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LOOKING GOOD IN PRINT

"...a great find! Just what I needed. Thanks!"

"...Great book! Well worth the money!"

C. (W&k
CL?, MewW

"I love the examples. I've been looking for a book like this

for a long time!"

"I was frantic until I found your book! Now I have what I

need to keep me 'looking good in print'!"

"...a fabulous book! Every page from the table of contents

to the index is packed with helpful, useful information!"

P. \Cuw
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The third edition of Looking Good In Print was produced

on a Macintosh Quadra 700, using Aldus PageMaker 4.2.

Illustrationswere created in a variety ofprograms, includ-

ing Aldus FreeHand 3.0 and PageMaker 4.2 (Mac and

Windows), Adobe Illustrator 3.0, Adobe Photoshop 2.5

and Quark XPress 3.0. Photographs and scanned illustra-

tions were acquired using a Hewlett-Packard ScanJet lie

and Light Source's Ofoto Version 2. The color section was

separated using Aldus PrePrint.

Page proofs were output on an Apple LaserWriter Ilg, and

final output was run directly to film using an Agfa Proset

9800.

All body type is set in Apple Palatine Heads and sub-

heads are set in Digital Typeface Corporation's Eras Book

and Eras Bold. Sidebars are set in DTC Eras Book, and

folios are set in DTC Mistral.
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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:

You subscribe to one newspaper or magazine rather

than another of similar content.
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You find it difficult to read your community group's

newsletter but force yourself in order to find needed

information.

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

ing others.

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.



Introduction XXXI

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

challenges and joys of desktop publishing, including

Retailers, entrepreneurs and other professionals who
are producing their own printed materials.

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.
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HOW TO USE THIS BOOK
Looking Good in Print is organized into three sections.

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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ClifUr Beginning
Observations

Design techniques

used effectively

in one situation

may not work
in another.

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:

A willingness to experiment.

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.

/ruUtu* *?*< um -c*y^>'^( **s jmcshS
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Memo

Ik Jon Jones

htm. BobHodding

Mfc* Sales Meeting

RHk Aug 3. 1993

Let s make sure we have aD the figures up to date for

next week s sales meeting I'm particularly interested

in making sure we emphasize the second quarter

Midwest numbers. U you need help here, check with

Jim Martin. 1 m confident you will be giving us

another top notch presentation

First, let's examine some general principles and prelimi-

nary steps that will help you gain solid footing in designing

your projects.
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Effective design is

often transparent.

The more you
define a project's

purpose, the

better you'll do.

UNDERSTANDING YOUR MESSAGE
The design process is simply an extension of the organizing process

that began as you developed the conceptfor 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?

In what format will readers encounter your message:

book, newspaper, newsletter, magazine, brochure,

mailer, slide presentation, etc.?
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Effective design

emerges from trial

and error.

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 offyour 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.

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 softwarefeatures you lose sight of thefact 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.

THE

PORTFOLIO
ADVISOR

Savings
Bonds

zE^'s^sxil^x^S'
"

rS£ri£3?S£5£l
Mutual
Funds rHrrS^r—SE^

SSSSHaSSSSS:

*cz

'ZfwKe (faruteH&i

The Joy of

Composting
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Think of design as

a means of com-

munication rather

than decoration.

An image-building magazine ad requires a different

design approach than a product- and price-oriented news-

paper ad.

AJJ

I
oucn

!

We hold these truths to be self-evident, that

all People are created equal, that they are

endowed by their Creator with certain un-

alienable 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 equaf, that they

are endowed by their Creator with certain

unalienable rights, that among these are Life,

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
PAYROLL
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.
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Effective design

depends on how
well each piece of

the puzzle fits with

the other pieces.

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,

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

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

WHERE AM I?

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

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.

I 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.
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Reconcile the need
for both variety

and consistency.

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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j

Predictability and
symmetry result in

visual boredom.

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-

tions for text, headlines, subheads and captions.

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
Birds k %- K i

•--«*

p
WchotatncMtrwtta SH^S TIT" ^ TW

-*" *T TT

w«-« i Th« to secure tncte y ^T*.*,".^

i >r ,i ii.i. ir*"iil'n 'i" /* Men ano Won»*n
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Lively, attractive

documents tend

to have a lot of

contrast.

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.

CONSISTENCY

lq < ^r s\. !<: -• .-. f.
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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.

, Ch APTER fclGHT
,

Genevieve

Ufti Her Veil

V)

- kI'---

,, r, ra -,.,

Hill People..

fcblr njho. dui uxnnf *e»e in Lift. Libert*, tftd the Punuti of

hob no* liketj w effect thai nfci? and hapeun Prudencie.

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
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Designers assemble

a total picture from

individual parts.

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 ofgraphic 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.

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.
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Design two-page

spreads instead of

individual pages.

This left-hand page is visually attractive and self-

contained.

Goods & Services

Headine l~.:---z ".: -^~ -

:

5=tS=S

This right-hand page also works well on its own.
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Readers seldom

encounter just

one page, but

see facing

pages together.

When viewed side by side, however, they "fight" each

other and present a disorganized, difficult-to-read image.

Goods & Services

Headline

1

Software Typesetting Paper Printers Supplies

gfjjff

in
t&s&^acr »en~'w

Remember that readers seldom encounter individual

pages, but see left- and right-hand pages together.

Goods S. Services

Headline

i

Software Typesetting Paper Printers Supplies

igrHssr ETr?^
X'tl*^!'^

sE~i=:
:Z~£=E;

__«>.„

:%H:H

T^F^Z
. __ ... „„

frV)"'
' ' '
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I

Restraint is the

hardest design

principle to apply

in a consistent

manner.

