bottom up.

A firm’s logo, address, phone number and other buying
information are often difficult to read because they’re treated
as an afterthought. To avoid that, build your documents

© around the logo and other vital information—or at least

. place those elements on the page first, instead of last.

| Who says you can’t
live on bread alone?

Our cookies, cakes and pastries are so deli-
€1ous, you st might change your mind about
the old saymmg. In fact, if you stop by with this
ad, you can try our oatmeal cookies free. To
gaurd agammst their editions being counterfieted,
Renaissance publishers customarily stamped a
printer’s mark, or colophon, on the title page of
each book With a unique colophor, each book
could be clearly identfied as the work of a par-
ticular publisher. For the Aldine Press, Aldus
Manutus mulled over the range of classical and
Christian icons and finally chose the dolphun and
anchar.

in the early Christian era, the dolphin and
anchor represented the soul being carmed to sal-

vation. Whether Aldus considered the Christian
symbolism weontradicts itself. The anchor is a
means of securing, of holding fast, while the dol-
phin is capable of limitless movement

What adds 10 this tension is the way the dol-
phun 1s wrapped around the anchor Is the dol-
phin lifting the anchor, of is

the anchor holding down the
dolphin? The ambiguity of
the mofto beneath . “Festina

:cnlws" I‘Ma: :“:m slow-  Daily Bread

ly"), teases us further

What  makes  this ﬁBAKERSY

emblem o approprate? ft 173 West Main Seer
Berdburg Wi 74981

s difficultto know why  eobi® W

Who says you can’t
live on bread alone?

Our cookies, cakes and pastries are
so delicious, you just might change
your mind about the old saying. In
fact, if you stop by with this ad, you
can try our oatmeal cookies free. So
give us a chance to prove how great
bread alone can be, and come see us

at the Daily Bread Bakery.

Daily Bread
BAKERY

173 West Main Street
Berdburg, Wi 74981
(763) 555-1082
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Many designers create a single graphic file consisting of a
properly spaced logo, address and other information. That
file can then be easily added to any ad, flyer or other docu-
ment in a single step.

TOO MANY TYPEFACES
Avoid a potpourri of typefaces, sizes and weights.

Including too many typefaces on a single page—one of the
most common desktop publishing mistakes—makes your
pages look amateurish and confusing.

Use only as many typefaces, sizes and weights necessary
to organize your information and create a hierarchy of

importance. Each new typeface, size or weight slows
Avoid the “ransom down the reader.

note” school of
typography.

Ransom Note Review

Brrngng You The Bt Fusk Takes Ever Tol Quoneny Lk

The One That Got Away!




T —
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LACK OF CONTRAST BETWEEN TEXT
& OTHER ELEMENTS

Strive for as much contrast between type and background as
possible for clear differentiation.

This is especially important when working on color docu-
ments or designing color slides and overhead transparencies.
Without sufficient contrast, it’s hard to distinguish text from
backgrounds or other elements the text overlaps.

USING SEVERAL SIMILAR VISUALS

Establish a visual hierarchy by altering the size and shape of photos
and illustrations.

In an effort to use as many images as possible, designers
sometimes run illustrations at the same size and shape.
However, this can confuse readers who won’t know where

to look first.
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Special effects
can diminish the
overall effective-
ness of your
message.

After choosing the best images, run them in a variety of
sizes and shapes, determined by their importance.

GOODSPORTS

GOODSPORTS

‘Young Stars Take the Field

effective purpose.

UNNECESSARY SPECIAL EFFECTS
Special type and graphic effects that can look gimmicky serve no

There’s no substitute for clean, concise design; and using

special effects for their own sake makes pages look frivolous
and over-designed. Many computer-generated effects make
information much more difficult to process and understand.

Comput-O-Rama
27 S. Park Street

Everything/mustigo!l]
e 4
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MISALIGNED ELEMENTS

Strive to keep all elements on pages aligned with each other.

Consistency in aligning design elements, such as subheads,
illustrations, etc., can make the difference between a profes-
sional-looking document and a rag-tag, disorderly one.

Columns and graphics should be aligned vertically; and
subheads, rules, boxes, bullets and other items should rest
along the same baseline as the text they accompany.

Gourmet Times

The Newsletter of Fine Cooking & Dining

Captions and other eiemerts shoud aign
o Ine pags

MOVING ON

Now that you're familiar with the basic philosophy of
practical desktop design and the basic tools of organization
and emphasis, it’s time to apply that knowledge to specific
advertisements, brochures, newsletters and other projects.

The examples in Section Two, “Putting Your Knowledge
to Work,” illustrate successful applications of the tools of
graphic design. They also show how the appearance and
communicating power of an advertisement or publication
can be improved by simply rearranging the elements or
providing greater contrast between them.







Section Two







Putting Your
Knowledge
to Work

This section offers a gallery of graphic design examples that
have been “made over,” giving you a before-and-after
perspective and the opportunity to examine first-hand the
ingredients of successful page design. You may be surprised
to see how a common problem can be resolved with a few
minor changes.

As you read this section, try to focus on concepts rather
than specific document types. For example, a three-column
layout for an advertisement also might work well for your
newsletter. A more creative logo placement in a brochure
may provide a solution for improving the appearance of
your letterhead.

The original samples and makeovers should help you
understand how basic elements of graphic design work
together to produce attractive printed materials.
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Brochures (Original)

This brochure presents the reader with competing messages
because of an inappropriate combination of typefaces, type
styles and type sizes. Which message is most important?
Which should be read first?

Ordering information
Comes ton St jTURL%gII% 7O s o
1
To Place Orders ONLY: Call TOLL FREE 1-800-833-3328
precede; the product kl) ANDSILVER COMPANY To Plce Onders nside Mass and for other Inquiis: Cal 617) $35-5950
information. l

b Early Fall Specials

Prices in effect from September 16, 1987 through October 31, 1987

Al prices are spproximate and subject 1 change without notce.
$50.00 MINIMUM ORDER

: ‘WHOLESALE ONLY C.0.D. ONLY
Too many type sizes and
styles create confusion.
Sterling Silver DIAMOND-CUT ITALIAN CROSSES
Back by Popular Demand, Quantities Limited — 6 for $6.50
18K Gold-Plated FINISHED CHAINS
All Lengths, All Styles $3.50 each or Assorted Lots of 12 or more $3.25 each
Choose from: 100 HB NUGGET FLAT 187, 207, 24°
e ot I ey s 120 HB NUGGET FLAT 18", 20", 24
100 NUGGET 18, 207, 247 065 HB LOVE 18", 207, 24:
3mmROPE T8, 167, 18", 20", 24, 30 000 HB LOVE 187,207, “_
4mm ROPE 7', 8", 16", 18, 207, 247, 30"~ O40OVAL HB 18", 207, 24
Smm ROPE 7", 8", 16", 18, 207, 24" 060 HBB 187, 20, 24°
Inconsistentmargin 100 CURB 18, 207, 24" m ::: :g. % g:
. 150 CURB 18", 207, 24" 2 20,
treatments (sometimes 10CURB & 18" OPEN CURB T, &, 18", 20"
centered, sometimes 170 OVAL CURB 7", 20", 24 HEAVY FIGAROA 7", 8, 187, 20°
flush-left) interruptthe OVAL C-LINK 18", 207, 24" 060 COBRA 187, 207, 24"

. . 100 HB FLORENTINE 18°, 207, 24"
continuity and slow the

reading process.
SILVERLUST on Sale through 10/31/87 ONLY!
Buy 12 Assorted Silverlust Bracelets (SLBR Series) - DEDUCT 10%
Buy 25 Assorted Silverlust Rings (SL Series — excluding SLR Mini Series) - DEDUCT 15%
Buy 12 Assorted Silverlust Slave Bracelets (SB Series) — DEDUCT 10%
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Brochures (Makeover)

White space is essential in pieces that contain a lot of detailed
information. Note how white space-has been reorganized to
direct the eyes to important body copy.

Thelogo. address and
orderinginformation are
moved to the bottomn of
the page, allowing the
“Early Fall Specials” a
prominent place atthe
top.

Athree-column grid gives
readers easier accessto
product categories and
descriptions.

Eachitemisintroduced
by a subhead setin
heavier weight.

Orderinginformation is
emphasized in a screened
box atthe bottom of the
page.

The “call-to-action” phone
number is setin larger
type.

New England Turquoise and Silver Company Presents

Early Fall Specials

Prices in effect from
September 16, 1987

$3.25 each. Choose from:
through October 31, s
1987 075 Nugget 18", 20", 24"

100 Nugget 18", 207, 24"

3mm Rope 7°. 8. 16”. 187, 20",

24", 307

247, 30"
Smm Rope 7°. 8", 167, 18", 20",
24"

100 Curb 18°, 207, 24"
150 Curb 187, 207, 24"
170 Curb 187, 20"

170 Oval Curb 77, 20°, 24"
Oval C-Link 18", 20", 24~
100 HB Florentine 187, 207, 24~

Sertes) - Deduct 15%

4mm Rope 7.8, 16", 187, 20",

Sterling Silver Diamond-Cut Italian Crosses

18K Gold-Plated Finished Chains
All Lengths, All Styles $3.50 each of Assorted Lots of 12 or more

100 HB Nugget Flat 18, 20", 24°
120 HB Nugget Flat 18", 20", 24"

065 HB Love 187, 20.°, 24"
080 HB Love 187, 20.", 24"

040 Oval HB 18", 20", 24~

060 HBB 18", 207, 24"
080 HBB 18", 20", 24"
100 HBB 187, 20", 24"

Open Curb 7°, 8°, 187, 20"
Heavy Figaroa 7°. 8, 187, 20
060 Cobra 18", 207, 24"

Silverlust on Sale through 10/31/87 only!

Buy 12 Assorted Silverlust Bracelets (SLBR Series) - Deduct 10%
Buy 25 Assorted Silverlust Rings [SL Sertes - excluding SLR Mini

Buy 12 Assorted Silverlust Slave Bracelets (SB Sertes) - Deduct 10%

Back by Popular D
6 for $6.50

4 NEW

</ ENGLAND

", TURQUOISE
. ANDSILVER COMPANY

1 Bourbon Street
Peabody. MA 01960

d, 9 i L -
L
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Drawings of individuals
busy answering phones

don't project the image of

acentralized, national
answeringservice.

Unnecessary duplication
oftelephone numbers
further detracts fromthe
message.

Advertisements (Original)

When illustrations and type styles in ads and flyers conflict
with one another, the intended message can get lost in the
confusion.

Offer your customers the easiest
possible way to place an order....

A 1-800 TOLL-FREE TELEPHONE
NUMBER—NATIONWIDE!!

We'll do the rest!

* Faster feedback * Lower costs

* More sales « Computer analysis
* Better customer service  of sales and results
* Quicker profits

NETWORK EXPRESS serves you—the direct response advertiser. We are
committed to providing our clients with the best quality service in product market-
ing, lead g ion and market h

Our Operators are trained and ready to receive calls for: Catalog requests and orders; lead
dealer location; fund raising; etc.

We are qualified and experienced in all media sources: Television, Radio, Pnnt adverusing,
Direct Mail, Catalogs, etc.

Call 1-800-531-0900 or 1-800-334-3030 in California and start using and benefiting from our
TOLL-FREE service NOW!

NETWORK EXPRESS

993 South Santa Fe Ave., Suite C
Vista California 92083
1-800-541-0900

1-800-334-3030 in California




The ad has been rebuilt
around a drawing with
true communicating
power—a U.S.map.

The map has been
stylized to reduce
unnecessary detail.

A drop shadow effectively
“pops” the map from the
screened area.

Captions detailing the
benefits of a nationwide
800 number prominently
surroundthe iliustration.

The bottom of the ad is
weighted by Network
Express’s enlarged 800
numbers. Phone numbers
and addresses should
always appear promi-
nently in ad copy.

Chapter 9: Putting Your Knowledge to Work 213

Advertisements (Makeover)

This piece is strengthened dramatically by focusing on a
single dominant visual and restructuring it into a three-
column format.
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The rhetorical question
the copy begins with will
probably turn off all but
the most determined
reader.

The page border lacks
definition and character.

The mostimportant word
has been significantly
increased in size and
shadowed, giving athree-
dimensional effect.

Important words andthe
phone number, the callto
action, are significantly
largerthan subordinate
information.

Textalignmentreflecting
the diagonal shape of the
graphicintegrates text
andvisual.

Advertisement (Original)

All the text is treated with equal strength. As a result, no
concept or benefit clearly emerges.

WANT TO SAVE

VIONEY

ON YOUR LONG DISTANCE
PHONE BILL?
013/434-1278

North Central Communications

Jack Winter

(Makeover)

Reducing the border and extending the keypad visual to
break out of the box above and below make the ad appear

SAVE

w ON LONG DISTANCE

For our low long distance
phone rates, call

013/434-1278

Jack Winter
North Central Communications
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Advertisement (Criginal)

The image of a house being struck by lightning may cause a
negative reaction, making this advertisement more a hin-
drance than a help to this business.

A potpourri of type styles
and ssizes creates con-
fusion in this small ad.

LIGHTNING PBOTECTION
U.L. approved
; materials
et Over 20 years
mostinsignificantline of experience.
copyinthe ad. FREE ESTIMATES
Call today:
1-768-6455

(Makeover)

Simple graphic accents and a typographic overhaul create a
more cohesive, appealing effect.

Similar type sizes link the
headline and phone
number, the most
importantitemsinthe ad.

Lightning
Protection

U.L.-approved materials
20 years experience

Screens of different values
inthe lightningimage
create interesting effects.

FREE ESTIMATES
1/768-6455
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Catalogs (Original)

Catalogs and price lists without illustrations present a
unique set of design challenges. Type must be handled
skillfully to avoid visual monotony.

Often. asymmetrical type
treatment provides too
little contrast to fully
engage thereader.

Note how undifferenti-
ated spacing creates a
run-on effect, further
discouragingreaders.

NORMAN ROCKWELL

323 MAGAZINE COVERS

By Finch. 456 pages. Huge 12 X 15 14, This magnsficent.
large-format. full color volume spans the artist's long and
prolific career. reproducing 323 of hus cover pantungs fof the
SATURDAY EVENING POST. LADIES HOME

JOURNAL and other magazines. Published at $85.00. Only
$45.00

GREAT MAGAZINE COVERS OF THE WORLD

By Kery. 184 pages. 9 1/4 X 12 A panorams of more than
500 great magaziae covers (most reproduced 1n full color)
from 20 countries. spanning a ceatury and a half of magazine
publishing around the workd. Including examples from 200
19th and 20th century magaznines. Published a1 $65. Only
sss a0

VASARELY

150 pages. 9 1/4 X 13. 180 illustrations, inchuding 64 full
color piates. Masierful reproductions and 3 text by the artist
combine 10 form an suthontative yei pervonal study of cee of
the major figures of modern art. Published at $60.00. Only
$35.00

CHAGALL BY CHAGALL
Sortier. 262 pages. 11 1/4 X 12 285 illustrations. inchuding
£3 full color plases. Miustrated y. Published 2t
$50.00. Only $40.00.

MALFIELD PARRISH
By Ludwig 223 pages. 9 X 12 184 illustrasions. 64 in full
color. Published a $25.00. Oely $12.00.

THE GREAT BOOK OF FRENCH IMPRESSIONISM
By Kelder 448 pages. 12X 14 14 Over 200 ilfustrations.

Examunes the ives and works of all the major Impressionsts
and Post-| Published a1 $100.00. Now $59 00

CARL FABERGE: GOLDSMITH TO
THE IMPERIAL COURT OF RUSSIA

By Snowman. 100 pages 8 1/4 X 10172 Over 185

photos. 111 in full color. Onginally published at $35.00.

Only $22.00

CONTEMPORARY PAINTING

By Vogt 135 pages. 7172 X 10 172 Over 50 tn full color.
Penetrating analysis of World Wat II European and
Amencan art. Including pasntiags by Jaspar Johns, Andy
Warhol, Roy Lichensicin, Jackson Poilock, others. $19.95.
Now $1495

TWENTIETH CENTURY MASTERS

OF EROTIC ART

By Smuth. 212 pages. 9 X 12 190 full color plates presents
‘erotic works by such top-rankung artsts as Picasso, Segal.
Dah. Emst. Rauscheaberg. Rivers. Warhol, Schucle and.
others, many of which have ncver beea displayod in public
exhubiuoas. $30.00. Now $20 00

LEONARDO DA VINCT
S38pages. 11 X 1412 Huge 1.635 illustrations.
including many large (ull color plates. Onginally published
10 Waly by the Instiuto Geografico De Agostin, this new
edition is the most lavish. authoritative ever produced.
Published 21 60, Now $50.00

REMBRANT PAINTINGS
By Geron 527 pages. 11X 14172 Huge. Over 730
incluchng many large ful color plates.
. authontative and beautiful presentation of the
great masier's work. Writien by one of the world's foremost
Rembrand authorities. The book was thinty years in the

ENGLISH CAMEO GLASS

By Grover. 480 pages. 8 X 11. A wealth of rare firsthand
matcrial and over 1,000 color and black and white plates
makes thes book an wavaluabie reference. Published at
$50.00 Now $25.00.

20,000 YEARS OF WORLD PAINTING

By Jaffe 416 pages. 9 X 13. Histoncal survey from carly
10 modern art. 1,000 reproductioas in full color. Was
$50.00. Now $20.00.

STAINED GLASS
By Scddon & Stephens 205 pages. 473 full color photos.
11X 14 Covers stsined glass from the beginning o the
present. Was $39.95. Now $1995

THE COMPLETE BOOK OF EROTIC ART

By Kronhausea. 781 black and whitc plates. Extraordinary
collection of the world's eronc ant from Japen. Clusa, India,
Renarssance masicrs and modern greats. Onginally
published in 2 Volumes at $50.00. New. Compiete |
Volume Edition only $25.00.

COLLECTING POLITICAL AMERICANA
By Sullivan 1980 250 pages. & X 11. 400 iflustrations.
Packed with reading. Ovt of print. $15.95. Now $10.00.

Driamonds
Myth. magc and reality. Revised edition. Over 420 full

color illustrations. Beautful and informanve look at the

and appreciate quality
uge 10174 X 12/ Originally published at $50.00. Only
$29.00.

THE GREAT BOOK OF JEWELS

Jewelry Nearty 300 photos specially made for this volume.
many gems neve avarlable for public mspecton before.
Inchudes bl . table of : moch more
Huge 111/4 X 13344 Published 2 $69.50. Now $29.95
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Catalogs (Makeover)

Subtle changes in spacing and typeface create contrast and
promote readability.

The two-columned format
isretained, butbody copy
issetragged-right (instead
of justified) to add con-
trast and break up type.

Titles now appearin sans-
serif type, which provides
more contrast to body
copy.

The "Reference Art Books™
logo (taken from the front
cover) has beenreversed
andrepeatedoneach
page.

The firm's toll-free phone
number is repeated on
each page, creating a
consistentresponse
mechanism.

NORMAN ROCKWELL

323 Magazine Covers

By Finch. 456 pages. Huge 12X 15 174, Thus magnificent,
hrgelm!-ﬂeohrvdmwmzmshugad
prolific career, reproducing 323 of his cover pantings
SATURDAY EVENING POST. LADIES HOME KJL RNAL
and other magazines. Published at $85,00. Only $45.00

GREAT MAGAZINE COVERS OF THE WORLD

By Kery. 184 pages. 914 X 12. A panorama of more than
500 great magazine covers (most reproduced m fall color) from
20 countrics, spannung a centary and a half of magazine
publishing around the world. Including examples from 200 19th
and 20th century magazines. Publishod at $65. Only $$5.00

VASARELY

150 pages. 9 1/4 X 13. 180 iflustrations, icluding 64 full color
plates. Masterfal a0d 2 tex1 by the anist combine
10 form an authoriative yet personal study of one of the major
figures of modern ant. Published at $60.00. Only $35.00

CHAGALL BY CHAGALL

Sortier 262 pages. 11 1/4 X 12. 285 ilustrations. mclading
53 full cobor plases. Ilkustrated autobrography. Published 2t
$50.00. Only $40.00,

MALFIELD PARRISH
By Ludwig. 223 pages. 9 X 12. 184 hustrations. 64 m full
color. Published at $25.00. Ouly $18.00.