RESTRAINT
Strivefor 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 IfllAU/a

Hem
Arrivals

We hold (hear truth* to be
self evident thai al People

are created equal, that they

are endowed by their Creator

with certain unalienable

right* that among these an-

Law Liberty and the PurauK

We hokJ these truths to

be self-evident thai all

People are created equaL
that they are endowed by
their Creator with certain

unalienable rights thai

among these are Life

New Transit

Center

Unveiled
We bead these truth* to be

*eU evident thai all People

are created equaL that they

are endowed by their Creator

tth certain unalienable

ACT

We hold these truths to

be sell-evident that ail

People are created equaL

thetr Creator with certain

Ufc. Uberty. and the PurauK

e these

ngrus governments are

instituted among Hen and

We hold these truths to

People are created equal,

that they are endowed by

their Creator with certain

unahenabfc nghta

Police Blotter & Fire Calls Calendar

Rescued three cats at 229 W Madison Ave

Domestic happines observed at 1 East St

Flasc (ire alarm at 9 11 Bums S t

One alarm fire at Hot n Spicy Restaurant

August
3

9 .

12

IS Paom/TK Picnic

26 &V water.

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.
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Even the smallest

offending detail

can sabotage a

project's design.

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.

tivation anal-

ysis, the pro-

cess that Nu-

clear Services

primarily re-

lies on for

casework, in-

volves ex-

posing any

type of mate-

rial— liquid, gas or solid — to

the reactor core, where the

material is bombarded with

thermal neutrons.

unfolding in which

we have played a

part.

"

DANIEL BROWN
DIRECTOR, PCCU SOLID

WASTE SERVICES

grams of its

type and

scope, officials

say. The de-

partment op-

erates behind

secured doors

in the base-

ment of Burl-

ington Labo-

ratories, the destination of a

myriad of materials — blood,

coal, fish, skin tissues, fibers,

water, featers and air particu-
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Headlines and subheads placed at the bottoms of columns

or pages set the readers up for disappointment, when the

promised topic doesn't appear until the start of the next

column or page.

MaahaaaaBi

Success Depends
on Attention

to Detail

.mSMWUL "
i^STT?T T f

jW«y«viN>>»»M^King

Dos and Donis

rt^iTfM^MH

Proofreading

demands a lot of

attention to detail.

Text placed in boxes should be indented on both sides.

Otherwise, it may bump into the borders of the boxes.

JX_Haibor Light
^r* TheSahabcr) Army Drum Beat

. _ . , _^_ ki

sss&c Service awards highlight

39th anniversary- observance

WK8
1

Newsletter marks iIs 40th year

2M6KS5S..
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Thumbnail"

proofs reveal

where design has

been sacrificed for

expediency.

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 imis and outs of hotel/motel

manag(^mei it oj >p< >rti uiitk\s

.

Be careful not to let these and other errors go unnoticed

until the presses are running.

EXAMINING PROOFS
Analyze reduced-size copies ofyour 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.

.—

_

.

sS HI
S=B

BSB
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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.
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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 ofa 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.
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Grids set up
page-to-page and
project-to-project

consistency.

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.

By creating grids,

layout can be

determined once
and reused later.

file Edit Options
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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.

s§y

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 mostfundamental 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.

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

I of arrangements.

Attractive docu-

ments can be

created by varying

the widths of

columns.
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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.
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The distance be-

tween columns

also affects the

"color" of a

publication.

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.

I
*

l1l

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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Closely spaced

columns "darken'

a document.

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.

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.

Gutters

In designing multipage documents, pay particular attention to the

gutter, or inner space offacing 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 l/2-inch to

accommodate this type of binding.

T
1 vtsuab rarefy mend in an unbroken line fan i

I
side of the page to the right they re usually arranged ir

re columns, or venial blocks For most documcr
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umns on a page, the narrower ihe column and shorter the line length And

column width has a profound influence on a publication s readability Re

member thai readers lean groups of words rather than Individual letters

Narrow columns can be difficult to read because the readers' eyes have to

shili to the neat line more often than with longer line lengths The wider

ting lost Column width aflecu the lype sue of ihe ton Narrow <.t>lumns

work ben with small lype sizes Wider columns usually require larger type

sues Teat and visuals rarely eaiend in an unbroken line from the leli side ol

the page to the nghi They're usually arranged in one or more columns or

umn 10 seven-column page layout The greater ihe number of columns on a

page, the narrower ihe column and shorter ihe line length And column

1 10 seven-column page layout The greater ihe number of

length And column width has a profound influence on >

publication's readability Remember thai readers scan groups of words

rather than individual truer* • Narrow columns can be difficult to rod

longer line lengths The wider the column ihe more difficult I n. lor ihe

ginning of ihe nem without getting lost Column width aflecu ihe type sue

umn* -isually require larger type sues The greater the number of col-

umn* on a page, the narrower the column and shorter ihe line length And

column width has a profound influence on a publication's readatuhi. Re-

member thai readers scan groups of words rather than individual Velum

shift to the rtenl line more often than with longer line length* The wider

ihe column, the more difficult it t* for ihe readers' eyes to make a smooth

transHion from ihe end of one line 10 ihe beginning of the neo without get-

ting low. Column wviih aflecu ihe type sue of ihe text • Narrow columns

work best wrth small lype sues Wider columns usually require larger lipe

sues Text and visuals rarely eiirnd in an unbroken line from the left ode

of the page to ihe nghi They're usually arranged in one or more columns

a page the narrower the column and shorter the line length And cot-

bar thai reader* Kan groups of words rather than indmdual letters Narrow

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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I

The larger the

margin, the

"lighter" the

publication.

Margins

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.

1
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The larger the margin, the "lighter" the publication.

Thinner margins result in "darker" publications.

TEXT ORGANIZERS
Text organizers include headlines, subheads, captions and more.

Often referred to as display type, these organizing tools

highlight your message and help readers understand it

quickly and easily.
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Effective headlines

are clearly differ-

entiated from text.

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.

1^gofar Qoak
your cares awa^f

Relaxing in your own backyard, we hold these

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

equal, diat they are endowed by dieir Creator with

certain unalienable rights, that among these are

Life, Liberty, and the Pursuit of Happiness. That

Solar Soak Hot Tubs • 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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Headlines should

be designed for

impact and
readability.

For example, headlines set in sans-serif type are often used

with text set in a serif typeface—a popular font combination

for documents such as advertisements, books, brochures and

newsletters. (See page 52 in Chapter 3, "The Architecture of

Type," for a review of serif and sans-serif type.)

Alternately, you can emphasize headlines by setting

them in the text typeface, but in a larger size and/or

heavier weight.

GREATER CONTRAST MEANS
EASIER READING
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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, avoid

setting long headlines in uppercase type. Not only do long,

uppercase headlines occupy more space, they slow readers

down because they're difficult to read.

LONG HEADLINES SET IN UPPER
CASE TYPE ARE HARDER TO READ

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

This adds impact without slowing down the reader.

GREAT NEWS!
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Long headlines

can look too

complex and
wordy.

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

loot, headhnes help readers dfode

whether W read doaitwni They

should be as ihon tnd conox »
poarabk to ihey can he n»d and i«fcr-

To be efleesi* headlines dsouid

be dearly difterrnnaced 'ten- itm.

In addition totaling htadhnom
Unje type aa

,
you can add ernpha-

UUiyour

1 bar the

ypelacc as xca but m a tanywe and/

tin!!! Illl -fj- ; -... i-

1 read a. document. TV) should be as

ion and coscsse at poaable so they

nbtiodaarl MdtnMod.UKhod

MM pHMtl M
- m baM m ' ipso n| "

Thryshouajbtas

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.

Centering long

headlines forces

readers to search

for the beginning

of each line.

Sleet and Snow Storms
Predicted to Occur Over
the Next Several Days

in the Midwest

(act than ihe one used lor the tea

tenhypcare oacn used wuh ira tet in

a ienl typeface-* popube technique

ice documents nich as advenaeflirnu.

Io br *.ir.f headleses should

injiqccM nia

b) sen ir«-. headlines m

i ier.1 i, pelade -a vapu'tK KfcrMjnE fa

M;cmaitl> you can emphj

hodlncs by muii| them in the t

t>peta.< jo leu . hul «i j lasjRt *-''

Of heaori >etght Uk headhno u

t>w ttx»« h»sk. laiorpMBnjiool

nadadocuncnt They should be a>

on and conosc a> poasaMe so they

m be read and undentjad i* head-
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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 ofa Modern Hero:

Fireman Risks Life to

Save Cat Caught in

We hold these truths to be

self-evident, thai all People

are created equal, that they

are endowed by their Crea-

tor with certain unalienable

nghls, thai among these are

Life, Libert)', and the

Pursuit of Happiness That

to secure these rights,

governments are instituted

among Men and Women
We hold these truths to be

to be self-evident, that all

People are created equal,

that they are endowed by

their Creator with certain

unalienable nghls, 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.

unalienable rights, that

among these are Life,

Liberty, and the Pursuit of

Happiness That to secure

these nghts. governments

are instituted among Men
and Women We hold these

truths to be self-evident,

that all People are created

equal, that they arc en-

dowed by (heir Creator with

certain unalienable nghls,

that among these are Life,

Liberty, and the Pursuit of

Happiness That to secure

these nghts, governments

are instituted among Men
and Women We hold these

truths to 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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Subheads can

provide a transi-

tion between
headlines and text.

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

is a chore.

Don't Make
Reading a Chore

Open up Your «* - • • ^»» Use Vanoue
Pa9°» "ZT.Z^Zl Subheed

»•——•-=-« Add Subheads"^^T* Frequent*

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.

Don't Make
Reading a Chore
Open up Your *•«*•*• ^fc- Uee Various
Pefee STii"

- ""- Subhead

'T1 ,^_ MfcTMIiii mi - iiiiMfr m

Don't Make
Reading a Chore

iMiattM*. *! n" I lliim ibi

I k Verio
Subheed
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Subheads should

be visually linked

with the text they

introduce.

Subheads should always be closely associated with the

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-

Incorrect

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

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.

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

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



fyO Looking Good in Print

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 due readers into the content or-

ganisation 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

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

\-arious techniques. For example, they can be

placed inside or next to the text Subheads

should always be closeh 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 closeh associated with the

Horizontal rules above or below subheads can add

emphasis.

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

The Rules of Subheads

Subheads can be sec apart from text by using

various techniques. For example, thev can be

placed inside or next to the text Subheads

should always be closeh associated

As with other organizing tools, uniformity is important.

Remember to treat subheads consistently throughout your

desktop-published document.



Chapter 2: Tools of Organization fy1

Next to headlines,

captions are the

most widely read

part of a

publication.

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.

IM UcctfonK UmvcrWry Mct-Wt

9

~~£ IL
r:r^zrir

1
a. ©.

MM^rmpM

Most often, captions are placed below the artwork.
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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.

This caption is too long.

This caption is too short.

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.
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Headers serve as

road maps that

help readers

quickly locate

Information.

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.

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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1

Pull-quotes should occupy only a few short lines, making

it easy for the reader to glance at them quickly. They should

be written in a concise, pithy style, to invite interest in the

related text.

W uxzngOooa nPtwx

d(Uh
UAMfMAaObMtf
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Another page element you may want to use is the side-

bar—a block of copy set apart from but related to the rest of

the text on a page. This is an ideal format for supplemental

information, such as a biographical sketch of an individual

important to a major article.
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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
$50,000

The job of a lifetime: few skills

required, little work expected from you.

Paid Vacation

Paid Holidays

Medical Insurance

Retirement

Send resume and cover letter to:

Fantasy Place

2001 Yellow Brick Road

Wonderland, CA 92929

Checkmarks, triangles and other symbols (known as

dingbats) used for bullet lists can add a more sophisticated

look to a page.

Jumplines

Use jumplines to inform readers when articles are continuedfrom

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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Jumplines elimi-

nate confusion

about where to

read next.

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

about where to read next.