THE GREAT BOOK OF FRENCH IMPRESSIONISM
By Keider 448 pages. 12X 14 14 Over 200 illustrations,
mchuding 200 full color plates and 16 spectacutar full color fold-

tives and works of all the major Imprexsonists and Post-
Impressioniss. Published at $100.00. Now $59.00

CanL FABERGE: GOLDSMITH TO THE IMPERIAL
COURT OF Russia

By Saowman. 100 pages. € 14 X 10 172. Over 185 photos.
111 in fall color. Origimally published at $35.00. Only $22.00

CONTEMPORARY PAINTING
By Vogt 135 pages. 7172 X 10172 Over 50  full color.
Peneiratmy

me Jackson Pollock, others. $19 95. Nv-:il‘ﬂi

TWENTIETH CENTURY MASTERS OF EROTIC ART
By Smuth. 212 pages. 9X 12. 190 full color plates presents
erotic works by sach top-ranking armists as Picasso, Segal, Dali,
Emu. Rauschenberg, Rivers, Warbol. Schicle and others, many
of which have never been displayed i public cxhibitions.
$3000. Now $20.00

-ence Art

LEONARDO DA Vine

538 pages. 11 X 14 172. Huge. 1635 illustrations, icluding
many large full color plsies. Ongmaliy published i laly by the
Institato Geografico De Agostin, this ew edition 1S the most
lavish, authortative ever produced. Published at $60. Now
$50.00

REMBRANT PAINTINGS

By Gerson. 527 pages. 11 X 14 122 Huge. Over 730 illustra-
tions. including many large full color plates. Complete.
suthoritative and beautiful presencation of the great masier’s
work. Writlen by one of the world's foremost Rembrandt
authorities. The book was thifty years in the making in
Amsterdam. and is lavishly llustrated with spectacular repro-
ductons. Published at $60.00. Only $50.00

ENGLISH CAMEO GLASS

By Grover. 480 pages. 8 X 11. A wealth of rare firsthand
material and over 1,000 color and black and white plates makes
this book an invaluable reference. Published at $50.00. Now
$25.00.

20,000 YEARS OF WORLD PAINTING

By Jaffe. 416 pages. 9X 13. Histonical survey from carly to
modem ant. 1,000 reproductions m full color  Was $50.00.
Now $20.00.

STAINED GLASS

By Seddon & Stephens. 205 pages. 473 full color photos.
11 X 13. Covers stained glass from the begianing to the
presens. Was $3995. Now $19.95

THe CoMPLETE BOOK OF EROTIC ART

By Kronhausen. 781 black and white plates. Extraordinary
collection of the world's erouc ant from Japan, China, India.
Renasssance masters and modern greats. Origimally published
0 2 Volumes at $50.00. New. Compicte | Volume Edition only
$25.00

COLLECTING POLITICAL AMERICANA
By Sullivan 1980. 250 pages. £ X 11. 400 illustratsons.
Packed with reading. Outof print. $15.95 Now $10.00

Dumonos

Myth. magic and reality. Revised edition. Over 420 full color
illustrations. Mml“ﬂmlwbotlhwm
magnificent and mysterious stone  Tells how 10
appreciaie quality stoncs. more. 258 pages. Large. IOIMX
12/ Onginaily published a $5000 Oniy $29.00

THE GREAT BOOK OF JEWELS

By Hemnger. 206 full color plates. 94 black and white photos.
The most spectacalar, lavishly illusiraied, comprehcnsive
volume ever published on jewels and jeweiry  Nearty 300
photos specially made for this volume, many gems neve
available for public impection before. Inchudes bibliography,
@ble of gemsiones: much more. Hoge 11 1/4 X 13 34
Published at $69 0. Now $29.95.

oLL-FRee / 1-800-238-8288
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There are too many
wordson the page.
Margins are minuscule.

Indented items are
indistinct from each other
and from body copy.

The uniformtype size
throughout lacks color
and dynamics.

Correspondence (Original)

Letters produced on a typewriter lack the professional
appearance of desktop-typeset output.

THEWOODEN BOAT SHOW

The Wooden Boat Show in Newport, Rhode Island is the largest show of its
kind in the country. Ten thousand qualified showgoers and hundreds of
exhibitors attend this show each year. Undoubtedly, it is one of the
most important events of the wooden boat industry.

The Wooden Boat Show is the ideal chance for you to reach your audience
and to increase your sales. The 1987 show, August 27 - 30, will be our
biggest and best one yet. The following are some of the changes we have
made to ensure this:

o Layout

We have added a small boatbuilder's section located near the
main gate with excellent visibility to Newport's America's Cup
Avenue. Please note that the cost for exhibiting in this
section will be based on only the amount of space utilized and
not on designated 10 X 20 or 20 X 20 blocks.

o Exhibitor's Breakfast with a presentation by Jon Wilson, Editor
& Publisher of WoodenBoat Magazine.
On Priday August 28, at 8am, Jon will be speaking to all
interested exhibitors on the market outlook for wocden boats.
There will also be a question/answer period immediately following
the discussion. Purther information about the presentation will
be mailed later.

o Advertising/Public Relations

We will be increasing our advertising and publicity campaign in
order to broaden our pre-show coverage while still attracting
the very unique wooden boat attendee.

The enclosed package contains all the necessary information pertaining
to exhibiting in this year's show. Please take the time to review

the materials and return them as soon as possible. If you have any
questions on the forms or the show itself, please don't hesitate to call.

I look forward to working with you on a quality and successful Wooden
Boat Show.

Best regards,

Abby Murphy
Show Manager

P.O. BOX 549, NEWPORT, RHODE ISLAND 02840  (401) 846-1600




To unify the letterhead,
the illustration has been
movedtothe left and
integrated with the
address.

Asalutation engagesthe
reader.

Ahighly readable Times
Roman serif typeface
condenses the message.

Boldface type contrasts
subheads with text.

The copy for indented
sections isset smaller,
withreducedleading.

The letter ends by
returningto asingle wide
column that matches the
first paragraph.
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Correspondence (Makeover)

Even the simplest desktop publishing techniques can greatly

improve letters to selected recipients.

THEWOODEN BOAT SHOW
P.O. BOX 549, NEWPORT, RHODE ISLAND 02840 (401) 846-1600

Dear Wooden Boat Enthuslast,

‘l‘l':eWoodanoaShomeewpon.Rhodelslmdumehrgeslshcwofmhndm
the country. Ten d qualified sh and hundred: ibitors attend
this show each year. Undoubtedly.uucmof(hcmoalmpommevmorm
wooden boat industry.

The Wooden Boat Show is the ideal chance for you to reach your sudience and to
increase your sales. The 1987 show, August 27 - 30, will be our biggest and best
one yet. The following are some of the changes we have made to ensure this:

Layout
‘We have added a small boathuilder's section located near the mein gate
with excellent visibility 0 Newport's America’s Cup Avenuve. Please note
that the cont for exhibiting in this section will be based on only the amount
of space utilized and not on designated 10 x 20 or 20 x 20 blocks.

Exhibitor’s Breakfast
&Mymllhhwhuhthﬁm‘dwm
MMW all interesied exhibitors on the murket

MMMMMHM&-WM
L Further ion about the
vambeniledhu

Advertising/Public Reistions

We will be increasing our advertising and publicity campaign in order
10 broaden our pre-show coverage while still attracting the very unique
‘wooden boat anendee.

‘The enclosed package contains all the necessary information pertaining to exhibit-
ing in this year's show. Please take the time to review the materials and rerum
them as soon as possible. If you have any questions on the forms or the show itself,
please don’t hesitate to call.

11ook forward 1o working with you on a successful Wooden Boat Show.

Best regards,

Abby Murphy
Show Manager
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The question marks are
redundantbecause the
headline and the content
clearly communicate the
Q&A format.

Thetext andvisuals are
crowded

Answers beginning with
asingle, boldface word
(e.g.. “Yes!") look as if they
might belong with the
preceding boldface
question.

Flyers (Original)

On this and the next three pages, two similar “question-and-
answer” motifs are manipulated to produce different but
effective results.

Answers to Questions
Frequently Asked About
Tri-Steel Homes

&

= ) '\’
.u -~

1. Whatis the Tri-Steel concept and why is It different from conventional wood frame construction?

The Tn-Steel concept is based upon the utihization and superior quality and strength of steel to form the frame or shell of the
home. This allows the home to be stick built on site, but with steel instead of wood and bolts and fasteners instead of narls and
staples.

The supenior strength of steel means that the frame spacing can be on 6-foot and 8-foot centers instead of 16-inch and 24-
inch centers Plus, we can utilize 9 inches of insulation on the sides and also provide consistent quality, less maintenance, and
much greater strength than 1s possible with conventional construction. In addition, this gives you much greater flexibility inside
the home since none of the walls need to be load bearing. Also important, the entire shell can often be dried-in within 4 to
days by an Inexperienced crew.

2. How are Tri-Steel homes unique?

Our homes uttlize an engineered and computer designed steel structural system. You can choose from a wide selection of
contemporary slant wall designs which stand out among conventional wooded structures of rumerous conventional-looking
straight wall designs ranging from conservatively gabled roof ltnes to ultra-modern units allowing clerestory window placement.

3. What are some of the advantages of Tri-Steel homes?

Tn-Steel homes can cost less to erect and can go up much faster They are exceptionally energy efficient. require almost no
extenior mamtenance, and are tremendously flexible in their design. Tn addition to these arcas of savings. they offer the strength
and durabulity of steel (o withstand extreme weather conditions, termiites and fire. The quahity of steel is consistently high. Pre-
enginecred framing components ensure your home goes up one way - the nght way' Special snow or wind loads are possible
with very little extra cost. The also meet Seismic 4 earthquake specifications - the highest rating required.

4. Have these homes been tried and provea?

Absolutely! In terms of the histary of hame building, Tri-Stecl homes are a new and unique concept; however, these homes
have been 1n use throughout the South for over ten years. Tn-Steel has thousands of structures all across the naton and we are
constantly receiving letiers from satisfied homeowners attesting to the beauty. strength and energy savings of Tn-Steel

structures.

5. Can I put up one of these homes myself and is construction assistance available?

Yes! The home 1s actually designed to be constructed independently by the buyer. No heavy lifting equipment or spectal
tools are required. The stecl beams arc designed 10 bolt together - A to B. B 10 C - with prepunched holes o you are basically
working with a giant erector set. No cutting or welding is required on the job site and complete nstructions and drawings arc
included with the package Tn-Sicel can provide your choice of construction asistance. As part of the assistance available, we
can consult with you over the phone. have yous shell erected. of provide on-site supervision on a daily or weekly basis.

6. How much flexibility do | have choosing a home size?

Infinite! A virtually unlimited vanety of home sizes arc offered from 800 square feet on up. Our homes come 1n one, two
of three level designs with slant of straight walls. We have hundreds of plans drawn and available for immeduate mailing and
we can also draw custom designs to meet virtually any floor plan or size requirements.

7. Can |l add to the home at a later date? .
Yes! Additional space may be added m the future af low i
cost and relative case allowing you to enlarge your home cconomucally T ri-Steel

998 o G pmg 2 )
oo pteny
ST e e
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Flyers (Makeover)

This informative “magazine style” format uses creative type
treatments to lure the reader into the piece.

Question marks and
illustrations have been
omittedto allow larger
type and more white
space.

Numbers in drop-cap style
create further contrast
and visual attention that
attract attention.

Answers now appearin a
differenttypeface, which
helpsdistinguish them
fromthe questions.

The Tri-Steel logo feature
Isnow larger and more
readable.

QA

. What is the Tri-Steel concept and why is it different

from conventional wood frame construction?

The Tn-Steet concept ' based upon the utlzation and
Supencr quality and strength of steel 1o form the frame
or sheil of the home. This allows the home ta be stick.
byt on ste. but with steel instead of wood and boits.
and fasteners nstead of nai's and staples.

The supenor strength of steel means that the frame
‘spacing can be on 6-foot and 8-foct centers instead of
16-inch and 24-nch centers. Plus, we can utize §
inches of nsulation on the sides and aiso provide
consistent quaify, less mamtenance, and much greater
strength than 15 possible with Conventonal CoNStUCHon.
In addton, this grves you much greater flexbility nsice
the home since none of the walls need t be icad
Deanng. Also important, the entire shell can often be
dried-in within 4 to § days by an inexperienced crew.

How are Tri-Steel homes unique?

Our homes utiize an engineered and computer designed
Steel structural system. You can choose from a wide
selection of contemporary siant wall designs which
stand out among conventional wooded stuctures or
numerous conventional-looking straght wail designs
rangeng from conservatively gabled roof lines to uitra-
modern unds allowing Clerestory window placement.

What are some of tha advantages of Tri-Steel
homes?

Tri-Steel homes can cost less 10 erect and can go up
fmuch faster They are exceptionally energy efficient,
requre almost no extencr mantenance, and are
tremendously flebie 1 thew design. In addtion 1o
these areas of savings, they offer the strength and
Gurabiity of steel o withstand extreme weather
conditons, termites and frre The quaity of steel s
migh. traming
ensure your home goes up one wary - the nght way!
Specal snow or wing 10ads are DOSSIDIe with very kitle
extra cost. The aiso meet Sesmic 4 earthquake
speciications - the highest rating required

4. Mave these homes been tried and proven?

Absolutely! In terms of the history of home buiding,
Tn-Steel homes are 8 new and unique concept:
however, these homes have been n use throughout the
South for over ten years Tn-Steel has thousancs of
stuctures all across the nation and we are constantly
recesving letters from satisfied homecawners attesting 1o
the beauty, strength and energy savings of Tn-Steel
structures.

. Can 1 put up one of these homes myself and is
assistance available?

construction

Yes! The home is actually designed 10 be constructed
independently by the buyer No heavy lifing equipment
or special 100is are required. The steel beams are
Gesigred 1o boft together - A to B, B 1o C - with
prepunched holes so you are basically worng with a
giant erector set. No cufting or welding s required on
the job ste and complete mstructions and drawings are
ncluded with the package Tri-Steel Can provide your
chowce of construction assistance. As part of the
assistance avalable, we Can Consult with you over the
phone. have your shell erected, o provide on-ste
‘Supervision on a dally or weekly basis.

How much flexibility do | have choosing a home
size?

Infinite! A virtually unimited vanety of home sizes are
offered from 800 square feet on up. Our homes come n
One, two of three level desxgns with siant of straight
walls. We have hundreds of plans drawn and availabie
for immexiate mading and we can aiso draw custom
Gesigns to meet virtualty any fioor plan or sze
requirements,

. Can{add to the home at 2 later data?

Yes! Additonal space may be added in the future at
low cost and relative ease allowing you 10 enlarge your
home econamically as your needs and INcome requires

’(/ Tri-Steel
Structures
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The company name,
SPORTIT, disappears into
the headline.

Questions setin bold,
uppercase type are hard
toread.

Answers are also difficult
toread because the type
size is too small in
proportiontotheline
length.

Justified type creates
exaggerated word
spacing and often
produces widows.

Flyers (Original)
Too much copy crammed into a small space creates a “dark”
look that discourages reading.

THE MOST FREQUENTLY ASKED QUESTIONS
ABOUT A SPORT IT DEALERSHIP

1. WHAT IS THE INITIAL INVESTMENT FOR A SPORT IT DEALERSHIP?
$1.500.
| 2. IS THERE A ROYALTY OR SERVICE FEE?
There 15 no royaity fee, however, there is a minimal $25.00 service fee 1o cover the following: monthly

newsletiers, toll free comsultation service and on-gomng research for obtsining new suppliers. This $25.00
service fee is due the 10th of cach month and can not fluctuate dunng the five year term of the Sport It Dealer

3. ARE THERE ANY OTHER FEES OR CHARGES?
Yes, There is a $10000 rencwal fec st the end of the five year term of the Agreement which will ronew the

Agrecment for an additional five year penod.  Also, if you elect 1 sell your dealership or ransfer to 3 new
location a $100.00 transfer fee is needed to cover the cost of changes and modifications t our records, files, et
Cetere.

4. WHAT QUALIFICATIONS ARE NEEDED TO BECOME A SPORT IT DEALER?

The Sport It Home Office receives over 1,600 inquiries per month. From these inquiries nearly 400 applications.
are received. The evalusbon commitiee selects approximately 40 applicants that will become Sport It Dealers.
These applicants must have a good credit standing, positive references and have potennal 1o represent Sport It
as professional dealers.

S. WHAT DO I RECEIVE FOR MY INITIAL INVESTMENT OF $1,500?
The imual $1.500 mvestment provides you with a business opportunity allowing immediate access 10 brand name
merchandise at very compettive prces which would not be availabie (0 you as an independent dealer. The Sport
It Dealership puts you in business immediaely. You will receive catslogs, price lists, purchase order forms, an
Operations Manual and muscellaneous samples tn your mitial box of materials.

6. WHAT IS THE TERM OF THE SPORT IT DEALERSHIP AGREEMENT?
Five years.

7. MAY I HAVE A PARTNER OR PARTNERS WITH MY SPORT IT DEALERSHIP?
Yes. You may have as many parters as you wish.

8. ARE THERE ANY TAX ADVANTAGES WITH MY SPORT IT DEALERSHIP?
There are many tax advantages available for your home operated business. A portion of your rent. house psyment,
electneity, heal, insurance, taxes, ¢t cetera, can be used ss deductions. In addition, sutomobilc expenses and
depreciation may be deducted according 1o the percentage that your vehicle 13 used for business.

9. CAN 1 FINANCE MY INITIAL INVESTMENT OF $1,500?

The initial $1,500 investment can be charged to your MasterCard or Visa credit card enabling you to make monthly
payments for your Sport it Dealership.
10. CAN I SELL MY SPORT IT DEALERSHIP?

Yes. Some Dealers, due to unforeseen circumstances, have had to sell their Dealership. Most Dealers who have
s0ld their Dealership have done 0 at a substantal profit.




The company name is
reversed and enlarged for
greater impact and
recognition.

A“friendlier” typeface and
flush-left/ragged-right
alignmenthave been
used for all text.

Athree-column format,
with questions appearing
inthe narrow left-hand
column, provides better
organization and more
white space.

Shorter lines setin
narrower columns make
the answers more
readable.
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Flyers (Makeover)

A three-column format clearly separates questions and
answers, letting readers pick and choose according to their

specific interests.

SPORT IT

. WHAT IS THE INITIAL
INVESTMENT FOR A SPORT
IT DEALERSHIP?

»

IS THERE A ROYALTY OR
SERVICE FEE?

»

ARE THERE ANY OTHER
FEES OR CHARGES?

=

'WHAT QUALIFICATIONS ARE
NEEDED TO BECOME A
SPORT IT DEALER?

e

WHAT DO | RECEIVE FOR
MY INITIAL INVESTMENT OF
$1,500?

WHAT 1S THE TERM OF THE
SPORT IT DEALERSHIP
AGREEMENT?

=

MAY | HAVE A PARTNER
‘OR PARTNERS WITH MY
SPORT IT DEALERSHIP?

o

ARE THERE ANY TAX
ADVANTAGES WITH MY
SPORT IT DEALERSHIP?

®

CAN 1 FINANCE MY INTIAL
INVESTMENT OF $1,5007

1

CAN | SELL MY SPORT IT
DEALERSHIP?

The Most Frequently Asked Questions
Abour a Sport It Dealership

$1.500

There is no royalty fee, however, there is a minimal $25.00 service fee to cover
the following: monthly newsleners, toll free consultation service and on-going.
research for obtaining new suppliers. This $25.00 service fee is due the 10th of
each month and can not fluctuate dunng the five term of the Spont | dealer
agreement.

Yes. There is a $100.00 renewal fee at the end of the five year term of the
agreement which will renew the agreement for an additional five year period.
Also, if you elect o sell your dealership of transfer to a new location 2 $100.00
transfer fee is needed to cover the cost of changes and modifications to our
records. files, et cetera.

The Sport It home office receives over 1,600 1nquines per month. From these
inquiries nearly 400 applications are received. The evaluation commitice
selects approximately 40 applicants that will become Sport It dealers. These
applicants must have a good credit standing, positive references and have
potential to represent Sport It as professional dealers.

The intial $1,500 investment provides you with a business opportunity
allowing immediate access (o brand name merchandise at very competitive
prices which would not be avarlable to you as an independent dealer. The
Sport It dealership puts you in business immediately. You will receive
catalogs, pnce lists, purchase order forms, Operations Manual and
miscellancous sample merchandise in you initial box of matenals.

Five years
Yes. You may have as many partners as you wash.

There are many tax advantages avatlable for you home operated business. A
portion of your rent, house payment, clectricity, heat, insurance, taxes, etc., can
be used as In addition, expenses and may
be deducted according to the percentage that your vehicle 1s used for business.

The ininial $1,500 investment can be charged to your MasterCard of Visa credit
card enabling you 10 make monthly payments for your Sport It dealership.

Yes. Some Dealers, due to unforeseen circumstances, have had 1o sell their
dealership  Most dealers who have sold their Dealership have donc so at a
substantial profit.




224  Looking Good in Print

The copy begins
unceremoniously with
“READ AND SAVE THESE
INSTRUCTIONS.”

The “UL" symbolis an
unnecessary visual
distraction. Itisirrelevant
by the time the customer
getstothe instructions.

The code number (T-1},
primarily aninterna!
documenttracking
number, is given too
much prominence. (Such
identifiers should be
placed in smalltype on
the last page of the
document.}

User Manuals (Original)

Because of their practical and simple design, user guides,
reference manuals and technical documents are ideal formats

for desktop publishing.
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% Code # T-1
CREST

READ AND SAVE THESE INSTRUCTIONS

These instructions are intended for use with the following
U.L. Listed Crest models.

SERIES: MODELS :
4000 *34-002 Through 04-498
4500 #04-502 Through 04-698

*Includes only those models which end in even numbers.

We thank you for selecting one of our products to makec your house
3 home. We dedicate coasiderable time to insure that our pro-
ducts provide high quality and the highest level of customer
satisfaction. 1f, however, problems should arise, pleasr keep
your bill of sale as pronf of purchase.




The heading is now
friendlier and not as
intimidating.

Theillustration has been
touched up and
screened, strengthening
itsimpact.

Series and model
numbers are set closer
together atthe upper
tight-hand corner, where
the purchaser can quickly
findthem.

The Crestlogo is moved
to abottom corner,
where readers are
accustomedtofinding
such information.

A smallbut complete
table of contents balances
theintroductory para-
graph and acts as a quick
reference.
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User Manuals (Makeover)

Note how a few modifications have made this document
more inviting and more informative. The page is now use-
fully organized so that each element—body copy, illustra-
tion, table of contents, etc.—is distinguished by its own
appropriate format.

HOW TO INSTALL
YOUR NEW CREST FAN

These instructions are intended for use
with the following U.L. Listed Crest mod-
els. Save this manual for future reference.

Series: 4000
Models: 04-001 through 04-499

Series:4500
Models: 04-501 through 40-699

TABLE OF CONTENTS: We thank you for selecting one of our
General Infomation . ... ....euuueiuneeinniiinnes 2 """“"I ""“"7"‘"“";::’;"
Unpacking the Fan. . . .3 that our producs provide high quality
Mounting Options . . . .4 wnmmwdmw::-
Hangingthe Fan........ ..5 oweves, problems should arise,
Electrical Connections .. . .. 5] || juciets heev Bl gl )
Attaching the Fan Blades . . . 7

Operating Instructions ... .. 7

Care & Cleaning. ....... .. 8

Repair & Maintenance . .. 9

Parts Listings. ....... EEETLS

Specifications . ........ oo 10 CREST
Order & Sales Information. . ...........co0euenn. 1213




226 Looking Good in Print

The wide column of type
is gray and monotonous.

Theillustration is buried,
unconnectedto the text.

User Manuals (Original)

On the inside pages, formatting changes are in order, to
improve the readability and appeal of the piece.

IS G EN ER AL Saat—————

T. To ensure the success of the installation, be sure to read the nstructions and review
the diagrams througbly before beginming, Review and 1ollow only the nsttuctions that
are apphicadle tor your fan,

2. All clectrical connections must be sn accordance with local codes, ordinances, or Na-
tional Electrical Code. It vou are unfamiliar with methods of installing electrical wiring,
secure the services of a qualified etectrician,

3. Make sure that your mstallation site will not allow rotating fan Dlaves to come in
contact with any opject. A minimum clearance of 7 teet from the ftloot to the trai-
ing edge of the blade 15 requied.

4. If you are installing more than one ceiling fan, make sure that you 00 not mix tan
blade sets.

S. It the 1an will de mounted on 3 ceiling outlet box, a 4" x 24" ceep metal octasjon
outiet box s required. The outlet box must be cirectly supported by the building
structure. The outlet box and its support must be able to SUDDOL the moving weight
uf the tan (at' least 50 1bs.) The outlet box must not twist or work foose. Do ol use
plastic outlet boxes' The mounting bracket must be attached using the hargware
supplied with the ceiling outlet box.

6. 1! mounting tan to a toisi,the 1o1st must be avle to support the moving weight of the
tan (3t least SO ivs. )

bl

Instaliation to a cuncrete ceiling shouls be performed by a pualitied electrician,
B. Betore beginning, disconnect power by removing tuse of turmng otf circuit breaker.

e

Alter the fan is completely installed, make sure that ail connections are secure to
prevent tan lrom talling.

10. Do not insert anything into lan blades while ceiling 1an 15 operating.

tt. Fan must be turned ott and stoppec betore reversing fan direction.

AOTE:The important safeguards and instructiens appeanng in this sanual are not scant
¢ cover all pussible conditions and Stuations rhat =3y nccur. It sust be understood that
¢amacn sense, caution and care are facints which cannot be hudt into anv product. These
Lrctors aust de supplied by the person(s) canng for and operaung the unit.

TOOLS AND MATERIALS REQUIRED

. Philips sctew driver
e . Blade screw driver
U . Adjustable wrench
AN\ S . Step lagdet
. Wite cutters
\% « Witing supplies as requited by

electrical code

CAUTION: Before assembling your ceiling fan, tefer to sections titled NOUNTING OPTIONS
and ELECTRICAL CONNECTIONS, If vou feel you do not have electrical wining know-
lodge or expenience, refer to a do-1n-yoursell sinng handhook or have your fan installed
by & licensed electrician,




Subheads are now set
flush-left (flush-right on
right-hand pages) so
readers can quickly spot
majorinformation
categories.

The illustration has been
movedto the top and
screenedto callimmedi-
ate attentionto required
items.

Horizontal rules have
beenthickenedto match
thetype size of the
headings.

Skillful layout of textand
illustrations allows more
information oneach
page.
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User Manuals (Makeover)

With text, illustrations and caution notes organized into
appropriate formats, the user instructions are easier to
read and follow.
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GENERAL [

. To enure the success of the installation, be sure to read the instruc-
tions and review the diagrams thoroughly before beginning. Review
and follow only the instructions that are applicable for your fan.

2. All eleancal connections must be in accordance with local codes,
ordinances, or National Elearical Code i you are unfamiliar with
methods of installing electrical wiring, secure the services of 3
qualified electrician.

. Make sure that your installation site will not allow rotating fan biades.
10 come in contact with any object. A mummum dearance of 7 feet
from the floor to the trailing edge of the blade is required.

4. Hyou are instailing more than one ceiling fan, make sure that you do
not mix fan blade sews.

. Hihe fan will be mounted on a celing outlet box, 2 4° x 2 1/8° deep.
metal octagon outlet box 15 required. The outlet box must be directly
supponed by the burlding structure. The outlet box and its suppon
must be able 10 suppon the moving weight of the fan Gt least 50 lbs)
The Cutlet box must not twist Or work loose. Do not use plastic outlet

-

«

boxes! The mounting bracket must be attached using the hardware
supplied with the celing outiet box

6. 1 mounting fan 10 2 oI, the (ot must be able 10 suppon the moving
weight of the fan (at least 50 Ibs.).

. Installation to a concrete ceiling should be performed by a qualified
elecrrician.

8. Before beginning, disconnec power by removing fuse o furning off
circuit breaker,

9. Aker the fan 15 completely installed, make sure that all connections
are secure 1o prevent fan from falli

10 Do not insert anything im0 fan blades while ceiling fan is operating.

11. Fan must be tumed off and stopped before reversing fan direction.

12. This fan is not intended 10 be swpponted by single threaded J-Hook

~

SopPOit CAUTION. Bebore ssnembling your ceslng fan refer 1
sections seied NG OPTIONS and
G g e b i EUCTRICAL CONNECTIONS. f you leet yens
o5 possible condons and whaisons St May accur B sl be under. o ot Aave elecirical wang knowlodge or
mumnmumummmuum experence. reles 1.4 G0-1.yoursell wreg
any product e wppied by handbook o have your fon ingalied by a
aperating the unt. hcersed elecwoan.

UNPACKING THE FAN I

Unpack the fan and check contents. You
should receive:

Fan motor assembly

Downrod

Canopy

Blade set

Biade anachment flange

Package of hardware for mounting blades.
Mounting bracket and hardware

Wice mas for elecirical connection
‘Wonden tassel

aoooooooo

*  Some modeis have these pars factory
assembled




228 Looking Good in Print

Threerepeating head-
lines waste valuable
space and segmentthe
adunnecessarily.

Phone numbers and hotel
information are required
throughoutthe piece,
creating visual “clutter.”

Advertisements (Original)

| Repetition can easily lead to confusion. In this page design,
| continuity and coherence are sacrificed.

“ Love Yosemite in summer? It sparkles in the winter.

Love Yosemite in summer? It cooks in the winter.

Get a taste of Yosemute at our Stay at the Ahwahnee Hotel  at (209) 252- 2700
special Chefs' Hobdays.

or Yosemute Lodge. You just can't find a taster
gourmet cookang And at the end vacation
Jed hmmb::i dyuni;l:dzy
Amencas famous enjoy a
ugj\d\dwﬂl ach a class a!::d
teach a esp!cﬂ
kmmhnuhav;r;‘:m mSu B
regronal cooking sessions
Among those who of the Chefs’
last January are Ken Frank of are
LaToque in Los Bradley
Ogden of Campton Place in 5-23 For more =
San Franasco, and Marcel aul! >
Desaulruers of The Trellis in reservations,
Willamsburg, Virgrua our Hobday Hotlne @X‘QSSEMI;LES

Love Yosemite in summer? It sings in the winter.




Asingle “master headline”
now dominatesthe page.

The headlines fromthe
original ad are retained
but used as subheads
within the copy.

The original illustrations
arereduced and
repositioned.

Runaround type effec-
tively ties body copy to
illustrations.

The bottom of the ad has
been cleaned up and the
response vehicle—Yo-
semite’s Holiday Hotline
phone number—is now a
dominant visual element.
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Advertisements (Makeover)

The ad is strengthened and unified considerably by the large
headline and the more natural vertical orientation of the
columns of body copy.

"OVE YOSEMITE
- IN SUMMER?

It sings in winter. | It sparkles in winter, N It cooks in winter.
With Yosemute as a Sevar the magnuficence J 9 * Get a taste of Yosemute
wage, our Muacins’

will give you
4 behind-the-scenes
look st todsy's muscal




230 Looking Good in Print

The rules in the body
copy fight with the
illustration box and rules
inthe nameplate.

Nonproportional type-
faces create uneven
word spacing.

Indention within narrow
columns often causes
awkward blocks of white
space.

Newsletters (Original)

This piece demonstrates how design principles applied
inappropriately can result in a poorly designed document.

\

Technology
Today

LOUISIANA TRANSPORTATION RESEARCH CENTER

& hridgs

s 40 axpens

Hest ur-unuotu off
1 ick

approprists locationm
that duriog the cooling proc

who currsotl

determioing ¢l type. nuabsr
location of
requirsd to atraighten damaged
Tha -puxll: objectivss of tdis rs

projsct &

tory.

Fisld svalustion
straightsoing tschal
dsvelopment of sn ints

tha repair scheme.

One of ths most common forms of damage
to ths superstructure of stssl hridgss
from vwshicls impact. This

» but results o the ssrious
structurs  as  such

Mesber replecesent
repair, sod thus & mors
scovomicsl slternative has been nesded.

the potential
irs for bsot
Just complstsd
Tch project oo

£ beat straight-
tiog tbs beot
sucd

shriokags will doducs thermal
straighten ths mesber.

sarch ptoj-u \dll

vol. 3 We. 1 darvary me?

RESEARCH PROFILES

NEW METHOD STUDIED FOR Phase 3 : Docusmentstion and
traioing ssssions for la. DOTD

BRIDGE REPAIRS psrsonnsl

Ths information obtained 10 phase ons of
this projsct 1s availeble upon request
from LTRC.

HEATING LABORATORY SAMPLE

metbodology for

: Analyticsl sod sxperi-
mentsl svaluation of beat straigh
taoiog techniquss 1o ths labora-

ctive
program for sutomated dssign of

STUDY UNDERWAY ON
EMBANKMENT FAILURES

An io-bouss study oo slope rehabilits-
tioo is wmoviog forvard $o an effort to
flod so sconomicsl solutico to & probles
thet has troublsd tbs departmeot for
wors thao & decads--failing slopes on
meo-sads smbaokmeots, perticularly alomg
the Intsrstats system.

Five failed slopes ars beiog rehahili-
tatsd under tbs projsct, using tbres
differsot metdods: injection of lime and
1ime-fly asb; redbuildiog vith lime-
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Newsletters (Makeover)

Contrasting typefaces and rules give the piece a contempo-
rary feel appropriate to a technology newsletter.

The nameplate hasbeen
completely reworked.

A highly readable Times
Roman typeface contrasts
text with the sans-serif
headline.

The caption is moved
inside the illustration for
better balance.

A 20 percent screen
behindthe illustration
addscontrastand
balancesthe nameplate
with thetext.

Wt S

TECHNOLOGY

TODAY

A quarterly publicetion of the Louisiens Traneporiation Resserch Center

Summer 1987 Vol. 3, No. 3 Lrnc=
Research Profiles
program for automated design of 10 a problem that has troubled the
New Method Studied  thempairscheme. o s
for Bridge Repairs Prase 3; Documeniationand oy SR PR TS
9 p training sessions for La. DOTD ents, par RSt :
L state system.

One of the most common forms of [ V2 Five failed slopes are being rcha-
damage 10 the superstructure of steel The information obtained in phase bilirated under the project, using
bridges results from vehicle impact. one of this project is available upon three different methods: injection of
This damage rarelycauses a bridge to request from LTRC. lime and lime-fly ash; rebuilding
collapse, but results in the serious with lime treated, compacted lifts;
weakening of the structure as such and reinforcement with geogrid.
damage accumulates. Member Study Underway on Construction is essengially complete
replacement is an expensive fepair,  Emhankment Failures  on three study siopes on 1-20 diswict
a_ndthusamomecormmalnlm» 04 (Monroe), and a fourth slope is
uv=Hlm been needed. . An in-house study on slope reha- underway on 1-210 in district 07

eat sraighicning offers the bilitation is moving forward in an (Lake Charies). A fifth slope on 1-20

potential for quick and effective
repairs for bent steel members. LSU
has just completed the first phase of a
research project on heat straightening
under the sponsorship of LTRC. The
process of heat straightening consists
of heating the bent member at appro-
priate locations such that during the
cooling process the unequal shrink-
age will induce thermal stresses that
straighten the member. The few
experts who currently employ this
technique base the process on expeni-
ence. The research project will
develop a rational methodology for
determining the type, number and lo-
cation of heat application points
required to straighten damaged mem-
bers. The specific objectives of this
rescarch project are:

Phase 1: Analytical and

experimental evaluation of heat

straightening techniques in the

laboratory.

Phase 2: Field evaluation of heat

straightening techniques and

pr ofan i

effort to find an economical solution

in district 04 is still 10 be let to

HEATING LABORATORY SAMPLE




232  Looking Good in Print

Headlines "butt” each
other atthe top, creating
too much uniformity and
symmetry.

Alack of indention sets
up auniformity thatleads
to boredom when the
readers’ eyes aren’t
challenged by contrast.

Matching type styles in
headlines andtext create
a“gray”look.

Similarly, the lack of
contrast caused by large
square blocks of text and
excessive leading
betweenparagraphs
causesreadersto lose
interest.

-~ -

Newsletters (Original)

In-house newsletters and other time-sensitive documents
often can be made more appealing at no additional cost.

Computer Center

FACULTY BULLETIN

CALIFORNIA STATE UNIVERSITY, NORTHRIDGE

WHATEVER HAPPENED TO
COMPUTER AIDED INSTRUCTION
by Kurt Webb

Computsr Aided Instruction (CAI) had its
moment the sun ssveral yas:
bas s ssemed to hava faded
Howaver, thers
reaurgencs in
CAI is occurring. This ance may
be due to two factors; (1 iocreased
availability of suthoring ayatems on
micros and mainframe computsrs; and (2)
Tbe incrsased awaranssa and utilization
of computing among educators.

An suthoring system is a softwara product
that allows the sducator: (1) to organize
tha subjsct matsrial, to be prsssnted to
the student, io s systemstic way; {(2) to
query the studsot takiog ths computsrized
lsssons on thsir comprabansion of ths
study matsrial: (3) to review the
material p: 1y or 131

on with new matsrial depanding oo how ths
studeot rssponded to ths qusriss; and (4)
to analyzs student raspooss to the lssson
as & whols to halp dstsrmi thes osxt
stsp in the lsarning process. Onc

8 CAI lasson has bean preparsd by
an suthoring system, it can be p
to any oumber of students with each
studant takiog the 188800 at their
convaniance and st thair own pece.

The Computsr Cantsr has recantly
purchased two suthoring systems for tha
IBN PC. Thasa ars TENCORE and ths
McGraw-Hill Authoriog System.
systems do requirs that tha author
well as students havs accsss to IBM PC
computsra. A third suthoring.
Instructional Workbench, is availabla on
ths ATT 385 mainframe computars. Thasa
computsrs can be accssssd from virtually
any tsrminal on campus.

Mors on CAC and authoring systems will be
forth coming. In the Meantims, If you
are intsrssted io eny of thass products
contact Kurt Wabb at Extansion 3966.

OCTOBER 1585

MICROCOMPUTER JOURNAL FOR
INSTRUCTIONAL USERS
By J.S. Pleming

er iocluded articlss
such as "Ths of Microcomputsrs in ths
Tsaching of culus,” “An Introductory
Courss io System Dynamice,” “Using
Microcomputsrs to Stors and Evaluats Exam
Items” and "Computer Litsracy for
Undsrgraduats Humanitias and Social
Majors.”

If intsrested, this journal is published
by Collegiats Microcomputsr, Ross-Hulman
Instituts of Techaology. Terre Haute, IN
48703. Individual subscriptions ars
$28.00. A sampls copy may be ravieved at
ths Computsr Csnter, Enginssring 121.

MICROCOMPUTER GRAPHICS
BEGIN TO GROW UP
By Deve Crawford

Do you remember what lifs was liks befors
computar graphics?

If you ars old snough to be rsading this
you probably do, sinca computsy graphice
for popular conms tion havs been with us
for only & few
gscarated pictur
io movias and om
us no longar marvs

bean with us.

¥Ws watch scisoce fiction moviss io which
vivid alisn landscapes havs besn created
10 a computsr’'s memory without using
®modsls of any kind. Ws ars perfactly
accustomed to music videos io




Asimple, appealing
nameplate oftenisthe
best waytoimprove a
newsletter or tabloid.

Rules between columns
andinthe marginstie the
nameplate to the text.

Exaggerated indents at
beginnings of paragraphs
add contrast without the
intricacies of drop caps.