Publishing.
POTPOORRI

Bits of Type for Everyone

*wj»
rrvanervo* conftiwriw wdm» may h»v*

page of nurouNKabon. A*

to doo «w IMnod jonH

Hundreds of Design Solutions

EittbfcJi *c ritiMty at you

ed*antl aumuJ an aV bam

mctudcd an Page 1 macun

Nameplates & Logos

Establish the identity ofyour 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.

OCT08E8 1989
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A logo reflects

the nature and
philosophy of

a business.

Although large and recognizable at a glance, a nameplate

should not overshadow the headlines on a page.

Use yourfirm's logo as a "signature" or. your document.

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

exaggerated.

VOLUME 4, No. 2 SEPTEMBER 30. 1988

A logo should

not be so large

it overwhelms
the page.

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.
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MOVING ON
By now you have an understanding of some of the organiz-

ing tools that form the foundation of a well-designed docu-

ment. In the next two chapters, you'll learn how to manipu-

late text and graphics to further enhance the communicating

power of your printed materials.
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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 ofyour

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):

v>^k.

Sunny Weeken
Others look decorative (Vivante):

Qf^our ^ream C^Couse

Still others possess a classy look (Mona Lisa):

Pcunipnonu er ormance

Typeface design generally falls into two broad categories:

serif and sans-serif.

Serif Type

Serif typefaces are commonly usedfor 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
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Serifs help guide

readers from letter

to letter.

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 idealfor 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!



Sty Looking Good in Print

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
All sandwiches include a

>our choke of chips, potal

SALAD SANPW1CHE.S

Egg • Tuna • Chicken

While. Whole WheaL Rye Bread

(U)
Hoag.eU.99

l/2HomgieSl»

laUSUi

II
SALAD PLATES

Egg • Tuna • Chicken %X29

Served with potato and macaron

salads on a bed of lettuce-

MEAT SANDWICHES
Ham • Turkey • Roasl Beef or

Combination

While. Whole Wheat. Rye Bread

U.7»
Hoagiei4U9

1/2 Hoagie 52.49

Roll 13.99

\dd 50 emu for crteeje—

OPEN 7:001 IN THE
MORNING

Bagel* • Baked Muffin*

English 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.

r~*£

When White Space

Meets the Right Space
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Helvetica, the best-known sans-serif typeface, is built into

most laser printers.

Other popular sans-serif typefaces include

Optima

AaBbCcDdEeFfGgHhliJjKkUMm

NnOoPpQqRrSsTtUuVvWwXx
YyZz 0123456789

Futura

AaBbCcDdEeFfGgHhliJjKkUMm
NnOoPpQqRrSsTtUuVvWwXx
YyZz 01 23456789

Gill Sans

AaBbCcDdEeFfGgHhliJjKkLIMmNn

OoPpQqRrSsTtUuVvWwXxYyZz
0123456789
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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

Stone Sans 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 The year in Revue.

Dom casual Clothes for comfort Dom Casual.

CETTIMC »*WN T©
Beesknees vEE#ICWKK#»

rftaicdu fialad ot

Harlow Solid rftcLtloW fioLd?
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Script fonts can

offer a tone of

elegance or

informality.

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

Palette

7& MltfA*l 4A+^ 4AA/ltfly,.

<Zolo* you* Ufa with

palette.

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:

<3r Chrysanthemum

<3r Flowering Kale

tt 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
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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

A&crPLFc;UJklLMN<?PtfR.5TUv
/

W/XYZ 0123456789

Universal News & Greek Pi

AoBp^A5Ee(i>(l)r7HTiIiH€KKAAMjjL

NvOonTTe-aPpSCTTTeena^Xx
Y-uZ£"+-X + = ±+°'

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 • Italic • Bold Italic • Small Caps
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Shadow, outline and underline styles are also offered as

styles for some typefaces, but should be used with restraint

since they are more difficult to read.

GHOST STORIES SCARY

Type styles lend

contrast or empha-
sis to a particular

typeface.

Characters set in boldface type have thicker strokes and

add authority or emphasis to a typeface. Bold type is also

frequently used for subheads that break up long expanses

of text.

' Lend Contrast

to Your Publicatior i

MMWIHISHI
•VMMrfJ Tttsnfielt •w»«
mm*m*wmti Sn-w<Mi«wwr Use Boldface

^ tok*.M«--MM
MMMMyHW

Type Carefully

M-MMMRn *MMpn««^ S— Mrt^itfiimoM

StrtMfcMMMMI IWWl»WfcllMi
Mnw^tyw MaManx-

MBPIrtWMttlW
MMWDMh^M

S«rt *« orw IM
KtstorMDWRurosa

Break Up Long
Blocks of Tut

ftme wams -a * jn*r

Se-»?w« «Nm>

Ad Authority lo J^^
Your Page ii.mn-tf* mci ii ji

»•»

w* Mtaas-Mrf na»i»l—ibiTW imtmmt +mnmw
F« t!W IWMC1. fW <M| WKMHMSOM
enaw*r *•* ntc *
rtttSBW, MMWlxWiHg

MonetaeMmm HP——.— HW»W MOBtfMSMIM*
WtrMMeSTMC •»«*' MOJHiW

<NMntMmn
WftMMIHW

•IMHKUSrt
SWMfMNHIM •MMMrwfW

!££«
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A lot of bold

type can darken

a page.

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

c*«m».«n» Letters tenlWteHnte

!u£r«^fa^i Move In ^J.w-I^JjiL™'

-T-ntl,^ lor «b-

bmlnplcMn-

Oose-Up of

Typefaces
dM pMJ

w™1™™
""""cw^u^™"^

b*qwadj w4 far

oAnlmwGIMia

"""* ^s^s.-^

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 tone 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.

But, not so great in small sizes.
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Condensed type

increases the

number of letters

that can fit on a

line.

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—letter 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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Type size should

be proportionate

to the importance

of the message.

(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 I?