A ‘ragbottom” format
provides design flexibility
and saves production
time.
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Newsletters (Makeover)

Creative use of white space, indention and leading helps

make the piece more readable.
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WHAT HAPPENED
To COMPUTER AIDED
INSTRUCTION

Computer Aided In-
struction (CAI) had its moments n
the tun several years ago and has
since scemed w have faded from the
academic computing scene. How-
ever. there are now indications that 3
resurgence in CAl is occurming. This
renasssance may be due 10 two fac-
tors. (1) The increased availabihity of
authoning sysiems on micros and
mamframe computers; and (2) The
increased awareness and wtilizanon
of computing among educators.

An authoning system
15 3 software product that allows the
educator: (1) 10 organize the subject
matenial, to be prescnted to the stu-
dent, 1n 3 systematic way: (2) 10
query the student taking the comput-
erized keasons on their comprehen-
300 of the study matenial: (3) to re-
view the material previously pre-
sented or continuc on with new mate-
nal depending on how the student re-
sponded to the quenies; and (4} 1o
analyze student response 10 the lesson
2t 3 whole 10 help determine the next
step in the learning process Once
such 3 CAI lesson has been prepared
by using an authoning system. it can
be presented 10 any number of stu-
dents with cach stodent taking the
feveon a1 their convemence and at
their own pace

“The Computer Center
has recently purchased (wo authoring
sysiems for the IBM PC. These are
TENCORE and the McGraw- Hill
Authoning System. These Two sys-
tems do require that the author as
well as students have access to IBM
PC computers. A third authonng. In-
structional Workbench, is available
on the AT&T 38S marnframe com-
puters  These computers can be ac-
cessed from vintually any terminal on
campus,

More on CAO and
authoning systems will be forth com-
ing. In the Mcanume. If you are in-
terested in any of these products con-
tact Kun Webb ar Extension 3966

MICROCOMPUTER JOURNAL
FOR INSTRUCTIONAL USERS

Coflegrate Microcom-
puter 15 = quarterly joumal devoted
10 all aspects of microcomputers in
the higher education cumicula™ A
sample copy received by the Com-
puter Center included articles such as.
“The Use of Microcomputers in the
Teaching of Calculus.™ "An Introduc-
tory Course in Sysiem Dynamics,”
“Using Microcomputers 10 Store and
Evaluaie Exam Jiems™ and “Com-
puter Literacy for Undergraduate Hu-
mamsties and Social Majors ™

B ULULE'TIN

CoMPUTER CENTER / CALIFORNIA STATE UNIVERSITY / NORTHRIDGE CAMPUS / SEPTEMBER 1985

f interested. this jour-
nal is publishcd by Collegiate Micro-
computer, Rose-Hulman Insatute of
Technology, Terre Haute, IN 48703,
Individual subscriptions are $28.00.
A sample copy may be reviewed at
the Northndge Campus Computer
Center, Engincening 121.

MiCROCOMPUTER GRAPMICS BEGM
To Grow Us

Do you remember
what life was like before computer
graphics?

If you are old cnough
10 be reading thus you probably do,
since computer graphics for popular
comsumption have been with us for
only a few years But computer-gen-
erated prctures have become 30 com-
mon in movics and on television that
mowt of us no longer marvel at them,
We accept them undunkingly. as if
they had always been with us.

‘We waich science fic-
1on movics in which vind alien
landscapes have been created in 3
computer's memory without using
models of any kind We are perfectly
accustomed 10 music videos m which
‘computer- gencrated scenery and
characters lcap across the screen in
rapid succession, Even Lynn Benton,
CSU’s top computer- graphics expert,
adrmts 10 being 3 bit jaded by some
of the curremt crop of ammation clips.




234 Looking Good in Print

The nameplate lacks im-
pact: the type size is too
small, andit'ssetina
hard-to-read typeface.
“Newsletter,” setin a dif-
ferenttypeface, clashes
with thetitle.

The four parallel lines next
to anundersized globe
logo clutter the visual. The
arrowiconisisolated
ratherthan being
integrated into the
nameplate.

The type is too small for
the width.

Reduced hyphenationin
justified text causes
disconcerting gaps
between words.

The photograph “floats
onthepage, andits
centered, italicized
caption seems weak.

Newsletters (Original)

Lack of type size and typeface variety, and too much hori-
zontal movement make for an undistinguished cover.

Flight Safety Fomdation Newsketter
P, —

Ve l)

FLIGHT SAFETY FOUNOATION, INC. 5510 Columbie Pire, Arlingion, VA 22204 USA

' VOL. 27 NO. t {10}

39th IASS CALL FOR PAPERS

JANUARY 1986

FUIGHT SAFETY FOUNCATION hes iseusd o Call  1nOusEry'e requireasnts, including eirfreme,
for Pepere 10 De presented ot the 30th ennuel FSF
INTERNATIONAL AR SAFETY SENINAR (1ASS) to be
Neilo Oct, §-9 et the wastin Beyshors Motel 1n
Vencouver, Britisn Colusbie, Canede.

The 39th IASS w11 L be Oevoted te the theme of
SINPROVING  SAFETY IN A OVANGING  AVIATION
SYSTEM, =

In ennouncing the Call for Pepers, the FSF
noted  that the ters, ~Avietion Sys -
@)k cret

BRUCE N. WHITMAN NEW FSF GOVERNOR

Bruce N. Wnitaen, enecutiv
of FligntSafaty Internaticnal,
the FSF Boere of Governors et thy
of the Board'e Eecutive Cossittes.

Wnitaan jo1med FLgntSetety Internetionel
10 1961 with the title of Assistant to the
PrasiGent ofter tao yeors o8 @on10r srecutive
eserstant with the U.S. Netionsl Susinese
Atrceeft Aesocietion. Me elected to e
post of vice president end te compeny'e boerd
of @irectars Leter in the eme yeer.

Me woe olactad executive vice president 1n
as o eeaber of the
onat Boarc of Oirectors

FligntSefety Interne
Executive Committes.

Folloeing gracustion from Trinity College
101955, Wn1tasn was comeisstonad ¢ Lisutenent 1n  Service and
tha U.S. Atr Force end asrnad the triple retingof Ave Force Re
PILOT, navigator end bomberdier ahile serving
a1th the Stretegic Avr Commend.

Me eng Mis wife eng three sone L1
-, * The Comsodor
actors of the

Greermich, Conn,,
() DGR crm i o S St
Wesnington Univereity Lea School 1n Wesningtan, Hoven Ciub.
D.C., flee o8 ¢ captetn with Eest Cosst Flying

S I T T S i o ot e [OPVPl




Thetitle gains character
andimpactsetin alarge,
“safe” sans-serif type with
tightly spaced letters

Anarrow, screened
vertical column gives
balance to the page and
provides space forthe
logo. date, issue and
contents listing.

Thereversedtype in the
Screened area adds
balance andinterest to
the page design

Column widths have
been reduced, andtext
size increased, allowing
for 2 more comfortable
relationship between type
Size and hne length

Aframe helps anchorthe
photo and relate itto the
text, asmall aviation icon
reversed out of a bullet
enhances the boldface
capuon
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Newsletters (Makeover)

A vertical screen, rearranged elements and varied type sizes
provide pleasing contrast and spotlight the name of the
sponsoring organization.

Foundatlona

L

Bruce N. Whitman
New FSF Governor

Beuce N, Whitman, executive vice president
of FlightSafery International. was electedtothe
FSF Board of Governors at the Dec. S meeting of
the Board’s Executive Commattes

‘Whitman joined FlightSafery intermational
N 1951 with the titie of Assistant to the Presi-
dent after Two year i wnior executive Jusis-
tant with the US. National Business Aircraft
Association. He was elected to the post of vice
presicent and to the company’s board of direc-
tors latet in the same year.

He was elected executive vice prevident in
1962 and aio serves as a member of the
Flightsafety International Board of Directors
£aecutive Committee

following graduation from Trinity College
n 1955, Whitman was commussioned 2 lieu-
tenant in the US. Air Force and earned the
tngle rating of phor, navigator and bombardier
white serving with the Strategic A Command.

After active duty. he attenced Genrge Wash-
mgton Univeruty Law Schonk in Washington,

D.C., flew a3 a captain with Fast Coast Flying
Service and was a fight instructor in the U.S. Alr
Force Reserve.

He and his wife and three sons live in
Greenwich, Conn., where he is The Commo-
dore and a member of the bnard of directors of
the Beile Haven Ciub,

39th International
Air Safety Seminar:
Call for Papers

Flight Safety Foundation has issued a Call
for Papess 10 be presented at the 39th annual
FAF [nternational Air Safety Seminar (JASS) to
be hetd Oct. &9 at the Westin Bayshore Hoel
in Vancouver, British Columbia, Canada.

The 29th International Air Safery Seminar
will be devered to the theme of T
Safety in a Changing Aviation System.”

In anncuncing the Cafl for Papers, the FSF
noted that the term, “Aviation System,” en-
compasses all aspects of the aviation industry’s
requirements, including airframe, engine and

devigners and , a8
well a3 users of the aircrakt, airports, mppnﬂ
equipment and the ais traffic control system.

mem waid, “is the dfemve weilization of the
knowiedge and fudgement of the penple
mvﬂved in designing, ae\mopmg, pvodu:mq.

mmpkx ‘Aviation mm
It aiso noted that, with the cusrently chang.

ing environments and concepts in afl segments
© Ses (ASS Cat tor Papers om Page 2
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Looking Good in Print

: Newsletters (Original)

. Failure to organize white space and prioritize copy results in
' asmorgasbord effect.

Again, the textis noteasy
toread because of the
small type setjustified
with almostno hyphen-

It elso noted thet, eith the currentiy
thenging emvirorments sno concepta 1n sll
Gogments of avietion and the even gremter thengas
enticipated for the future, the Farsans 1mvolved

Tre roll of the humen in the ean/eschine
ervironsent eiso wiil be caneisersd et the
seminer, including 130 1epact upan:

w1l asparience changing Fol e end reapons1E) i— e Safety Meregesent
T e e =
ation. The unnaturally e ey s el e o1 o Lo o
: A
wide space between the . o Temning
two columns creates a i o

The Geminsr will congtder tdems, Concests
€00 metnoos for incressing the Levels of safety
30 e thenging evieticn-syste enviromant,

The Foungeticn encaureges parsons from all
eagments of the evietion industry, scrldeide, to
incluging the petential tmzect of current ang s Their knceledge end eaperisnces 1N These
future tecRnOLegICsL deveiopments 10 uch aress  €rend Through sCtive PertiCipation 1a the 38
es: s,

distracting “landing strip.”

o Modhedlonts MARCH 15 DEADLINE

Autnors/epeasers »18m1ng Lo Pre sapers
et The sesinar srould eubmit en ebetract,
Proposes titie end the neaels) of the suthor(el
ene crgamzetion by Meren 15 ta:

o Structures

e Performence

. Communicetions

FLIGNT SAFETY FOUNGATION

Attn: L. Momer Mouden

¥ice Prasigent-Technicel Afferrs
S§10 Columens Prue

Arlington, VA 22204-3154 USA
Teles: W117€ F55 INC AGTR

Indention for paragraphs e
and listed information is .

too deep for the type size .
used. o Swmrt Guioment

Aireey Trefric Comtrol

Avrports

PLANS DRAFTED FOR FUTURE IASS, CASS SESSIONS .

Detsttec planning see concuctes Suring the
Noveaber 38tn ennvel FSF INTERATIONAL AIR
SAFETY SENINAR (IASS) 1n Boston, Mees., fer the
1885, 1587 enc 1988 interrationsl feminers snd
the Foungetion's 1986 CORPORATE
AVIATION SAFETY SEWINARS (CASS).

1866, st the seutin Sayanore Hotel 1n Vencouver,
Britieh Colwsdie, sith the these of “IROVING
SAFETY In 6 OMANGING AVIATION SYSTEN; ™ the 40T
$nnusl sesirar to be held 1 Lets Octoder of 1987

11 Tokye, Jepen, end the & ¢t TASS ta be hetdOct.
4-7, 1988, 1n Syorey, Austraire.

Headlines "whlsper" During & mesting on Mov, &, the FSF Following the IAC meatsng, FSF Prestcent
Internations: Avisory Committes [IAC] complet=  John K. Enders enc Foundetion Adeimietrstive

X Il f 1986 IASS to be nsie Oct. 6-5, Officer anc Tremsurer Luciera P, Frost discuseed

because [hey don't v ettt - L 0eta1lsc planning for the Syaney sesimr with

contrastenoughwith text.

Robert #, Weyior, of Anestt Alriines, end Capt.
Trevor ensen, of Gantas A1re
the &%t IASS noet, the Aust
Flignt Sefety Councii.

Mesting on the seme dey, the FSF Corporete
Agvisory Committee (CACI reviemed plans for tne
316t anvuat CORPORATE Av IATION SAFETY SENINMR to
te hele Asril 14-16, 1986, et tne Ommy
Wetnariangs motel in Cincinnati, Omig, end
oscioec upon the St. Francis Notsl i San
Francisco, Catif., 86 the 61te for the 32ng CASS
A0 the spring of 1987,

Headlines and subheads

i ] ortars of the FSF Intemnat v st Gam Corver o Acbacs e AT
aren‘tlinked with their o e M Triot of Brocter and Sesbls Coss to 41 seuné Firal
appropriate Spacing pum;:ql:o;;huévccnz;}.-:nu these will Be

above and below.

FSF WEWSLETTER, AMUMRY 1366
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Newsletters (Makeover)

The long, narrow, left-hand column is used again, reinforc-
ing the newsletter’s visual identity established on the front
cover. This feature also serves as a convenient receptacle for

Larger headlinesinthe

the photograph’s caption.

’

texttypeface attract Plans Drafted fOr  pinsforthe 1986 1AsStobe heid Oct 69, 1985,
N at the Westin Bayshore Hotel in Vancouver,
attention, while sans-serif Future IASS British Columbia, with the theme of “Improving
LSRR M e ’ Safety in a Changing Aviation System” the
F 3 40thannual seminar to be held in late October of
p CASS Sessnons 1987 1n Tokyo, Japan; and the 41st ASS 10 be

fortable contrast. held Oct. 4-7, 1988, in Sydney, Australia.

Shallower indents and
lighter spacing of listitems
remove excessive white

Detailed planning was conducted during
the N 38th annual FSF i

Air Safety Seminar (1ASS) in Boston, Mass., for
the 1986, 1987 and 1988 international semi-
nars and the Foundation’s 1986 and 1987
Corporate Aviation Safety Seminars (CASS).
Duninga meetingon Nov. 4, the FSF Interna-
tional Advisory Committee {IAC) completed

i

g the IAC meeting, FSF President john
H. Enders and Foundation Administrative Offi-
«cer and Treasurer Luciana P. Frost discussed de-
tailed planning for the Sydney seminar with
Robert H. Naylor, of Ansett Airlines, and Capt.
Trevor Jensen, of Qantas Airways, representing
the 415t IASS host, the Australasian Airline Flight
Safety Council.

Meeting on the same day, the FSF Corporate
Advisory Committee (CAC) reviewed plans for
the 31st annual Corporate Aviation Safety Semi-
nar to be held April 14-16, 1986, at the Omni
Netherlands Hotel in Cincinnati, Ohio, and de-
«<ided upon the St. Francis Hotel in San Francisco,

Space' [ Calif., as the site for the 32nd CASS in the spring
: of 1987.

° ek et o At the conclusion of the session, Mrs. Frost
mmmmms: . 4 met with 315t CASS Co-Chalrman Roben Gray,
IASS to discuss plans for fu- - chief pilot of Procter and Gambie Co., to discuss
‘ture Foundation intemational L . final planning for that seminar, whose theme
Air Satety Seminars. s = will be “Safety in Our Environment.”

Airplane symbols used as

bullets reinforce the

: IASS Call for Papers The role of the human in the man/machine
aviationtheme. Continued from page 1 environment also will be considered at the semi-

Important mailing address
information, now setin

greaterch:
pated for the future, the persons involved “will
experience changing roles and responsibilities
for making the Aviation System function with
greater efficiency and improved margins of
safety.”
Discussion Aress

The seminar will consider ideas, concepts
and methods for increasing the levels of safety
in a changing aviation-system environment,

nar, including its impact upon:
* Safety management
# Human factors
+ Training
+ Communications

The Foundation encourages persons from all
segments of the aviation industry, woridwide. to
share their knowledge and expenences in these
areas through active participation In the 39th
ASS.

boldface Iype, 1S eaS“y including the potential impact of cum:::: ad
located as: Authors/speakers wishing to present papers at
' + Pawer plants the seminar should submitan abstract, proposed
+ Structures title and the nameis) of the author(s) and organi-
S Perfonmance 2ation by March 15 to:
+ Communications msm FOUNDATION
+ Navigation Homer
+ Airway traffic control g oy Afeirs
RANDSTS Arfington, VA 22204-3194 USA

Publication information is
relegatedto the bottom
ofthe page.

+ Support equipment

Telex: 901176 FSF INC AGIN

© Conrgr 1986 Pgt Sewny Foundetmn e
™

-
Aire 074 wons S e BSOS o0 20EVEIS PETERS.
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Heavy horizontal rules
separating articlesinthe
second and third columns
compete with the name-
plate, headlines, drop
capsand article lead-ins.

inthe nameplate, the
type for the words “The
Executive”istoo flamboy-
antfora corporate image.

Underliningthe “Shirt-
sleeve SeminarMarch 7°
kicker makesit difficult
toread.

Defaultline spacing for
“Turning Your ldeas...”
wastes vertical space. The
dollar signistoo cute—
again, inappropriate for
executives.

The boxes atthe ends of
articles are overly
prominent.

The box around the
dinnermeetingan-
nouncement separates
itfromthe article it
relatesto.

Newsletters (Original)

The original Executive presents a confusing mixture of
typefaces and graphic elements, all vying for the reader’s

immediate attention.

ecutive

TurningYour Ideas
Into Million§ — An
Eight-Step Process

obert C. Boint. executsve darector of
PLUS Business, inc_, m Hontingion
h, and 8 member of the Na-

vonal Speakers Assocmtion. will be the
gest speaker atthe Monday, March 7, 1988
demner/mecting of Saics & Markeung.

Bomt has served as the matonal sales
leader for several major corporstons. in-
cluding Bell & Howell. Brunswick. G AF.
g Sylvamaa

Bowmnt's preseniataon is entsed: “How To
Get A Watermelon From A Seed — Turnng
Yow idexs Inwo Milbons, An Exght-Siep
Process.” He will address the ways 1o chan-
nel your cTeagve energy @ regards 10 your
company’s prodacts of servce 10 penerate
campetsiive markets and mcrease sales.

The PLUS Business Strasegy sdenufies
mare than 117 areas of potontaal icreased
sales and bow these can be analyzed as 3
check st for greaser busmess performance.
With Bomt's system, you will see bow ©

Dinner Meeting

D
Time.
Place:
Cost:

MARCH 38 x
VoL 1 NO.3 Sales & Marketing Executives “1988—A Positrve Visson Towards Accomplishment”

"How To Get A Watermelon From A Seed"

y you
2 bener undersunding of the markeung
tasks and field selimg strasegics ahead of

you
Bont’s style of presentannon. and the in-
formaton made evailadle, will make s §
dmner meeung you don't want 10 muss.
The meeting at @e Long Beach Azpont
Mamoa begms with no-host cockaails at 6
Pm. wah dmer served m 1S pm. O

e —
Thank You For Prizes

wumh*mm’
sance Howl, Losg Beach Aurpon Mamots,
and the SME Board of Dweciors for provid-
g prizes for the February | dinner meeung.

<
L

If your firm would like 10 donaie prizes Robert . Boint
for our monshiy raffle drawmngs, piease call Execasive Direcoor
Joha Crasg = 213588-1239 o PLUS Business, Inc.
Shirtsleeve Seminar March 7

Money Management

o firs SHIRTSLEEVE SEMINAR

will be heid Monday, March 7, pror o

our monthly dnner moctng. “Moncy Man-

agemen and Tax Planning™ will be pre-

senied by Max and Linda DeZemplen of
Preferred Financaal Adwisory Corp.