Conversely, large type squeezed into a small area is hard

to read and is visually disturbing and claustrophobic.

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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You can manipu-

late type to create

special effects.

Type is measured in points (72 points to the inch). Most

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

I I I I I I I I I I I I

"US I I 1 1 I 5

X-Height

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

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).

low x-fiHidlit- liig li x-li ttight
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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

near. We are by nature, creatures or 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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I

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



Chapter 3: The Architecture of Type d

Centering lends

a formal tone to

a document.

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.

William and Mary

invite you to join them

in the celebration oj their marriage.

Saturday, April 12, 1992

The Harcourt Gardens

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 Chefs 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

Savings

Bonds

Mutual
Funds

tmmtt.i.Ufc.UH^Wt.hw.^lXiiii TW

KERNING, TRACKING &
LETTER-SPACING
Kerning is the adjustment ofspace 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 usedfor 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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WA

Tonight

Tonight

Want
WSint

any.

any.

Kerning reduces the space between individual pairs of

letters to improve readability. It can also be used to add

space between certain letter pairs. This is often done to

improve legibility when setting white type against a black

background.

legibility

legibility

Most desktop publishing systems have a default tracking

that determines the amount of space between each character.

However, tracking can be adjusted.
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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, ifyou've set reasonable pa-

rameters forjustification in your

program, the very worst offenders

in hyphenation wfll be lines with

bad breaks, caused by long single-

syflable 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.
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Word spacing and
tracking are often

adjusted simulta-

neously.

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 thosewhoknow it well, it

is a convection with a Proustian pull and a

complexity that invites 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.

Goods S. Services

Hea** Software Typesett^q

~ ;„-"

ssmsmz
zSlZ

sSSSS

S^ilr
.I i > i

•"-.:•"*—

11!
Hi

iiffilliii

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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Indention can

be used to draw
attention to

quotations.

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.

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 space between paragraphs

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

Headline

i

Software

1

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 ofyour 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

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

endowed by their Creator with certain

unalienable rights, that among these are Life,

Liberty, and the Pursuit of Happiness. '"V

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

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

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
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Special type effects

should never make
your message
unreadable.

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.

Gaslon
group

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

HAPPY BIRTHDAY
TO ALL EMPLOYEES

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.
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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).

m
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.
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Draw attention to

type in headlines

and subheads by
using screens.

Use white type against dark-gray backgrounds and black

type against light-gray backgrounds; otherwise the type may
be obscured.

Save Time
and Money

Save Money
and Time

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

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.

30%
!

Laser

Output

High-

Resolution

Output

30%c

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.

HMHMIII
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Nlsw Coliseum in the Works

1111

n

. .

",

"o*T*"7j

srasg

IIP
"2ZZ!Z

UrlwJMii^

5
6
7 So9oa Sacflor



Chapter 3: The Architecture of Type 91

Use bold, sans-serif

type for the most

legible reverses.

Distorted type

is an option for

words that are

"recognized"

instead of "read."

Reversing works best with single words or small phrases

set at large size—lots of small reversed copy can be difficult

to read.

Tons of Fun!
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.

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.

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.

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.

^lAv*^
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When filling let-

ters, use words
that are easily

recognized.

Setting Type Along a Path

Forcing type tofollow 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.

<o

?KOD

u

fol /^\ «kn&

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.
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Other Effects

You can achieve a variety of special type effects with most desktop

publishing programs.

You can apply dozens of other custom treatments to type,

depending on the software you're using.

As enticing as these effects can be, remember to rely on

them only when they are appropriate to the subject at hand.

Never let special effects stand between your message and the

reader—legibility is more important than novelty and design

for the sake of design. But when used carefully, these typo-

graphic enhancements can create compelling graphics.
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Effective typogra-

phy is based on
restraint and
consistency.

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.

"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

"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.
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Strive to approxi-

mate the look of

traditional type-

setting.

Also, be sure to use "open" and "close" quotation marks

instead of vertical ones. Some programs automatically make
the substitution; others rely on you to do it.

MOVING ON
Typography is a time-honored craft and an important one for

every desktop publisher to learn.

By taking advantage of the wide variety of typeface

alternatives available on desktop publishing systems and

using the full range of spacing controls at your disposal, you

can avoid a "desktop-published" look, and more closely

approximate the work of traditional typesetters.

In the next chapter, we'll explore some of the most impor-

tant graphic tools essential to successfuDy executed typogra-

phy and overall design.



Building Blocks of

Graphic Design

The building blocks ofgraphic 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

provides a rest-

ing point for

readers' eyes.

WHITE SPACE
White space—or blank space free of text or artwork—is one of the

most undervalued tools ofgraphic 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.

An Analysis of the Factors
That Influence the
Cost of Living Index

Rising Fuel Co«u Inera— _
Th**y ^

^t* '*_ ** Faculty Pay Raises Increase

Heating sod Transportation ~
Costa
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A sink calls

attention to

the text below.

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

contrast. It can also dramatize headlines.

0~«.

When you go...

You can place photographs to slightly extend into the sink,

rather than align with the top text margin.

Another Visually

Interesting Device

ozz
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Vertical white

space can open
up a page.

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
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Use rules to orga-

nize text and
emphasize

subheads.

RULES
Rules are lines that can be used to emphasize orframe various page

elements (headlines, pull-quotes, headers, etc.) or to separate items

or parts of a publication from one another.

Rules can be horizontal or vertical, thick or thin.

Vertical rules, called downrules, are often used to separate

columns, particularly when type isn't justified.

Horizontal rules can be used to separate topics within a

column or to draw attention to subheads.

Publishing.
POTPOORRI

Bits of Type for Everyone
UBBttoa bO MOU

lew when article* are

e page to

on raid* page*, you tan otter

nsader* * under ranew of

editorial .lulcml an the front

page of your publication A*
the number of arbcle*

. lea*Cm ."'-i -•,:.

Continuing, arbdea on other

pages ai»o allow* tor more
flejubuify m laving out a long
•tory thai won t fit on 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).

<-* y* — —t — »

•1 wn not * thi**'
-

do their workers."
*n—.***r*£*.<~-

5Z - .-™

EsJsE-2

— -i*W—

only advisors, not

sofcfefv- ^^S
""-""Tw**";

n»j-_—«—^r-

3$£S£2 S~*~ -*-

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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Thick rules are

most effective

when set off by

white space.

Thin rules are often appropriate for documents with a lot

of copy.

w
PiMitaMak u[| ita » i_u
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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.

Who is

Fireside Distributors?

W<«bMfam | d .kbuoe to Mock** Aoovon^
• tlfebnew c™ 1.000 rwwp «d I 1 n« took* hmri

w

D»V«. VoMplri.
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Borders can frame

the "live area"

of a page.

BORDERS
Use borders toframe 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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Assumed borders

are created in the

mind's eye.

Borders don't have to extend the full height or width of

a publication's "live area."

Boxes can Use be

used to isolate the

able of contents or

publication soft

members and then

titles With assumed

borders, the edges

of ttrt columns and

artwork create the

illusion of borders

™« *r *** 4 *»*»> LVkn^^-.c

^^.o^AmWn^mo^lw^to-

rfBM>«lrfi .<:.<

With assumed borders, the edges of text columns and

artwork create the illusion of borders.
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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).

Money Manage-

ment and Tax

Planning

Shirtsleeve Seminar

March 7

Out first shirtsleeve seminar

will be held Monday. March 7.

pnor to our monthly dinner

meeting. 'Money Management

and Tax Planning* will be pre-

sented by Max and Linda DeZero-

plen of Preferred Financial Advi-

sory Corporation

The srurtsleever runs from

4:45 to 6 pm. and is free to

members There Is a $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 tn advance by

calling 213/ 9*8-1239

This will be one of several

forums dunng the year (or dis-

cussion and input on issues of

concern to you. the member
These shirt -sleevers, led by rec-

ognized experts in their fields.

will provide Information that can

be put to immediate use. an-

other member benefit

Meetings
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Boxes create

clear boundaries

for a light-

colored photo.

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.

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!

Help Others

Help Themselves

QreUIork5

1-800-444-5668

Join Our Team!

Help Others

Help Themselves

CareUIorks

1-800-444-5668
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Drop shadows can

create dramatic,

3D effects.

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

or illustration by isolating it from its background.

When you go...

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 add
contrast, turning

text into a graphic

element.

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 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.

gofar goafc

your cares awa^f

Relaxing in yourown backyard, we hold these

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

equal, that they are endowed l>\ their Creator with

certain unalienable rights, thai among these air

Life, Lil>errv. and the Pursuit of 1 hppinesa lint

Solar Soak Hot Tubs • 1-800-1 2SOI AR



102 Looking Good in Print

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 | =| 1 *

Therefore, it might be appropriate if we spend a few pages

discussing downloads: what they are, where they are and how to get

j
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What Is downloading?

Simply put. downloading is the process of transferring • hie from

America Online » Stratus to a disk on your computer Files can be

programs (the little shutdown utility pictured in Figure 7-11 is a pro-

gram! fonts, graphics tail of the graphics in this book have been down-

has been downloaded using AOL* electronic mad capabilities, I

uploaded the manuscript to America Online (more about uploading

on page 191). and the publisher downloaded it

A downk»»dlf>g session

Perhaps the best way to eiplain downloading o to download a hie (or

you and e»plam the process u it i happening Later in this chapter,

well discus* a fue format for graphics called GIF (Graphics Interchange

The OVJI indicator is turned on and off by pressing the Ins (Insert)

key II it's on. pressing F2 (Edit) will alio* you to type over existing

data instead of inserting characters within existing data.

The .Vum indicator is turned on and off by pressing the Num Lock

key When Irs on. the arrow number keys on the right side of your

keyboard function a* numbers. When it s off. those keys function as

. kevsll ihlCM

The Caps indicator is turned on and off by pressing the Cap* Lock

key When it i on. all the letters you type will be uppercase

Trst Scroll ndscator is turned on and off by pressing the Scroll

Lock key When it's on. the pointer will appear stationary on the

screen while the worksheet will appear to move.

Some of the less common indicators are covered in later chapters

MOVING THE POINTER

e pointer instantly to am cell
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Bleeds can add
emphasis to text

and visuals.

A photo gains

motion when it

bleeds to the edge
of the page.

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

the top or side edges of a title page of a manual or book.

chapter two

type as
ornamentation
and graphics

A photograph can gain "motion" when it extends to the

edge of a 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.

HUSSL
Your ideas at work:

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.
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Artwork enhances

the attractiveness

of your page.

Working With
Illustrations

Visual images in a document communicate your message

at a glance.

Using professional illustrations and information graphics in

I
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.

Dr<r-I • ^1
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Choosing between
a photo or illustra-

tion is largely a

matter of personal

preference.

USING ILLUSTRATIONS EFFECTIVELY
Illustrations 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.

Christopher Columbus was on his

knees in throne rooms throughout

Europe, scrambling to finance his

. to the New World.

Meanwhile, his Venetian country-

man Aldus Manutius—scholar,

printer, and entrepreneur—was

establishing what would become

the greatest publishing house in

Europe, the Aldine Press. Like

Columbus. Aldus Manutius was

driven by force of of intellect and

personality to realize a lifelong

dream.

Aldus' greatest pa>-

Greek literature, which was

rapidly going up in smoke

in the wake of the maraud-

ing Turkish army. It seemed

obvious to Aldus that the best

way to preserve this literature

was to publish it—literally, to

make it public. The question was.

how?

Although it had been forty years

since the advent of Gutenberg's

perss. most books were still being

copied by scribes, letter by letter, a

penstroke at a time. Because of the

intensity of this labor, books were

few and costly. They were also

unu icldv Far too large to be held

in the hands or in the lap. books sat

on lecterns in

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 carried

without pulling a muscle'7 And
could he produce the elegant, light-

weight volumes be imagined and

still sell them at an attractive price?