The shusleever runs from 445 © 6

Pm.and us frec 1o members. There 1 3 520

And Tax Planning
Svings. and mnvestment srmegres. Please
make reservanons = advance by calimg
213/988-1239

Ths wall be one of several forums dunag
the year for descuss:on and spuk on tsscs of

A NEW
MEMBER
BENEFIT!

As @ new SME member, you receive @ “free” wable top display for your products or
services.. .10 be used ot the next dinner meeting following your approval for memberskip.




The subtitle emerges clear
and strong. The four-
columnformat, with
headlines setin the left-
hand column, opens up
the layoutand lets
readers skimthe titles.

Using fewer typefaces
andtype sizes contributes
toconsistency.

The Dinner Meeting
information is now
properly seen as part of
the article.

The caption is now more
informative and relates
the photographtothe
adjacentarticle.

Thick horizontal bars
extendingfromthe thin
rules between articles
help define the left-hand
column. They also
srengthen the headlines.
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Newsletters (Makeover)

The nameplate’s condensed typeface and superimposed
triangle now appropriately express the “positive vision”
focus of the newsletter.
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VOLUME 1 NUMBER 3

SALES AND MARKETING EXECUTIVES

1988; A POSITIVE VISION TOWARDS ACCOMPLISHMENT

How to

Get a
Watermelon
from a Seed

Robert C. Boint, executive
director ol PLUS Business, inc.,
in Huntinglon Beach, and a

and of the market-
how th analyzedasa i
check list for greater business  gies ahead of you

ers Assoctarion, will bethe guest
speaker at the Monday, March
7,1988 dinner/mecting of Sales
& Marketing

Boint has served as the na-
tional sales leader for several
major corporations, including
Bell & Howell, Brunswick,
GAF. and Sylvania

Boint’s presentation is en-
titied: “How To Get A Water-
melon From A Seed—Turning
Your Ideas Into Millions, An
Eight-Step Process.” He will
address the ways to channel
Yyout creative energy in regards
toyour company’s productsor
setvice to penetrate competi-
tive marketsand increase saies.

The PLUS Business Strategy
identifies more than 117 areas

With Bolnt's
system, you will see how to
create and develop your own
plans 1© aid you in a berter

Rebert C. Bow, Executive Durecor,
PLUS Busines, Inc., will share h
Airateges for wocen 0n March 7.

Boint's style of presentation,
and the inlormation made
available, will make this a din-
ner meeting you don't want to
miss

The meeting at the Long
Beach Alrport Marriott begins
withno-host cocktails at6p.m.,
with dinnerservedat 7:1S p.m.

Dinner Meeting

Date  Monday,

March 7, 1988

Time  Coclaails 6 p.m.
Dinner 7:15 p.m.

Place: Long Beach

Cost:  Members $18

Money
Management
and Tax Planning

Shirtsleeve Seminar
March 7

Our first shirtsieeve semi-
nar March

estate plans, protection and

7, prior to our monthly dinner
meeting. “Money Management
and Tax Planning” will be pre-
sented by Max and Linda
DeZemplen of Preferred Finan-
cial Advisory Corporation.

The shirtsleever runs from
445 10 6 p.m. and s free 10
members, Thereisa $20 cost to
non-members and guests.

The DeZemplens will em-
phasize retirement, tax and

savings,

gles. Please make reservations

in advance by calling 213/

9881239

This will be one of several
lorums during the year for dis-
cussion and input on Issues of
concem (0 you, the member.
These shirt-sleevers, fed by
recognized experts in their
fields, will provide information
that can be put 1o immediate
use .. another member benefit.




240 Looking Good in Print

'| Nameplates

The four illustrations on this spread show how nameplates
| can be reworked to set the proper tone for a newsletter’s
content.

(Criginal)

The map of Louisianais

mplex; i T
too complex; itdetracts Technology
from the message.
Today
LOUISIANA TRANSPORTATION RESEARCH CENTER
voi. 3 Mo. 1 Jnuary 18T
e ot = tce RESEARCH PROFILES
doesn'teffectively |
communicate “tech- NEW METHOD STUDIED FOR ‘ Phase 3 : Docusentation and
) " BRIDGE REPAIRS ; ;r:in!ng‘ sessions for Lla. DOID
nology. ezzorralt

O esto (RCH eiBoSERiEoRmon (0T us o, damase The information obtained in phase one of
to the superstructure of steel brioges this Pproyecel Lsy avatsnTORiEIIIERRE
results from vehicle {mpact. This fros LIRC
dasage rarely causes a bridge to .

(Makeover)
Anupbeat typeface, T
contrasted with the bold E C H NOLO GY
) x - — 3
sans-serif “Today,” creates
ahigh-techflavor. I o D AY
. A ouarteriy of the Louisiana Canter
Summer 1987 Vol. 3, No. 3 LTRC—=
Hairline rules are used Research Profiles
sparingly but effectively to program for automated designof 10 a problem that has troubled the
.p gy_ g New Method Studied ol ST deparemont fo mic, e carade
link headlines with : Phase 3: Documentation and failing siopes on man-made embank.
N v for Bridge Repalrs e e AT ments, particularly along the Inter-
publication information et sute sysem. )
One of the most common forms of - [ . . Five failed slopes are being reha-
andlogo. damage to the superstructure of stecl The information obtained in phase  pilirated under the project, using
bridges results from vehicle impact. one of this project is available upon three different methods: injection of




Excessively heavy type set
against thin horizontal
lines isdistracting.

The subhead is far too
large and contributes little
tothe message.

Simple nameplates are
best; slender, condensed,
lowercase type creates
valuable white space,
punctuated by athick rule
above andthinrule
below the name.

The subhead hasbeen
eliminated and replaced
by the less obtrusive
“Restaurant Technology”
slugline.
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Nameplates

Creating a good nameplate is often the best way to improve

the look of a newsletter or tabloid.

(Original)

Restaurant Technology, Inc.

March 1987

trends - views - insights

(Makeover)

techta

A publication of Restaurant Technology, Inc.

ity aspects of the business, you
must maintain adequate con-
trols and properly plan for the
arrival of your guests or your
reborn efforts will be 1n vain.

Vil aithes fiem mistanans

July 1987

plan, the basics of your business
have not changed. After all,
that’s why we're returning to
them ... they're the foundation
on which the business was built.

TR T oy S ey oo 0




242 Looking Good in Print

Because busy managers
have often ashorttime to
read alotof material, a
page full of typewritten
copy can be very
unappealing.

Although criticalto the
report, long blocks of
supporting evidence tend
todiscourage readers.

Awkward spacing of data
interrupts the flow of
reading.

Business Reports (Original)

The low-contrast, “gray” tone of business reports and memos
often neutralizes the positive effects of good writing, persua-
sive argument and strong evidence.

the everaga late risar, this product will revolutionize his or her sleeping habits.
CURRENT SNOOZE ALARX SALES
As steted previously, we believe that a high number of present usars of snooze alara

technology will want to own TardiSnooz. Current seles of soooze alarms hava nevar
been higher, as the figuras below show:

YEBAR $ UNITS SOLD $ RETAIL
1565 1,000 $ 12,000
1570 65,000 430,000
1575 220,000 2,800,000
1980 673,000 5,900,000
1985 1,220,000 11,760,000

A correspondiog trand of employea tardiness has become evident, particularly io the
lest ten years. Io fact, some researchers believe tbat snooze alarms have indeed
played ¢ large part io causing employee tardiness. According to Real Lifa
Information in Palo Alto, Califormia, “Smooza alarm technology is largely respomsihla
for the dramatic rise io employee tardizess and lete calls. Purther, the
adsonishmeot thrust upoh the eversge employee. compounded by the guilt, feelings of
and creates en unresolved =
copflict, resulting io sharply decreased productivity.... Ome solutiom to this
probles is ¢ sechanisa whereby the esployee cen et 1 cell ic lete with e feeling
of efficiency and accomplishment. instead of languisbing in a commutex-frustrated
dissopance on his or her wey to work.”

Clearly. the above findings indicata the need for added featuras tO snoo3e
technology. This, coupled with the fell io wholesele modem chip pricas, could make
TardiSnoo: our sele ites of the decada.

PROJECTED TARDISNOOZ SALES

Based oo a 1.000-pieca consumer survey mailed last month (see etteched date), we
found consuders receptive, and indeed eeger, to pay the slightly highar prica thet
TardisSncoze would command. Below are projected sales figures, dased on out survey:

PROJECTED TARDISNOOZ SALES

YRAR ¢ ONITS
PROJECTED § RETAIL
1950 3¢,000 $ 430,000
1591 81,000 970,000
1952 235,000 (Break- 2,400,000
evea)
1953 310,000 3,700,000
1554 228,000 (Recassion 2,200,000
Project ed)
1995 426,000 4,450,000

When you examice the above figures., and considar thet ell we have to do is add e $.93
modes chip to our present elarms, the conclusion is inescapable to all but thbe moat
ardent critics that our company should move forward with plans to implement our new
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Business Reports (Makeover)

Even the most basic layout software allows you to substitute
interesting, informative charts, diagrams and other visuals
for text-based data.

Charts and diagrams
presentinformation in
easy-to-understand,
interesting forms.

Diagonallinesinthe bar
chartadd needed
contrastto the page.

Research information is
broken into several
paragraphs andindented
left and right for addi-
tional emphasis.

the average late riser, this product will revolutionize his or her sleeping habits.
CURRENT SNOOZE ALARM SALES

As stated previously, we believe that a high number of present users of snooze alamm technology will want to own
‘TardiSnooz. Current sales of snooze alarms have never been higher, as the figures below show:

Snooze Alarm Sales 1965 — 1985

$10,000 |
$5,000
)
-
™™ |
| i $1,000

‘1965 1970 1975 1980 1985

A corresponding trend of employee tardiness has become evident, particularly in the last ten years. In fact, some
rescarchers believe that snooze alarms indeed played a large part in causing employee tardiness. According to Real
Life Information in Palo Alto, Califonia,

“Snooze alarm technology s largely responsibie for the dramatie rise In employee Lardiness and late
calls. Further, the admonishment thrust upon the average by the guilt, feelings of Inadequacy and

ereates an lved authority figure eonfliet resulting in sharply decreased
productivity.... One solution to this problem is a mechanism whereby the employee ean at least call in late
with feeling of eMMicieney and Instead of in
on his or her way to work.

"Clearly, the above findings indicate the need for added features to snooze technology. This, coupled wath the
fall in wholesale modem chip prices, could make TardiSnooz our sale item of the

Bas‘cd on a 1000- piece consumer survey mailed last month (see attached data), we found consumers receptive,
and indeed cager 10 pay the slightly higher price that TardiSnooze would command. Below are projected sales
figures, based on our survey:

Projected TardiSnooze Sales

‘When you examine the above figures, and consider that all we have to do is add a $.93 modem chip to our present
alarms, the conclusion is inescapable to all but the most ardent critics that our company should move forward with
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Charts & Diagrams

Quantitative information can be comprehended quicker and
more thoroughly with visual representations. The illustra-
tions below show four ways the same information can be
presented to make data more appealing.

Snooze Alarm Sales 1965 - 1985 (s

Athree-dimensional
effectenhancesa
basicline chart.

Snooze Alarm Sales 1965 — 1985 oy

Hustrations within a

presentation graphic can $10,000
add humor and further
identify the content. “uz $7,500
zZz
z ﬂ $5,000
Zz, N
. O
= $2,500
$1,000

1985




Rules, screens and drop
shadows can make a
simple bar chart more
compelling.

Images thatrelate to the
subject mattercanforma
chart or diagram’s most
important visual.
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Charts & Diagrams

You can use your layout software to make revisions and
embellishments to charts and diagrams.

Snooze Alarm Sales 1965 - 1985 s

Snooze Alarm Sales 1965 - 1985 o)

e
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The combination of small,
lighttype and wide
columnsreduces
readability.

Distracting white spaceis
created by the wide gap
between columns of
unhyphenatedtext setin
small type, the extra space
after periods and the two
returns between
paragraphs.

The three upper diagrams
conflict with the two-
column layout, and
especially with the two
diagrams atthe bottom of
the page.

The charts are hard to
understand without
legends orunitlabels.

Lack of ajumpline atthe
end of the second
column leavesthe reader
suspendedin
midsentence with no
direction for continuation
ofthe text.

Business Reports (Original)
A conservative image does not dictate visual uniformity.

McKenzie Management, Inc.

MARKET LETTER

VOLUME 2 - NUMBER 17

AUGUST 20, 1986

GOLD A U DOLLARS

|

past s months, which had resulted in a namow trading
range, had shifted 1o a position of net buying tn other
words, technically, the goki market was ready 1o break
out

U.S. investors are naturally concemed with the price
of gold in dollars. For a major bull market to evoive in
Qold, however, It is equally important for the price of the
metal to be in uptrends in other Mar curencies.

As evidenced in the charts below, gold remains in
long-term downtrends both in D-marks and yen. it does
appear to be ing out against the West German
currency and, on its recent strength, the cument price

rose above the 30-week moving average.

Japan has bought 220 lons of goid since the
beginning of the year. Much of that buying was done in
order to mint 8 new coin celebrating Emperor Hirohito's
60 ysars regn.

Business Week in its August 25ih issue reported that
2urich's Bank Jutius 8ar & Co. shifted 5% of its clients
portiolios into gokd. And aiso noted that Middie Eastern
Chients are flocking back.

Overall, sentiment regarding gokd seems rather

ive. There was some increase in pubiic buying of

led mutual funds immediately after the move.

but interest quickly subsided. This lack of enthusiasm

tends 1o strengthen the technical outiook tor the prce of

Qold. it suggests that the uptrend will have 1o be turther
along before attracting a surpe of buying interest.

The rise in gold prices had a dig impact on the
tnflabon Watch Indicator. The indicator i a ratio of gold 10
Treasury bonds. The miadie chart above shows that
gold has been outperforming bonds since late April of
this year. The indicator is now in a long-term uptrend

GOLD in WEST GERMAN D-MARKS
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N
ford . ¥ e
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‘GOLD in JAPANESE YEN




The mostimportant word
inthe nameplate,
“"McKenzie,” projects more
strength and character
when setin a significantly
larger, more stylized serif
type, in contrast to the
smaller, more conserva-
tive treatment of “Man-
agement.” The “i” has
been dotted with a
stylized logo.

Reversed headlines and
subheads provide contrast
and organization.
Enlarged initial caps lead
the reader fromthe
headlines into the articles.

Charts are placed in a
“contrast” column,
defined atthe top by the
Issue date. Shading makes
the charts’ trend lines
easy to follow
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Business Reports (Makeover)

Four narrower columns and smaller, heavier type increase
information density and readability.

lol‘lha-\e- Yoo

‘d‘NS Yv-—qlv&

McKenzie

GOLD |
Ihi~ Weoh

G-,u broke out of its long
\erm teading range on
August 8th. It achieved the

s

had shifted ition of:

buying. In other words., tech-
nieally. the gokd market was
ready 1o bresk out

LS. invetors are matu-
rally concerned with the price
ol gold in dollars. For s magor
boll market to evol

before settling down this weck
in the 370s. Oil started moy-
ing higher ea rlier that work in
rreponse 1o the OPEC pro-
duction cut agrrement.
However, the most com-
mon reason cited for the ac-
tion in gold was the prosper-
tive sanctions against South
Africa by Weatern govera-
ments, Since that's not es-
actly s new itemon the invest-
ment scene. | sospect that the
balanee betwern buying and
selliog over the past six
months. which had resulted
in s narrow trading rangr.

T».- rise in gold prices had »
big umpact on the Inflation
Watch Indicator. The indica-
10r 1 3 ratio of gold to Treas-
ary bonds. The chart to the
Ioft shows that gold had been
outperformiog bonds since
Iate Apritof this year. Thein-
dieator 1s oow in & long-term
aptrend indicating » shift in
investor espectations from de-
fation toiaflatios.

however. it is qually impor-
tamt for the price of the metal
1o be in aptrends in other

gold remsins in long-term
downirends both in D-marks
and yen. 1t does sppear tobe
bottoming out sgsiost the
Weat German currency snd.
onits recent strength. thecur-
ront price rose sbove the 30
weck moving sverage.

Jupanhas bought 22010as
of gold since tbe begioning of
the year. Much of that buying
was done in order o mint »

of gold 1o an inflationary en-
vironment. But another pos-
sibility, given the sloggish
U.S. reonomy and the perats-
tent trade 3nd budgrt defi-
cits. may be 2 Might feom the
dollar. Gold may be mn de-
mand because the dollar 1
nol. The Japanese, among
other forrign investors. are
awach in dollars and they
bave to invest 1n something.
Perhape we should tam the

Hirohito's 60-year reign.

Business Week io its Au-
£ust 25th tssue reported that
Zurich's Bank Julins Bar &
Co. shified 5% of its clienta”
portfotios into gold. And sleo
noted that Middle Eastern
elients sre flocking back

Overall. scotimest re-
garding gold seems rather
passive, There was some in-
crease in publie buying of
gold-oriented motasl fands
immediately after the move,
butinterest quickly subsuded
This lack afenthusiaem tends
10 strengtheo the trchnica]
outlook for the price of gokd
1t suggests that the uptrend
will have 0 be further along
before stteacting s surge of
buying intereat,

declining trend would be ad-
verse

The other sude of the rqua-
tion is the bond market, I
has remained near its high in
sntcipation of another dis-
couot rate cut by the Frderal
Reserve Board. If the Cen-
tralBssks of Japanand West
Germany go along with the
prospective L.S. cut, the
bond market would probably
010 new highs bringing long-
trrm rates lower. If the for-
gn banks resut stimolating

their reonomees. the LS.

Orisit? Cont 1

dom ties investor preference

able outlook for the dollar. &

sell off.
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Business Reports (Original)

Inconsistent spacing, sizing and organization create barriers
to continuity.

The wide gutter collides
with the “Buy Recommen-
dations” box.

Headlines and subheads
float, without clear linkage
to the textthey introduce.

The chart, expandedto
match the column width,
seems unnaturally large.

N . B Industry Company Symbol Exchange Recent Buying Date & Proe Sel ¥ Price

In the box, continuity is Prce  Range Cioses Beiow
inhibited by column Computes  Evans&Suthedand  ESCC OTC 22 2123 8688 220 19
. . Drugs Johnson & Johnson INJ NYSE 708 Hold 1-285 6.0 &2
heads of undifferentiated Morck MRK - e - . a0
. . Mining Echo Bay Mines Lid. ECO  AMEX 185 1720 72388 155 “*
weightand size. o Mobi MOB NYSE 345 3134 7.2386 310 B
Wood Products  Scott Paper SPP - 57.6 Hoid 1-2-85 340 52

indicating a shift in invesior expectations from deflation
to inflation

Or is #? Conventonal wisdom bes investor
preference ¢f goid to an inflationary environment. But
another possbility, given the siuggish U.S. economy
and the persistent trade and budget deficits, may be a
flight from the dollar. Gold may be in demand because
the dollar is not. The Japanese. among other foregn
investors, are awash in doflars and they have to invest in
something. Perhaps we shouid tum the Inflation Waich
Indicator upside down and call it “Interest in the Dollar *- a
rising trend would indicate a favorable outiook for the
doliar, a declining trend would be adverse.

The other side of the equation is the bond market. It
has remained near its high in anticipation of another
discount rate cut by the Federal Reserve Board. If the
Central Banks of Japan and West Germany go along with
the prospective U.S. cut, the bond market would
probably go to new highs bringing long-term rates lower.

Money and inerest Rates

Short term rates continue 10 ease 10 new lows in
anticpation of a cut in the discount rate. The bond
market remains near its high; i.e. iong term rates are at
their lowest levels in years. This indicator remains bullish.

10 DAY ADVANCE DECLINE LINE

PN
TERVALY J

) » ms " s

M the foreign danks resst their
the U.S bond market would probably sell off.

The Stock Market
Prices
Prces improved on a broad tront during the past two
weeks. The Utlity Average went 10 a new high reflecting
lower interest rates. Short term price trends have
reversed 1o the upside.
Volume

Volume has picked up slightly. This level of actvity is
fairty typical of August. Volume remains neutral.

Breadth

The breadth indicators have swung into ine with the
Averages. This set of indicators has been upgraded
from negative 10 positive..

Sentiment

The sentiment indicators remain neutral.

this move.

Buy Recommendations

2




Reversed headlines, the
prominentbar acrossthe
top ofthe box and
generous white space
aroundthe charts add
color, contrastand
organizational value to
the page.

A “drop” of white space
atthetop of the page
framingthelogorein-
forces the publication’s
corporate identity.

Redistribution of white
space above and below
subheads andthe
addition of underline rules
clearly relate each
subheadto its text.

“Buy Recommendations”
arenow easiertoread,
withincreased vertical
spacing and added
contrast between column
heads andtext.
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Business Reports (Makeover)

An illusion of spaciousness is created without sacrificing
any information.

w3 um

woows

10 Py /Advarce Dechre I

Prices

Prices improved on a
broad front during the past
two weeks. The Utility Aver
age wenttos new high reflect
inglowerinterest ratrs. Short
term price trends have re-
versed 1o the upside.
Vohume

Volume hae picked up
alightly. This level of activity
1o fairly typicalof August. Vol-
ume remains nentrsl.
Breodth

The breadth indicators
have swung into line with the
Averages. This set of indica-
tors has been upgraded from
negative o pasitive.

7

Sentiment
The sentiment indicators
remain neutral.
Money and Interest Rates
Short term rates continue
10 ease to new lows in antici-
pation of a cutin the discount
e, The bond market re-
mains near its high i.e. long
term rates are at their lowrst ]

McKenzie

July eventhough the DJIA hit
bottom on August $th (the
elosing low was on Friday.
August 1st). Momentum o
upgraded to positive.
Summary of Stock Market
Long Term: Bullish
Intermediste Term: Bullish
The indicators have all
od

remains bullisch

Momentum
A suecessful teat of the
selling wave in mid-July did
take plare in early August. In
the previous isue. | suggested
that it might be happening.
but that it was too early to
confirm it. The 10-Day Ad- |
vanee Deeline Line above
clearly shows that the greater |
selling pressure occurred in

BUY RECOMMENDATIONS

Retain 12%15% in rash reserves. Gold Mining and Interns-
tional Oils are among the best performing issues on this rally.

p pastiwo
weeks. The selling pressurc
of July has clearly subsided.
We appear to be in a normal
A N
volumall PostliEor Daylis
tivity will provide us with &
better elue as to the potential
power of this move.

Computers Evons & Sutherlond ESSCC orc 22 2-23 8686 20 19

Orugs Johnson & Johnson  JNJ NYSE 708 Hold 1-2-85 340 62

Merck MRK 3 16 oo 9

Muning Echo Bay Mires bd  ECO AMEX 185 17-20 7-23-86 155 14

oil Mobite MOB NYSE us 31-34 7-23-88 310 e

Wood Products  Scoit Paper SPP 576 Hold 1-2-85 340 52
August 20,1906 Mekenzar Managrment Busmess Report Page2
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Many design
principles are
largely intuitive.

Consistency Versus Correctness
Rules are made to be broken.

You may be a bit concerned that the “before-and-after”
examples featured in this section break many of the conven-
tions presented in Section One. As mentioned before, there
are no absolute rules in graphic design; solutions that work
in some situations simply aren’t appropriate in others.

The goal in Section Two and throughout this book is not to
place restrictions but to increase your awareness of appropri-
ate and inappropriate ways of applying design principles to
your desktop publishing efforts. Although fundamentals of
good design should never be ignored, many decisions are
largely intuitive. The more responsive you become to your
own design sense and intuition, the more you’'ll develop
your own abilities.

By now, you should be more comfortable with the basic
concepts outlined in Section One, after seeing how they can
be applied in actual examples. But instead of passively
accepting these makeovers as the definitive design solutions,
you may feel motivated to do even better.

Take the time now to review those examples and create
your own makeovers! You may even want to stop reading at
this point, boot up your computer and develop alternative
ways of solving the design problems presented in the previ-
ous pages.

A Note on Style

Style doesn’t emerge overnight; it evolves gradually through
discipline, hard work and persistence.

As you become increasingly familiar with the capabilities—
and limitations—of your desktop publishing hardware and
software, your unique style will develop as you explore
various ways of solving design problems.

Remember, with desktop publishing you have unprec-
edented creative capabilities at your fingertips—more than
any previous generation of graphic designers!



Style evolves as
you find ways to
solve design
problems.
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In the past, it would have been unthinkably extravagant
for a graphic artist to set type and paste up a large document
simply for learning purposes. Desktop publishing allows you
to go through the same learning process at no charge—on the
screen of your computer! And if you have access to a laser
printer, you can have the tangible results of your efforts for
pennies per copy.

MOVING ON

Now that you're acquainted with the basics of graphic
design and know how those elements work together to
produce successful design solutions, you'll want to begin
work on a project. Section Three covers several major design
categories and presents valuable tips and tricks for produc-
ing different kinds of documents.
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Repeating ele-
ments can be
hallmarks of
good design.

Designing Effective
Newsletters

Newsletters are major beneficiaries of the desktop publishing
revolution. Highly specialized newsletters that once were
impractical because of high typesetting and paste-up costs
can now be produced using the most basic desktop publish-
ing and word processing software.

Desktop-published newsletters also provide associations,
retail and service establishments with a cost-effective adver-
tising medium.

Although they may appear simple, newsletters are sur-
prisingly complex. The typical newsletter contains numerous
elements that must be successfully integrated—often under
last-minute deadline pressure.

Here are some things to look for when examining a
newsletter or planning your own:

REPEATING ELEMENTS

Successful newsletters are built around a number of elements that
appear in every issue.

While the content changes, these features are always in-
cluded: nameplate, logo, publication information, depart-
ment heads, kickers, headlines, lead-ins, text, teasers, art-
work, captions, jumplines, credits and mailing area.
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Nameplates
should create
a good first
impression.

Nameplate
Your nameplate should provide immediate visual identification and
communicate your newsletter’s purpose.

A great deal of thought should be devoted to the design of
the nameplate and logo. They’re the most noticeable and es-
sential features for promoting identification and continuity.
Newsletter nameplates usually are placed at the top of the
first page and often extend across the full width of the page.

A CC OUNTTING

Perspectives

IRS BUCKS BIG TIPS
Subhead One Subhead Two

e

However, equally effective nameplates can be placed
centered, flush-left or flush-right.

ACCOUNTIKG ACCOUNTING
. .

VES

VOL. I.NO | DECEMBER VOL. I.NO. 1

IRS Bucks BIG Tips
SebleadOne | c=ro—dmemin comoee o ==

P etertpepey
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Although most nameplates are at the top of the page, they
can be placed approximately a third of the way down from
the top. This location leaves room for a feature headline and
article to appear above it.

A C C O UNTING

Perspectives

VOL. 1.NO. 1 DFCEMBER

Vertical orientation, though less common, can draw more
attention to an important headline.

Perspectives

N
CCEMBER

I
DI

A C C O U N T
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Vary column
widths to add
motion and color
to the page.

A short motto may be incorporated into the nameplate to
amplify the nameplate’s meaning or target the newsletter’s
intended audience.

A C C O UNTI! NG

Perspectwes

New Paths o Clent Profusbilty /| VOLINO.T /1

IRSBUCKSBIGTIPS

Grids

Creative column size and placement can breathe life into even the
most text-heavy newsletters.

Many newsletters look prosaic and dull because they’re set
up with two or three columns of equal width. Two-column
formats can be particularly static, because of their formal
left-right balance.

'l



“Empty” left-
hand columns
can showcase
display text.
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One way of avoiding monotony is to reduce the width of
the columns slightly and run a vertical band of white space
along the left-hand side of each page. This white space can be
used for a table of contents and publication data...

THE
Channelmarker ! |

L ETTE R

visuals...
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Vertical white
space can en-
hance sidebars
and illustrations.

If you use an
assymetrical
layout, carry it
throughout your
publication.

...or short elements such as sidebars and pull-quotes.

ey,
even f that mesrs
buting your biue pencil

When using an asymmetrical column layout, be consistent
on each page.

There’s nothing as disappointing as a newsletter with an
attractive front cover based on an asymmetrical grid...

Jecxsom coumTy
suvemiLecouar

JaNusRY 1hbe




Design the front
page with head-

lines in mind.
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...that turns into a conventional, balanced, two-column
grid when you turn the page.

Headlines

The number and length of articles included in each issue should be
considered when designing the headlines.

If you plan to feature a single in-depth article plus a few
shorter pieces in each issue of your newsletter, you will need
a single, dominant headline.

A C C O UNTTING

Perspectives

VOL.1.NO. | DECEMBER

DOMINENT HEADLINE
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Headlines don't
necessarily have
to be placed
above the text.

On the other hand, if you feature several short articles, the
front page must be designed to accommodate more than one
significant headline.

A CCOUNTTING

PergEctives

VOL I.NO. DECEMBER

Topic Head One
e

Headlines typically are placed above the articles they
introduce. However, you might consider placing the head-
line next to the article as well.

Perspectives

VOL. 1, NO. 1L DECEMBER

Topic Head One

Topic Head Two
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Teasers

Use teasers to invite readers inside your newsletter.

A short table of contents on the front cover can draw atten-
tion to articles and features inside or on the back cover.

Make your newsletter’s table of contents a focal point by
placing it in a small shaded box...

, : f =
¥ v

N, = mmr
I S

i y = AR
| ‘e s
ach = s et

The table of ; X h
contents can ...in a narrow column adjacent to the text columns...

beckon readers
to look inside.
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...next to the nameplate...

Place teasers
where they'll
draw the most
attention.

The entire front cover of your newsletter can serve as the
table of contents.
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Instead of merely consisting of titles and page numbers,
your table of contents can include a frieze of photographs
along the bottom of the cover page that relate to articles
inside. The photo captions will lead the readers to the articles
to find out more.

Your table of con- NO\N NG\NS

tents can include The ltier for Poopie In e Know _ Decermber 1902, Vokume §
a frieze of photos.

Because most newsletters appear in the reader’s mailbox
address label up, you may want to place the table of contents
next to the mailing label area where it can’t be overlooked.
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Use artwork to
strengthen your
message.

Don't hesitate to
tell readers who
you are.

Artwork & Captions

The availability of illustrations and photographs greatly influences
your newsletter’s design.

If the content of your newsletter is mostly factual or technical
and you plan to add supporting illustrations, be sure to leave
space for them. Also allow space for a caption to accompany
each illustration.

A C C O UNTTING

Perspectives

VOL 1.NO. 1 DECEMBER

Topic Head One

On the other hand, if your newsletter articles are predomi-
nantly generic commentary and photographs aren’t readily
available, you can safely do without artwork or use illustra-
tions without captions to strengthen your message.

Publication Information

Readers should be able to identify the source of the newsletter
quickly and easily.

Be sure to leave space for your organization’s logo, as well as
your address and phone number.

In most cases, the logo appears on the front cover. It
should be large enough to be noticed but not large enough to
compete with or overwhelm the nameplate.



Include issue
numbers and
dates if your
newsletter will
be used later
as a resource.
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Your logo also can be placed within the nameplate.

ACCOUNTING

Perspectives

VOL. 1,NO. 1 DECEMBER

IRS Bucks Big Tips

Topic Head One Topic Head Two

You can place the logo at the bottom of the front cover,
relegate it to the back cover or totally eliminate it, as long as
your organization is identified in some way.

The volume and issue numbers and date should be promi-
nently featured if readers are likely to save and refer to your
newsletter in the future.

A C C OUNTTI1I NG

Perspectives

VOL. 1, NO. 1 DECEMBER

IRS Bucks Big ’I’ips

Topic Head One Topic Head Two
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Lead-ins take
different forms \
but provide good
reader cues.

The vertical rules
improve the looks
of multicolumn
publications.

Lead-Ins

Use subheads and short summaries to provide transition between
headlines and body copy. (For example, this sentence is a lead-in to
this subsection.)

Lead-ins can be placed between the headline and text.

AJCREC O BU N TRl N G

Perspectives

VOL. 1,NO. 1

Primary Headline

o 0y e

DECEMBER

Frequently, lead-ins span more than one column.

The lead-in is often placed within the text, set off by
horizontal rules or some other device.

A lead-in also can take the form of a pull-quote.

Text

Your newsletter design must take into account the length of the
articles likely to be included in each issue.

If long feature articles will be used, choose small type set in
multiple narrow columns.
The appearance of multicolumn newsletters can be im-
proved by placing thin vertical rules between the columns.
However, if shorter features are the rule, choose wider
columns and larger type.



The mailing
label area lets
readers know
where you are.
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Credits

If your newsletter is designed to provide your employees with
opportunities to express themselves, then identify authors by name,
department and division or position.

If possible, personalize your newsletter by including a
photograph or drawing of the author.

Mailing Information

If your newsletter is a self-mailer, be sure to provide sufficient
space for a mailing label and other mailing information.

A newsletter’s mailing area normally appears at the bottom
of the back page.

Be sure to include your organization’s return address next
to the mailing label. (Of course, if fulfillment—or mailing list
maintenance and addressing—is handled by an outside firm,
put that firm’s return address in the mailing area.)

The mailing area should clearly indicate whether your
newsletter is First- or Third-Class mail. In either case, include
your firm’s postal permit number to avoid licking stamps.
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Design your
newsletter with
distribution meth-
ods in mind.

Adding “Address Correction Requested” above the
mailing label area helps you keep your customer or prospect
mailing list up-to-date. If you include ”“Address Correction
Requested” in the mailing area of your newsletter, you’ll be
informed of the new address when a recipient moves.

Many newsletter mailers choose to include “Address
Correction Requested” only once or twice a year.

SIZE

Although smaller formats are possible, the standard newsletter is
created by folding an 11- by 17-inch sheet of paper, called a signa-
ture, into four 8 1/2- by 11-inch pages.

Newsletters with 8, 12, 16 or so pages are assembled by using
additional 11- by 17-inch sheets.

DISTRIBUTION

Distribution methods should be taken into account when you
design your newsletter.

Newsletters can be mailed full size or folded; they can be
self-mailers or stuffed into envelopes.

Decisions about distribution should be made early in your
planning process. Self-mailers avoid the cost of envelopes
but also keep in mind that valuable editorial or selling space
must be sacrificed to leave room for the address area.

A multiple-fold newsletter is inexpensive to mail, but the
nameplate and headlines aren’t visible until the folds are
opened. In addition, the advantage of presenting the recipi-
ent with the “billboard effect” of a full-size 8 1/2- by 11-inch
newsletter is lost.
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EVALUATION CHECKLIST

By answering the following questions, you can check to see
whether you've incorporated all the elements necessary for a
successful newsletter.

13

10.

Is your newsletter built around a distinctive nameplate
that identifies subject matter and editorial focus?

. Is the nameplate amplified by a phrase or motto that

identifies its focus or intended audience?

Are volume and issue numbers and dates prominently
and clearly identified?

Do headlines compete with the nameplate or with each
other?

. Is the source of your newsletter clearly identified by a

logo, address and telephone information?

Are there “teasers” or a table of contents on the front
cover to direct the reader’s attention inside?

Are articles clearly separated from each other?

Have you paid equal attention to both the front and
back covers?

Is there enough consistency between each issue of your
newsletter to maintain its identity, yet enough variety
to set each issue apart and maintain interest?

Are all photos accompanied by captions that enhance
their impact?






Tabloids’ large size
allows more design
flexibility.

Tabloids &
Newspapers

Designing tabloid-sized newsletters, newspapers and other
publications is a logical progression from 8 1/2- by 11-inch
newsletters.

Many of the same principles involved in designing suc-
cessful newsletters apply to tabloids and newspapers,
particularly the need to maintain issue-to-issue consistency
while accommodating a constantly changing mix of text
and visuals.

For example, all three formats need high-impact headlines
that don’t compete with the nameplate or with each other.

And it’s also important to organize photographs of vary-
ing size as effectively as possible.

TABLOIDS

Similar to newspapers, tabloids feature a larger page size, allowing
more design flexibility.

The typical tabloid page is 11 by 17 inches, although those
dimensions vary from newspaper to newspaper and printer
to printer. Some tabloids, for example, are 11 by 14 inches.

Tabloids often are printed on a web press, which feeds the
paper to the press off a large roll. As a result, the actual
image area of the tabloid is slightly smaller than the page
size of 11 by 17 inches.
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Larger page sizes
allow a bolder
treatment for
photos and

display type.

Laser printers can be used to prepare tabloids, since the
coarse newsprint paper most tabloids are printed on absorbs
ink and consequently reduces the high-resolution sharpness
normally achieved in phototypeset images. In addition,
desktop publishing allows revisions to be made until dead-
line time.

Most desktop publishing software programs let you create
tabloid pages. Most laser printers, however, are not designed
to handle paper sizes larger than 8 1/2 by 11 inches. (Tab-
loid-sized laser printers are available, although uncommon.)

To get around that limitation, desktop publishing pro-
grams offer a tiling feature that automatically overlaps, or
tiles, a series of 8 1/2- by 11-inch pages that can then be
pasted together to create one large tabloid page.

Front Cover
The tabloid page size can accommodate large, bold headlines and
large photographs.

You can let one large photograph dominate the front cover
of a tabloid.

THE GOLD

STANDARD

For Investors in Precious Metals




The front page
can feature text
or visuals.

Or, you can combine a large photo with a grid of

smaller photos.

In some cases, the front cover consists mostly of

headline type.
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THE GOLD

STANDARD

FOR INVESTORS IN PRECIOUS METALS

THE GOLD

STANDARD

Gold Falls!
Tin Soars'

‘are endarwed by their Crestor with certain inalieasble rights, that amoog these
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Inside Pages
Choose a consistent format for the inside pages of your tabloid.

Design your tabloid as a series of two-page spreads. Include
your organization’s logo at least once on every spread.
Ideally, nameplate or firm name and tabloid title or theme
are repeated in each spread. An ideal place for such items is
in a drop (a deep top border).

THE GoLD

STANDARD FoR INVESTORS i PRECIOUS METALS |
P M o SESSEIEmEES
loid for two-page i
spreads.

Choosing a three-column format lets you use a variety of
photograph sizes.

The wider columns of a three-column format are more
suitable for tabloids than for newsletters.




Wider columns are
better suited for
tabloids than for
newsletters.

Tabloids creatively
mix editorial and
selling space.
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A five-column grid creates even more design flexibility,
just as it does with newsletters.

THE GoLD
STANDARD

FOR INVESTORS IN PRECIOUS METALS

NEW IS
BULINGS

Content

Because of their size, tabloids let you creatively mix editorial and
selling space.

You can mix information and advertising in your tabloid to
enhance your firm’s credibility and image; pre-sell prospec-
tive customers on your firm’s competence and professional-
ism; and expand the market for your products by answering
basic questions first-time buyers might have.
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You can highlight editorial information in several ways:
Between parallel rules on the top half of each page...

THE GOLD

STANDARD |

- PR e L

FOR INVESTORS IN PRECIOUS METALS

—

o et . S g o L v g o s 4 .
e

Rules and white
space can provide
a framework for
your message.
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In vertical columns adjacent to the selling area...

THE GOLD
STANDARD

FOR INVESTORS IN PRECIOUS METALS
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Between the selling areas...
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THE GoLD

STANDARD FOR INVESTORS IN PRECIOUS METALS

" HOWTOWATCH
~ THEEVERCHANGING
INVESTMENTS

FALLING GOLD RAISES TIN PRICES
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At the bottom of each page...

THE GOLD
STANDARD
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e
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Screens can unify
blocks of editorial
material.

Use the back cover
as well as the front
to promote your
theme.

With a screen to integrate the editorial material into
one unit...