The first problem was how to

print more legible

Illustrations 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.
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Photos are generally used to report or document an event

or realistically portray an individual or group of people.

Illustrations 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.

Rules about

graphic design

were made to

be broken.

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.

Be consistent. Using a vastly different range of illustra-

tion styles in a document can make it seem disjointed or

poorly planned.

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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Illustrations 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."

Illustrious Possibilities

Illustrations consist ofdrawings, 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.
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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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Other clip-art files are available in practically any format

and in any subject category you might be interested in. There

are collections that reflect occupational categories or particu-

lar fields of interest. Special packages are available for

financial, legal, medical and religious publications.

-

Maps are also a popular and useful form of clip art.
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Clip art is often used for borders. There are hundreds of

unique and spe^fic clip-art border treatments.
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And there are tens of thousands of other clip-art files

available to suit any conceivable subject or interest.



Chapter 5: Working With Illustrations 11$



11& Looking Good in Print



Chapter 5: Working With Illustrations 111

Clip art can be

disguised by some
special techniques.

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,

but greatly increase its size.

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 Illustrations," Inter 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.

Patterns and
textures lend

elegance and
respectability

to layouts.

Sloane Construction

Renovation Estimate

Dot*:

Description:

M*I*J-

^m^^^^ Total:

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.

>e & "^^
Sloane Constpy

* Open House ©t ^

Model Home IWi
Friday. MtagV

10 a.m. until 6 p.m
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Dingbat sets and
picture fonts make
integrating text

and graphics easy.

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

Imagefonts 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 Palatine

**®®^©©©*«*©:rv

^OCDO^^^^O £

) o &

*

©

^
V

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.

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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You can edit

images for

dramatic effects.

MANIPULATING ILLUSTRATIONS
Illustrations 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

the "Clip Art" section of this chapter) that you can use to

manipulate or otherwise change an illustration to suit the

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.
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Draw programs let

you edit individual

objects within a

larger image.

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.

j*
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.

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 quickly

convey trends and
comparisons.

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%

Exercise,

40%
Sleep
10%

Work 35%

Bar charts make comparisons.

Snooze
addiction
profile

1-2
hours

Over
2 hours

Nappers Anonymous
Ages of adult participants

10 20 30 40 60
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Diagrams

communicate
relationships

rather than

numbers.

Line charts show trends.

Afternoon Nappers
Snoozing through the decades

400 -i

300 -

200 -

100 -

"I 1 1 1 1 1 1

1

1920 1940 1960 1980 2000

You can also combine chart types. Compound charts can

show both total yearly sales and departmental contributions

to the total.

S40M-

Sleepytime Pillows
Total Sales 1993

S30M-

S20M-

S10M-

Total Sales

Down Pillow 1
Sales

Jan Apr Jul Oct
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Flow diagrams

display a sequence

of events.

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.

Flow, or process, diagrams are used to display se-

quences—what must be done first, what must be done

second, and so on.
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Timelines con-

vey a historical

perspective.

Choose a PERT—Program Evaluation Review Tech-

nique—diagram when you want to display both sequence

and the length of time it will take to accomplish each step.

PERT diagrams communicate both sequence and time

because all elements are drawn to the same scale.

1-3 Combine ingredients

Chocolate
Crinkles
Process

3-4 Roll dough in sugar

2-4

Preheat
4-5

Bake
cookies

Timelines help you visually communicate historical

perspectives. You can show when certain events occurred

as well as how much time elapsed between them.

Combine ingredients

I

Knead dough

Dough rises

Sourdough
Schedule

Shape loaves

I Loaves rise

Preheat oven

Put in oven

I

Remove
from oven

6 hours
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Use size and color

to add impact to

a diagram.

Diagrams can also be used to display spatial relation-

ships. Floor plans, cutaway product drawings and maps
are examples.

SCALE: 1/8 mile

- Mild chocolate attack

X - Severe chocolate attack
-:•:- - 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"
The ultimate cookie ^
V* *~il

i i

3/8 inch

Detail of Chip

1

P
|

12 3 4 inche 1
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Grids provide a

frame of reference

by showing nu-

meric divisions.

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 Sales Increases

Labels to indicate the exact amounts displayed in each

chart segment or bar graph column.
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Background grids that provide a frame of reference by
indicating the major numeric divisions.

Snooze Alarm Sales 1965 - 1985

$10,000

$7,500-

$5,000-

$2,500-

J^ j L
1965 1970 1975 1980 1985

Tick marks that define subdivisions.

Snooze Alarm Sales 1965 - 1985

/#// am \
$10,000

$7,500'

$5,000'

$2,500'

$1,000-

1965 1370 1973 1980 1995

L_y ij
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Legends indicate

symbols and units

of measure.

A legend that identifies symbols, units of measure, etc.,

used in a chart or diagram.

Shades, patterns and colors that complement each other.

Avoid adjacent colors that "fight" or blend together.

PM Interval Affects PM Cost
(600,000 miles)

$30,000

$26,000

$22,000

$18,000

$14,000

$10,000

$6,000

$2,000

fj A Service oil, filters, chassis lube, coolant,

additives and/or Titters, inspect & adjust

8 Service all A Service plus other filters, diagnostic

l inspections, tune-up & adjust

|^. C Service all 8 Service plus mafor inspections

HRk & 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



Chapter 5: Working With Illustrations 1%%

Tables focus on
data rather than

graphic represen-

tations of it.

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

I enough "breathing room" around the text or numbers.

I Row and column headings should be significantly larger,

I 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 1960 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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Data in a table can

be overwhelmed
by very thick rules.

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

127.09

1,278.11

1,259.8

2,005.96

1,567.98

127.09

1,278.11

1,259.80

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 Moi

COFFEE 1960

ning Beverage (1,000s)

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
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Screen Captures

Computer documentation often contains a specializedform of line

art, called "screen captures."