THE GOLD

FOR INVESTORS IN PRECIOUS METALS

HOW TO WATCH
THE EVER CHANGING

Back Cover
Pay as much attention to the back cover as you do to the front.

Many readers see the back of a newspaper before the front.
Therefore, you should use the back as well as the front to
promote your theme. One way is to summarize important
points contained in the front-cover articles.

Another way is to repeat your best ads and promotions on
the back cover, including special financing incentives and
limited-time offers.

Previewing Your Tabloid
You can preview your finished tabloid by printing reduced-
size pages.

To preview full pages of your tabloid, print them at 65
percent of actual size. You’ll be able to see an entire 11- by
17-inch tabloid page on an 8 1/2- by 11-inch sheet of paper.
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NEVWSPAPERS

Once you're comfortable producing tabloid-size newsletters, you'll
find it an easy step up to newspaper design.

One of the key differences between the two formats is the
number of columns. Tabloids are usually set up on fewer,
wider text columns.

Newspaper pages, however, are divided into many—often
six or more—narrow text columns. The resulting shorter line
§ lengths require smaller type sizes and more attention to
hyphenation and letter and word spacing.

™ L —
TABLOID | | Néiwspaper

e hele G e hoth her e

night
are created equal, that they  stituted among Men and
are endowed by their Cre-  Women. Weholdthesetrutha
ator with certamunabenable Lo be self-endent, that all
that

nghts, are
Life. Liberty, and the Pur-  they are endowed by ther

More columns s B Rleresrere (T Rl haraoethons
ments are instituted among are Life, Liberty, and the Pur-
Men and Women We hold 1t of Happine
mean smaller [Eosereulh s poatovr S 9T
- dent, that all People are cre-
type sizes. el R e et

creatad they
these nights, governments  endowed by their Creator
are instituted among Men with certain onslienable
420 Women We hold these  rights, that among these are
truthstobe self-evident,that  Life, Liberty, and the Pur-
all People are created equal.  sust of Happiness. That to

that they sre by secure these rights, govern-
therr Creator with certan  ments are instituted among.
analienable rights, that  Men and Women We hold

among these are Life, Lib-  these truths Lo be self-en-
erty. and ths Purswit of Hap- dent, that all People are




282 Looking Good in Print

Headlines

An important challenge that faces newspaper designers is working
out a hierarchical order among the various articles that will appear
on the same page.

Confusion will reign if all articles are introduced by the same
size headline.

the

Newspaper

Confusion svowmems e ahensdie b cesedcgmiex  Confusion

: et emny  Om emmg S S memkned Do
Reigns i VT ey, | 370 o | RIS
Ve dold dese = We boid these

The most impor- b Y, TELE i
tant articles need TUSE TomT MeF  INITT DU

larger headlines. T hm e e e T wen




Let the top of the
page carry most
of the weight.
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And if larger headlines are placed too low on the page, the
result is an unbalanced, bottom-heavy layout.

Confusion
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The solution is to arrange headlines in a way that clearly
identifies their importance without allowing them to over-

power subordinate articles.

Photographs

Newspapers must accommodate a wide variety of photographs of
differing size and degree of importance.

In a typical newspaper, the front page alone often contains

more photos than are found in an entire newsletter issue.
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When arranging multiple photographs, each should be
placed appropriately in relation to the others and to the page
design as a whole.

the

Newspaper
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Whereas many newsletter photographs are often simple
head shots, newspaper photos include a variety of subjects,
shapes and sizes.




Don't let repeating
features compete
with the news.
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Teasers

Because of a newspaper’s greater size and complexity, it's even
more important to provide front-page teasers to attract readers
to the inside.

Attention must be drawn to special features and high-
interest articles inside. Readers also want clear direction to
specific items such as classified listings, a calendar of events
and other sections.

Standing Elements

The front page of a newspaper usually includes repeating features,
such as stock market highlights and weather and sports summaries.

Repeating elements have to be accessible to the casual reader
but not so prominent that they detract from the current
events of the day.

Newspaper

D e e i I e Rttt
.

All these elements have to coexist with the newspaper’s
nameplate and subtitle.
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Jumplines help
readers locate con-
tinuing articles.

Article Jumplines

Another peculiarity of newspapers is the large number of articles
continued on inside pages.

Long articles are often broken into several segments placed
on succeeding pages. Each segment requires jumplines to
help the reader locate the continuation. Jumplines present a
challenge to the designer: they must be easily noticed but
also easily distinguished from headlines and subheads.

Advertisements

Advertising is a necessary ingredient and, in fact, pays the bills
for most newspapers!

It's often impossible to be sure of the number and sizes of
advertisements you'll run until the last minute.

Advertisements must neither compete with nor be over-
shadowed by adjacent editorial material.
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Many newspapers are adhering to Standard Advertising
Units specifications to simplify page makeup (check this
with your local newspaper). These include a variety of
standard ad sizes that can be used as building blocks in
assembling pages.
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EVALUATION CHECKLIST

Use the following questions to test your tabloids and news-
papers in terms of the elements discussed in this chapter.

1. Is the front page of your tabloid assembled around a
single major story or idea?
2. Have you designed the front cover with elements that

invite readers inside?

3. Do the inside tabloid pages contain a pleasing mixture
of dominant and subordinate articles?

4. Are newspaper headlines sized and placed in a way
that shows their relative status yet also lets readers
quickly locate articles?

5. Canreaders quickly locate article continuations on
inside pages?

6. Is each photograph sized and placed to reflect its
importance?

7. Have you used a single grid and consistent graphic
accents throughout your newspaper or tabloid?

8. Have you reinforced your publication’s image by
repeating the nameplate on inside pages?






Magazine & Newspaper
Advertisements

Desktop publishing is ideally suited to producing newspaper
advertisements. In addition, important recent advances in
desktop publishing hardware and software, including the
ability to enhance color photographs on your computer
screen and prepare color separations, now allow you to
produce high-quality, professional-looking magazine
advertisements.

Although we begin this chapter by analyzing factors that
contribute to successful newspaper ads, you can use many of
the same techniques to improve your magazine ads.

NEWSPAPER ADVERTISEMENTS

Design flexibility and pragmatism are important ingredients in
effective newspaper advertisements.

Even with the typically short lead times you're given and the
inevitability of content changes, you can produce newspaper
ads quickly and cost-effectively with templates you have
prepared in advance.




290 Looking Good in Print

Grids will speed
up your ad
production.

A grid can provide
a versatile frame-
work for your ads.

Making Maximum Use of Grids

The best way to design effective advertisements is to make maxi-
mum use of the grid as a planning tool.

Grids make it easy to plan for the approximate number of
products and text blocks necessary for your marketing and
promotional needs.

Start creating a flexible grid by dividing a vertical rect-
angle—the shape of many ads—into six equal vertical col-
umns. Then divide each column into 13 equal squares.

From this simple grid, a number of ways of mixing text
and graphics becomes possible. For example, you can divide
the space from top to bottom into four areas: a two-unit-high
headline area extending across the top of the page; below
that, an area for visuals also extending the width of the page;
then three two-column-wide text blocks four units high; and
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at the bottom of the page, a two-unit-high response area
along the bottom of the ad. The response area would contain
your firm’s logo, address and perhaps a coupon.

Headline area

Relocating one
element can give
your ad a whole

new look. Without changing any of the proportions, notice how you

can completely alter the appearance of the ad by relocating
the headline below the visual.




292 Looking Good in Print

If you wanted to use a smaller amount of body copy, you
could set the text in larger type and use only two parallel text
. blocks, each three columns wide.

12

Primary visual

Another way to divide the space is to arrange the text in
an L-shaped block wrapped around a vertical photograph.
You might choose an “atmosphere” photo showing the
benefits of the product or service you're advertising.

4
Headline // g
should
go |-
here |

| Primary visual

%
n
/ 74
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In an alternate arrangement, you could subdivide the
space by using a box containing a smaller photograph
accompanied by a two-column caption-and a large price.

Headline
should

go
here

Introducing Variety Basing your layout on a grid makes it
easy to vary the size, shape and placement of text and visual
elements.

Things get interesting when you include both dominant and
subordinate visual elements: for example, the combination of
a large “atmosphere”—or “premise”—photograph, a column






Grids don't limit
but, in fact, liber-
ate space.
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Ten products—one dominant, nine subordinate—are
included in the layout example below.

Headline
should
go

here

e —
=—==$000| |=—=$000| [==$000
T
E=—-%000| |=—=9000| |=—=3000

As the preceding examples show, grids don't limit your
creative freedom; they actually liberate you to utilize space in
more creative and cost-effective ways!

Pyramid Ad Layouts Choose a pyramid ad layout when you
want to emphasize some products more than others.

A multicolumn “pyramid” ad allows a hierarchical organiza-
tion. Place a large photograph of your most competitive
product at the top of the ad. Immediately below it, place the
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Pyramid layouts
establish a hierar-
chy of importance.

A grid of equal-
sized boxes creates
a lot of flexibility.

next two or three most competitive products. Below this, add
several columns of product listings.

MIDSUMMER SALE

v e — -

| e

CLOTHES OUT World @

100 SAKS AVENUE *NYC+212-505-2424

More Grid Options When your products are of equal impor-
tance, organize product offerings in equal-sized boxes.

As an alternative, photos, captions and prices can be con-
tained within a grid of equal-sized boxes. Although the
boxes are the same, a great deal of flexibility is still possible.
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The columns and rows of your grid can be organized
horizontally or vertically by reversed-out category dividers.

'EASY-LIVING
YEAR-END CLOSE OUT

desenpuion of
inventory here inventory here nventory here nventory here

of descrption of
imveniory here inventory here  mventory here
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107 20% 30%

% 40%
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st of styles list of styles
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here list of here list of

styletand el styles and reai!  styles and retal

10% 20% 30% 40%
SAVINGS SAVINGS SAVINGS SAVINGS
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styles and rest styles and retasl

20% 30%

SAVINGS SAVINGS
Tist of styles ist of styles Tt of styles list ofstyles
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To break up the monotony, featured items can be placed
in double-wide or double-high boxes.

MID-
SUMMER
SALE
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Featured items
in a two-page ad
can be placed in
larger boxes.

Your ad should set
you apart from the
competition.

Featured item boxes can also be four times normal size.
This technique can be used to balance ads running on facing
pages of a two-page spread.

Pyramid Ad Layouts
Choose a column-based ad structure when your competition is
using pyramid or grid-based ads.

Multiple products can be organized by category, using
vertical columns with subheads at the top of each column.

Midsummer
SALE

Swimwear Boy's Hats Jackets

Tee Shirts Tank Tops Shorts

CLOTHES OUT World

100 Saks Ave NYC 202-585-1212
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When a wider ad is designed, however, horizontal
organization works just as well. Subheads can be placed
in a column to the left.

MIDSUMMER SALE
Swimwear
Boy's = - -
Jackets
Templates for Newspaper Ads

Templates can save you time and effort in designing and producing
newspaper ads.

Key elements can

be saved in tem- For example, create and save ad templates for various
plates for use in sizes—full-page, half-page, one-third-page and one-quarter-
other ads. page. Design them all to reflect a strong family resemblance,

with consistent treatments of headlines, borders, artwork
and buying information.

By letting you predetermine the number of items you can
use, grids make your planning sessions easier.

Borders

Because most newspaper advertisements occupy less than a full
page, pay special attention to borders and white space.

Strong borders separate your newspaper ad from the “clut-
ter” of other page elements that surround it. The type of
border you choose will often be determined by the shape
of the ad.
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A wide, vertically oriented ad should have strong top and

bottom rules.
I

MIDSUMMER

SALE
SAVE $49.99

Strong borders
make an ad stand
out on the page.

Thinner side rules can make small advertisements look
taller than they actually are.

A small, square advertisement should be bordered with
rules of equal thickness.

MIDSUMMER
SALE

White Space
Use white space to further isolate your newspaper advertisement
from its surroundings.

The impact of your ad can be increased by providing suffi-
cient “breathing room” within the ruled borders of the ad to
set off artwork and text.




Leave enough

“breathing room”
within the borders

of an ad.
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One way to do that is to place the borders of your ad
within the space allotted. As a result, there will be white

space around your borders, clearly separating your copy
from its surroundings.

| T |l

Using this technique, you can make small ads look larger
by letting part of the ad break through the border into the
surrounding interior white space.
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White space within ads can be created by using a multi-
column grid, indenting body copy and allowing headlines to
begin in the vertical band of white space to the left of the ad.

Headlines draw JOIN us FOR A

more attention

when set off with GREAT FUTUHE .

white space. White space within small
ads can be created by using a
multicolumn grid, indenting body
if copy and allowing headlines to
begin in the vertical band of white
space to the left of the ad. White
space within small ads can be
created by using a multicolumn
grid, indenting body copy and
allowing headlines to begin in the
vertical band of white space to the

left of the ad.
b
<4uss 7> Worldwide Imports  Anytown, USA
-

Headlines

Use the same headline treatment for all the ads in your newspaper,
regardless of their sizes.

A common technique is to reverse the headline out of the
upper one-fourth to one-third of the area occupied by the ad.

MIDSUMMER

Reverse headlines
can be attention-
getting.

CLOTHES OUT World

100 SAKS AVENUE NYC+ 212303 2424




Adding a gradu-
ated screen behind
headlines can be
effective.
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Avoid reversing headlines out of long, narrow boxes. This
creates “frowning” ads that obscure the headline.

e s o o | T BT e S oo e
o g crt o | S @ om0

Another effective technique is to place a graduated dark-
to-light screen behind the headline and primary photograph
or illustration. This allows the headline to be reversed and
the text to be set in black type against a light background.

MID-SUMMER
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Headlines are often centered in newspaper ads, although
that doesn’t have to be the case.

. [MDSUMMER
SALE

CLOTHES OUT Worid 0

An alternate technique is to balance a strong flush-right
headline with a smaller flush-left subhead. This draws the
reader into the ad by speeding the transition from “premise”
headline to “supporting” subhead.

SUMMER
SALE z(}lqu?)gswwr!

e e L s i o :_“ﬁ‘
Base your ad lay- Handling Artwork
out on product In multiproduct ads, base your layout on the number of products
visuals. you want to include in your advertisement.

Your ad design and layout should evolve out of the number
and size of the products you want included, and should also
be influenced by the appearance of your competitors” ads.




Add an educa-
tional tone to your
ad by highlighting
a product’s key
features.
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Screens

Screens add a “two-color” effect to your ads.

Screens within boxes, for example, can unify horizontal and
vertical elements of the ad.

Or you can place the screens behind the whole ad, which
adds contrast to the boxes because of their “whiteness.”

Callouts

Use callouts to draw attention to the most important selling
features of your products.

A callout is a graphic arrow that connects a visual to a brief
description of product features and benefits. Callouts give
readers a concise “educational” message about why they
should buy a particular product.

New Bigger Eraser
Lasts Longer

Harder Lead
Stays Sharper

Multiple Colors
Available
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. Prices, Buying Information & Logos
Every ad should include all necessary purchasing information.

The logo of the firm running the ad should be prominent.
This can be achieved by either size or contrast.

In this ad, the logo is relatively small, yet it’s easily identi-
fied because it’s surrounded by white space.

LOGO

MID-SUMMER SALE

Make it easy
for readers
to respond
to your ad.

Clearly visible addresses, phone numbers and buying
information make it easy for the reader to respond to the ad.

The type size used for captions and prices should be
proportional to the size of the photograph or artwork used to
illustrate the product. Set prices in large type for large
photographs, in small type for small photographs.

Likewise, the size of a manufacturer’s logo should be in
correct proportion to the size of the visual it relates to and its
surrounding information.




Not every adver-
tised product needs
to be illustrated.
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Consistency  Prices and manufacturer logos should always be
placed in the same location.

In grid-type ads, all logos and prices should be the same size
and, whenever possible, placed in the same relative position
in each box.

LOGO

MID-SUMMER SALE

Practice restraint when choosing typefaces and type sizes.
Avoid using a different type size for each product. Even the
most product-filled ad needs no more than a few type sizes.
One size for “primary” products and a second size for
secondary products may be all the variety you need.

Remember that not every product advertised needs to be
illustrated. Often, the best-looking ads simply list the prod-
ucts with a few representative photographs or drawings.

Smaller Newspaper Ads

Desktop publishing is ideally suited for preparing newspaper ads
that cover one, two or three columns.

It’s often harder to produce an effective small newspaper ad
than a full- or half-page ad.

Large ads attract attention simply because of their size.
Smaller ads have to be designed more carefully, so they’ll
emerge from the many competing elements around them.
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Smaller ads require
both simplicity and
attention to detail.

One of the most effective designs for single-column
newspaper ads reverses the headline out of solid black,
focuses the ad around a single product and balances the
reversed-out headline and product visual with a bulleted list
of product benefits, concluding with a screened logo and
address at the bottom.

BUY
NOW!

This technique provides visual interest, because the strong
reversed area at the top of the ad is balanced by the screened
area at the bottom. Notice how the introductory paragraph is
wrapped around the visual, integrating text and illustration.

The indention and flush-left/ragged-right alignment of
the bullet items create white space to the left and right of the
ad, providing separation from surrounding elements.

Small ads require restraint and attention to detail. It’s easy
to make them complex and hard to read. Small ads gain im-
pact to the extent they’re focused—and frequently repeated.

Classified Ads
Desktop publishing can produce attractive classified ads.
Advertisers often don’t realize they can submit their own

camera-ready copy rather than leaving the ad preparation to
the newspaper.
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The addition of a strong, high-contrast headline and
prominent border can make a big difference in the response
you get to your “Help Wanted” ad.

laying its foundation of such principles,
and originating its powers in such form,
as to them shall seem most likely to effect
their safety and happiness. Minimum.

e e e —
DESKTOP PUBLISHING

Art/production person to help out three
tired cowboys and one cowgirl who are
working day and night to finish a graphic
design book. Must have DTP experi-
ence, willing to work long hours, meet
hot deadlines and like pizza. Must relo-
cate to Denver, Colorado ASAP. Send
resumé to Laser Wniting Inc.,

20 W. Bond, Denver, CO 25982.

A strong headline
can increase re-
sponse to “Help
\Wanted” ads.

TRUTHSAYER. We hold these truths to
be self evident, that all People are
created equal, that they are endowed by
their Creator with certain inalienable
nights, that among these are Life, Liberty,
and the Pursuit of Happiness.

Indenting body copy can also draw attention to your ad
by incorporating a strong vertical band of white space into
an otherwise gray page.

We hold these truths to
be self-evident, that all
People 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
and Women.

We hold these truths to
be self-evident, that all
People 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
and Women.We hold these
| ——— . LY
SALES MANAGER
FOR EXPANDING
COMPUTER SOFTWARE
COMPANY
Supervisory or extensive
retail expenence required.
CALL TODAY!
1-800-333-4444

=T R i
truths to be self-evident, that
all People 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
and Women.

We hold these truths to
be self-evident, that all
People 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
and Women. We hold these
truths to be self-evident.
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The quality of
phototypesetting
is often lost on
newsprint.

Quality Considerations

It’s entirely appropriate to prepare camera-ready newspaper ads
using your laser printer.

It’s usually not necessary to go to the expense of having
newspaper ads phototypeset, because the relatively coarse
newsprint absorbs the ink to such a degree that the quality
advantage offered by phototypesetting is lost.

Another advantage of desktop publishing is that you can
build a library of scanned line-art illustrations to use in your
ads, when appropriate, in place of photographs.

The new generation of 1,000-dot-per-inch plain-paper
laser printers makes it even easier to prepare high-quality
newspaper ads in your office.

As newspapers continue to improve their reproduction
quality, the added clarity of images and type prepared with
1,000-dot-per-inch laser printers will become more apparent.

In addition, scanners and desktop publishing programs
are rapidly improving in their ability to handle photographs.
The quality produced on a laser printer will soon approach
the quality of newspaper photo reproduction. Thus, it’s
entirely feasible that you'll soon be preparing complete
newspaper ads, including photographs, with your desktop
publishing system and laser printer.

MAGAZINE ADVERTISEMENTS

Magazine advertisements typically feature fewer products and
require higher production quality.

Fewer products are included because of the long period of
time between when the ad is placed and when it appears in
print. The emphasis is usually on the firm’s range of prod-
ucts and services rather than specific items and prices.

Magazine ads generally appear in a more dignified edito-
rial atmosphere that dictates careful selection of typefaces,
type sizes, type styles and line spacing.
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Magazine ad sizes are limited. Most magazines are created
around a three-column grid.
Options usually include the following:

¥ Full-page
Two-thirds-page (two out of three columns)
Half-page horizontal

Half-page vertical

One-third-page vertical (one column, full height)

Third-square (two columns wide, one-third-page high)

¥ One-third-page horizontal (three columns wide, one-
third-page high)

16
HORIZONTAL

16 73
VERTICAL HORIZONTAL

m
VERTICAL

12
VERTICAL

7”2
HORIZONTAL

You should prepare basic formats, or grids, including
borders and logo placement, for the two or three sizes you're
most likely to use. These will speed up planning and produc-
ing your ads.

Because most magazines are printed on high-quality
coated paper, advertisements created with desktop publish-
ing programs should be output on a phototypesetter. For this
format, 300-dot-per-inch laser printing often doesn’t provide
the sharpness necessary for the best possible presentation of
your ad.

Consider high
production
quality in design-
ing magazine
advertisements.
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Use contrast to
keep your ad from
fading into the
background.

Elements for Success

Borders, headlines and white space are crucial to the success of
your magazine advertisements.

Your ad must appear as a self-contained unit, separated from
surrounding material. The relatively small size of most
magazine ads presents a major challenge. Typically, readers
will see your ad in the context of a horizontal 17- by 11-inch
spread that includes editorial material as well as other ads.

You generally have no control over where your ad will
appear in the magazine and no assurance that it won’t be
dwarfed by surrounding color ads. In this busy environment,
use contrast provided by white space and type to keep your
ad from fading into the background.

Effective use of asymmetrical column grids and strong
headlines may be essential to the success of your ads. For
example, a strong vertical band of white space on the left can
add impact to the headline and focus attention on the text.

P
ulet

Wek‘ome to the vacation of
your dreams! Escape from the
hurry-scurry of everyday life
and relax in an atmosphere
created for your emoyment. It
15 all here for you..only the
peace and quiet! Welcome to
the vacation of your dreams!
Escape from the hurry-scurry
of everyday ife and relax in an
atmosphere created for your
enjoyment. It 1s all here for
you..only the peace and quiet!

Arrange your vacation through your local travel agent.

By carefully editing your copy, you can gain enough space
to set the headline in larger type, surrounded by more white
space or accented by horizontal rules.



Stock photos can
help you stretch
your ad budget.
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One technique that can help your magazine ad emerge
from its surroundings is to replace the traditional four-sided
box border with horizontal rules at the top and bottom only.
These rules visually reinforce the body copy and emphasize
the headline by surrounding it with white space.

NEW HOMES

« carefully selected
homesites in the
woods overlooking
the river

« seasoned architects
with solar construction
in mind

* your dream house is
only a step away

Sunrise Builders
we always get an early start

Product photographs are often replaced in magazine ads
by strong, bold headlines.

Because of the high costs of custom photography, maga-
zine ads often use stock photographs—previously taken,
licensed photographs that can be obtained for a fraction of
the cost of a custom photograph. (Check the Yellow Pages of
metropolitan phone books or the bibliographies of publica-
tions such as Print or Communication Arts. You can also
purchase stock photos on CD-ROM disks.)
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Coupons

Magazine ads often include coupons inviting prospective custom-
ers to send for further information.

Highest response will occur when the coupons are placed in
the lower right corner of a right-hand page. (More time and
effort are required for a reader to remove a coupon from a
center column or the lower right corner of a left-hand page.)
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Most desktop publishing programs let you create distinc-
tive borders for your coupons. A great deal of attention
should be devoted to the coupon'’s design. Once created,
however, it can be stored as a separate file and used over
and over again.



Use spot color to
draw attention to
your ad.
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When you submit ads to several publications, you can
code the coupons to identify the magazine with the response.
Simply add a department designation to your address. (The
next time you read a magazine, notice how frequently this is
done—and how often the “Department” code matches the
magazine’s initials!)

Design Usable Coupons Auvoid creating coupons with lines
spaced so close together that prospective customers will have
difficulty filling them out.

Always make it as easy as possible for readers to respond to
your offer.

Spaces should be large enough and long enough to accom-
modate the responder’s name and address, written by hand.

Color
Magazine ads frequently include color.

Color can be used as a background, or spot color can high-
light headlines, rules and borders.

Studies have shown that ads using color have up to 80
percent more readership than black-and-white ads. You
might find that fewer, or smaller, color ads will produce
more sales than black-and-white ones.

The addition of a spot color can vastly increase the reader-
ship of an ad. Color can be used as a background behind all
or part of the ad or simply used to accent one or more of the
rules or other graphic elements.

Four-color reproduction can be used for photographs.

Many desktop publishing programs allow you to create
four-color separations. The newest color printers can pro-
duce accurate proofs of your ads right in your office.
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EVALUATION CHECKLIST

Check your magazine and newspaper ads for effectiveness
using the following questions.

Newspaper Ads

1. Are your ads set off from their surroundings by appro-
priate margins, borders and white space?

2. Is the headline large enough to attract attention with-
out overwhelming other elements of the ad?

3. Are grids or boxes used to organize ads containing
multiple products, prices and manufacturer logos?

4. Are captions and prices clearly connected to product
photographs or illustrations?

5. Has all buying information—address, hours, credit
terms—been clearly spelled out?

6. Is your logo prominent enough to provide a visual
signature for your ad?

7. Is the design of your ad appropriate to both its
content—the number and importance of products
included—and the image you want to project?

8. Have you been consistent in the size and placement
of repeating elements such as logos and prices?

9. Do your newspaper ads contain messages that can
potentially expand your market?

10. Do you submit your own camera-ready classified

ads featuring strong, distinctive headlines and
attention-getting borders?









Sales Materials

Successful sales materials require careful planning. They can be
prepared in a wide variety of shapes and sizes.

Choosing the right format depends on factors such as

® The number, complexity and cost of products and
services being advertised. Will the sales piece focus
on a single item, or must it accommodate a variety of
products and services?

B The targeted point in the purchase cycle. Will materials
be designed for a wide range of potential buyers or

Consider a

product’s poten- aimed specifically at prospects who are ready to make
tial buyers when a purchase?

designing sales ® Whether to appeal to the buyer’s emotions. Is the item
i utilitarian, or will it be perceived as an enhancement to

the buyer’s lifestyle or self-image?

¥ Production time and relative longevity of the sales
piece. How much time is involved in producing it, and
how long will it last?

A flyer announcing a neighborhood yard sale requires a
totally different approach than an extended warranty pro-
gram for a luxury automobile.

Likewise, is the brochure intended for casual browsers or
is it intended to close a sale? Brochures distributed to a large
audience early in the purchase cycle don’t need to be as
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Brochures are
designed for a
long shelf life.

detailed—or expensively printed—as those distributed to
qualified prospective buyers who are just about ready to pull
out their checkbooks.

BROCHURES

There are several types of brochures: capabilities, line and product-
specific brochures.

Capabilities brochures describe a firm or association’s goals
and products or services.

A health maintenance organization’s brochures might
describe its preventive medicine and long-term care plans,
while a performing arts group’s brochures might provide
concert and instruction schedules.

Line brochures feature one category or even one item of a
product line. An audio/video manufacturer might have
separate brochures for compact disc players, videocassette
recorders and car stereo systems.

Product-specific brochures focus on a specific purpose. A
college alumni association, for example, might prepare a
brochure in conjunction with a fund drive to raise money for
a new building.

As for size, brochures run the gamut—from a single 8 1/2-
by 11-inch sheet of paper, folded into thirds and printed in
one color on both sides, to 16 four-color pages.

In addition to the various sizes and editorial approaches,
brochures can also be categorized by their level of complex-
ity. These consist of “teasers,” “tell-alls” and “impressers.”

Teasers

“Teasers” are brochures targeted to prospective buyers early in the
decision process.

Teasers don't pretend to tell the whole story: their purpose is
to direct the reader to the next level of action, such as calling
a toll-free telephone number.



In choosing a for-
mat, consider your
brochure’s level of
complexity.
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Teasers are printed on single sheets of paper, then folded
into panels (to fit into a Number Ten business envelope).
They’re inexpensively produced so that they can be distrib-
uted to as many prospective buyers as possible.

Teasers are often displayed conspicuously in free-standing
or counter-top racks so that any and all can feel free to take
one of them.

CALL CALL
1-800-NEW SHOE 1-800-NEW SHOE
(|

|

Tell-All Brochures
“Tell-all” brochures target qualified buyers.

They're designed for the next level—serious potential buyers
who are closer to the moment of truth. They contain more
information and often conclude with detailed specifications
of the products or service being offered.

Tell-all brochures are often printed on standard 8 1/2- by
11-inch pages or on larger sheets requiring a 9- by 12-inch
envelope. In fact, a great deal of flexibility is possible. The
size, shape and quality of paper used for these brochures can
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Tell-all brochures
help sway serious
potential buyers.

The high quality
of impresser bro-
chures reflects the
quality of the
product.

help set your presentation of a product or service apart from
competing ads. You can even use square or other nonstand-
ard page sizes if they enhance your design.

INSIDE OUTSIDE

INSIDE OUTSIDE
|

i

Tell-all brochures tend to be either copy- or illustration-
oriented, although they can combine large and small photo-
graphs with expanded captions.

Impressers

“Impressers” approach the quality of booklets in design
sophistication.

Impressers follow up and reinforce the message at the last
crucial phase before purchase. They combine sophisticated
graphic design with high-quality printing and paper.
Impressers are appropriate when the products or services
are either emotionally important to the buyer or in cases
where benefits can’t be measured until after the purchase is
made. Examples include luxury items such as expensive
automobiles, complex technical products and services, and
intangibles like public relations or financial services. An
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impresser brochure is designed to be part of the product: the
high quality of the sales materials implies high quality in the
product or service.

Design Considerations

When several types of brochures are used for one project, they
should share a common “look,” based on similar typographic and
visual elements.

Although larger brochures will probably be set on more than
one column, there should be as much consistency among the
brochures as possible:

B The same typefaces, type sizes and type styles for
headlines and body copy.

® The same primary photographs, using additional
photos and larger sizes in the more focused brochures.

® Consistent margins, borders and graphic accents.
Here are other basic requirements for all brochures:

B A front-cover headline that summarizes the primary
benefits of the product offered.

® All facts and figures needed to encourage a positive
customer decision.

® Prominently displayed, clear reader-response instruc-
tions, including relevant names, addresses and
telephone numbers.
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Product sheets can
extend the useful-
ness of a brochure.

One of the pitfalls to avoid is boxing or bordering each
page, which can interfere with the reader’s natural progres-
sion from panel to panel.
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Brochures describing a standard line of products or
services can be used over an extended period of time. They
are typically supported by detailed product sheets (described
later in this chapter), which present a more detailed look at a
single product. This can save money, because individual
product sheets can be revised and reprinted as products are
updated, without making the full-line brochures obsolete.

CATALOGS

Catalogs are similar to brochures, except they usually contain more
pages and are niore product-oriented.

The challenge is to integrate numerous visual elements,
captions and prices into an effective and appealing design.
Catalogs are usually produced annually or biannually.
Because of their longevity, they're often printed on more
expensive paper and include more color.
In many cases, particularly in the retail business, catalogs
evolve from newsletters.
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However, catalogs are often smaller than newsletters.
The VOILfme of a Often, page size is sacrificed for volume, which increases the
) Creases perceived “reference value” of the catalog and contributes to
its perceived value. long life. Many catalogs use a lot of color, which also in-
creases their perceived value and selling power.

Covers

Catalog covers often are printed on a different paper stock than the
inside pages.

Often, a heavier, glossy (or smooth, reflective) paper stock is
used to provide higher quality photo reproduction and
better color saturation.

A single photo of the company’s most popular product is
often used on the cover to communicate an identity and
promote sales.
| The cover can also feature a collage, or grouping, of
photos or illustrations, calling attention to the diversity of
products described inside.

Sometimes, an “atmosphere” photograph is combined
with smaller shots of featured products.

artworks

Like newsletters, catalog covers often contain a nameplate,
or title, that reflects the contents.
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Artwork can add
variety to inside
catalog pages.

Inside Pages

Often a catalog’s inside front-cover spread describes the company
and its policy. Frequently there’s a “Letter From the President”
explaining the company’s philosophy.

Inside catalog pages are generally more complex than
newsletter pages. Often, pages are equally divided into
sections for product photos, captions and prices.

You can use varying sizes of artwork.

Another useful technique is to place colored or screened
backgrounds behind product photos. These provide page-
to-page consistency and highlight the photos.

Order Form

Ordering information and forms can be printed as part of the
catalog. However, response is encouraged by providing a separate,
postage-paid, self-addressed order form inserted into the middle of
the catalog.

Inviting readers to respond by offering easy-to-use order
forms and placing toll-free telephone numbers in the catalog
can greatly increase sales.



Flyers are ideal
for limited-time
promotions and
small budgets.

Flyers must com-
municate a lot of
information at a
glance.
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r FLYERS

| Flyers contain time-sensitive information printed on one side of a
single sheet of paper.

. Flyers are typically used to advertise a special, limited-time
promotion of a single product or service. They‘re ideal when
‘ a small budget and immediacy are of paramount importance.
| They can also be hung on walls, placed on counter-tops or
t used as shopping bag inserts.
Flyers are appropriate vehicles for promoting a drug
store’s specially priced vitamins, a nightclub’s upcoming
u performance of a popular jazz musician, an office supply
' dealer’s sale on file folders or a music store’s sale on a certain
label’s compact discs.

Your Share

of a $20 Billion
Market

For flyers to communicate at a glance, they must include
the following;:

B Large headlines
¥ A minimum of body copy

B Attention-getting visuals or graphic accents
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Specifications and
details are listed in
a product sheet.

Since the primary goal of sending out flyers is to get the
message out to as many people as possible, they’re usually
printed inexpensively in only one or two colors on a cheaper
grade of paper.

Printing your flyers on low-cost colored paper produces
attention-getting two-color effects for a one-color price.

Although most flyers are printed on standard 8 1/2- by
11-inch paper, larger sizes are possible.

Tabloid-size 11- by 17-inch flyers approach posters, or
miniature billboards, in terms of visual impact and amount
of information communicated.

PRODUCT SHEETS

Product sheets are simpler than brochures and yet more complex
than flyers.

Product sheets provide detailed information and specifica-
tions about a product or service and are usually printed on
high-quality paper stock. The front cover typically contains a
large photograph of the product, a paragraph or two of
explanatory material (often repeating the information con-
tained in the company’s full-line brochure), plus an outline
of the product features and benefits.

©c MARSPIlastics

Are Out of This World For




A menu’s design
should reflect

a restaurant’s
character.

|
|
|
|
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The back cover is more detailed. It often includes one or
more photos of products being used, followed by specific
product information and any related optional or required
accessories and supplies.

Product sheets are often three-hole punched, so they can
be inserted in binders or added to proposals.

Creating Consistency

A simple graphic can unify single product sheets into a series.

Consistent placement of a graphic can provide the continuity
necessary to tie various product sheets together. This graphic
symbol is often printed in a different color on each product
sheet, to help distinguish it from others.

Consistency can also be provided by using the same sizes,
styles and placement for borders, columns, visuals and logo.

MENUS

A restaurant’s menu is its most important advertising medium.

Menus require special care in organizing the material and
creating a design that presents an appropriate image.

A menu is an excellent candidate for the application of
desktop publishing technology. You can create menu tem-
plates that can be easily updated as prices change or new
items are added.

Indeed, many fine restaurants print new menus each
day—using color printers! This allows each menu to
feature the freshest produce and “catch of the day.”
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In creating a layout, remember that patrons must be able
to quickly locate food categories. Subheads set in a contrast-
ing typeface, type size and type style are easy to distinguish.

LU EON SPECIALS
All sandwiches include a dill pickle spear &

T your choice of chips, potato or macaroni salad. T ‘
SALAD SANDWICHES MEAT SANDWICHES
Egg * Tuna * Chicken Ham * Turkey * Roast Beef or
White, Whole Wheat, Rye Bread Combination
$3.29 ‘White, Whole Wheat, Rye Bread
Hoagie $3.99 $3.79
1/2 Hoagie $2.29 Hoagie $4.29
Roll $3.59 1/2 Hoagie $2.49
Roll $3.99
Add 50 cents for combination. Add 50 cents for cheese—
Swiss, American or Provolone
[ SALAD PLATES OPEN 7:00! IN THE
Egg « Tuna « Chicken $3.29 MORNING
Served with potato and macaroni Bagels - Baked Muffins
salads on a bed of lettuce. English Muffins
Avoid using dot
leaders to connect Categories can be boxed, or separated by horizontal rules
food descriptions i and white space.
. - | . 2 . .
with prices. One of the clichés of menu design is separate columns

. with leader dots connecting descriptions to prices. Unfortu-
nately, the result can be a distracting horizontal pattern.
Also, isolated prices place undue emphasis on the price
rather than on the merits of the cuisine.
As an alternative, try centering descriptions in two or
| three columns across the page.
¥ Each item can be introduced by a centered, one- or two-
word identifier—perhaps in boldface italics—followed by a
|‘ two- or three-line (mouth-watering) description. The price
' can then be discreetly tacked on at the end of the description.
' This approach also focuses the reader’s attention on one
| item at a time, instead of inviting comparisons with the

other listings.
[

‘.‘
|
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EVALUATION CHECKLIST

Use these questions to test your brochures, catalogs, flyers,
product sheets and menus in terms of the important ele-
ments covered in this chapter.

Brochures
1. Have you chosen an appropriate size and format?

2. Does the front cover invite readers inside?

3. Have you maintained page-to-page consistency
throughout?

4. Have you supplied all the information prospective
buyers need to make favorable buying decisions?

Catalogs
1. Does your catalog begin selling on the front cover?

2. Have you paid as much attention to your catalog’s
nameplate as you would a newsletter nameplate?

3. Does your catalog contain information describing your

company and its credentials?

4. Have you personalized your catalog by including a
letter from the owner or employee photographs?

5. Have you made it easy for readers to respond by

providing complete ordering information and a large,

easy-to-use order form?

Flyers
1. Can readers get your flyer’s message at a glance?

2. Have you edited your flyers to provide “who, what,
when, where and how” information in the fewest
words possible?

3. Have you avoided unnecessary clutter?









Book design de-
mands attention
to page-to-page
consistency.

Books, Documentation
& Training Materials

More and more long documents (e.g., books and technical
publications such as training materials) are being produced
using desktop publishing and word processing software.
Designing and producing these multipage documents
present both big challenges and more creative opportunities
for desktop publishers.

BOOKS

Increasingly, entire books are being submitted to publishers fully
designed and formatted.

Desktop publishing gives authors control of the graphic as
well as the textual content of their books.

Desktop publishing offers another advantage. Because
production costs are reduced, publishers can afford to
produce more books and in a timely manner.

Book design requires constant attention to page-to-page
consistency and flow.

A great deal of planning is necessary if text and artwork
are to be properly balanced and integrated into an overall
uniform structure.
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Fiction requires
different design
considerations

than nonfiction.

——

Style Considerations
Book design should take into account the writer’s style.

If the author frequently uses long paragraphs, one wide
column is appropriate.

However, if shorter paragraphs are more common, a two-
column format might be better.

Fiction and nonfiction require different page structures.
For instance, nonfiction books frequently use subheads to
introduce new topics.

bl Domom Softwers ;: Tha

On the other hand, volumes of fiction rarely include
subheads, making them easier to design. A single wide
column often suffices.

Visuals
Visuals play an important role in book design.

A book with numerous illustrations and photographs re-
quires a different layout than a text-oriented book. A book
describing the evolution of a painter’s st<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>