These reproduce the images seen on a computer screen.

lie Edil Diem Label Special DO

D I

.a- a

d a

QMn

MOVING ON
Illustrations 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

tealth Care Policy

!

Lcrem ipsum dolor sit amet,

ccnsectet-jer ariiptsang ste. sed riiam

rtonummy raWi eutsmod tmctdunt ut

iaoreet doiore magna aJiquam era!

volutpal Ut wisi enim ad minim

vemam que nostrud exerd.

Tatjon uSamcorper susapa tooorrs

nisi ut altquip ex ea commodo
consequat Due autem vef eum more

dotor n hendrent in vuiputate vefit.

Esse motestie consequat. vel £um
dotoreeufeugtal nulla facssis at vero

Bill Clinton struggles to

balance competing interests

X or the past week, the tactions have hounded
Bill Clinton. They all want a piece of the pie. 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 V.anusus—scholar, primer, and entrepre-

neur—was establishing what would become the

greatest publishing house in Europe, the Aldme
Press- Like Columbus. Aldus ManuQus was dri-

ven 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 in the

wake of the marauding Turkish army It seemed
obvious to Aldus that the best way to preserve

this literature was to publish it—literally, to

make it public The question was, how?

Although it had been forty years since the

advent of Gutenberg's perss. most books were
still being copied by scribes, letter by letter, a

penstroke at a time Because of the intensity of

this labor, books were few and costly They were
also unwieldy Far too large to be held in the

hands or m the lap. books sal on lecterns in pri-

vate libraries and were seen only by pnrtces and

One day, as he watched one of his workers labor-

ing under the load of books he was carrying.

Aldus had a flash of insight Coopuld books
from the Akiine Press be made small enough to

be carried without pulling a muscle? And could

How could he produce the elegant lightweight

volumes he imagined and still sell them at an

attractive price?

The first problem was how to print more legible

words per page and thus reduce the number of

pages. Aldus needed a smaller typeface that was
both readable 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.")
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A page of photos

is only as attrac-

tive as the images

it contains.

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.
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Great photographs

share common
elements.

Evoking a Feeling

How an image makes the reader feel is an importantfactor 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.

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.

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.

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 technicalfactors 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.



1fy2 Looking Good in Print

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.
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Run your best

and most impor-

tant photos at

larger sizes.

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.

Picking 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,

Christopher Columbus
was on his knees in throne

rooms throughout Europe,

scrambling to (inance his

first voyage to the New
World. Meanwhile, his

Aldus Mjnutius—scholar,

printer, and entrepre-

neur—was establishing
what would become the

greatest publishing house

'T' the Aldn
Like Columbus,

Aldus Manuhus was dri-

ven by force of of intellect

and personality to rvalue

a lifelong dream

Aldus' greatest passion

was Greek literature.

which was rapidly going
up in smoke in the wake
of the marauding Turkish

rant It seemed obvious
1 -he best wav

to preserve this literature

was to publish it—literal-
ly, to make H public The
question was. how'

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

penstroke at a time
Because of the intensity of

this labor, books were few
and costly They were also

unwieldy Far too large to

be held in the hands or in

the Up, books sat on
lecterns in private libraries

and were seen only by
pnnces and the clergy

One day, as he watched
one of his workers labor-

ing 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
earned without pulling a

muscle* And could he
produce the elegant, light-

weight volumes he imag-

ined and still sell them at

an attractive pnee*
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I

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

On'ne 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-

F>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. L'nder Aldus'
direction, Griffo developed a

typeface that was compara-
tively dense and compact and
that imitated the calligraphy of

courtlv correspondence. The
result of this Aldus-Griffo col-

laboration was the ancestor of

what we now call italics.
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A photo's lines of

force can compli-

ment or conflict

with a layout.

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.

*r
the Print Haus

183 Raymond Lane

Barwick, CA 83127

818/555-1894
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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-

don, 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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Working with

digital photos

gives you more
design options.

EDITING & ALTERING PHOTOS
How you edit a photofor publication is an important factor in your

page design.

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 toolfor 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.
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Ruthless cropping

helps make your

images more
compelling.

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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Keep an eye out as well for awkward crops, especially

when working with photographs of people. Cropping tightly

on someone—even cutting off part of a head or hat—is

usually okay.

But cutting away entire limbs and heads yields embarrass-

ing results.
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Enlarging digitized

photos can some-

times make them
fuzzy and grainy.

Enlarging & Reducing Photos

Enlarging a photo improperly can cause it to look grainy orfuzzy.

When cropping a photo for maximum impact, designers

often enlarge it at the same time. Enlarging a photo can

sometimes make the details of a photo look fuzzy or 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

salutes or watches and rings appearing on the wrong hand.

(For more on this matter, see "Photos, Technology & Ethics"

later in this chapter.)
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Electronic editing

is no substitute for

strong original

photos.

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
Wien 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 eye-popping results for a

minimum of time and monev.
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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.



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.
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.

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.
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Use color to

emphasize a

graphic element

or type treatment.

This advertisement becomes more powerful, more memo-
rable when rendered in color.

inhuming

'Design With A Twist"

RAlfiCH. NC J76<W

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

from each other, simply color them in contrasting hues.
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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."
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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.



162 Looking Good in Print

I

CHOOSING COLORS
Before making yourfinal 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.

Experiment with

color combinations

before making a

final decision.
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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.

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.
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The color wheel
illustrates the

relationship be-

tween colors.

Learning About Color

Color is subjective; but common sense and afew guidelines 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.

Triads help

you identify

effective color

combinations.

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.



Some color

combinations

create a pleasing

visual flow.
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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.

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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Neighboring

colors can be used

to create a three-

dimensional effect.

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

graphics that will appear in a three-dimensional style.
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Colors with a

lot of contrast

add impact to

a document.

You can choose colors that contrast sharply to draw
attention to certain elements in your design.

Tools

For Today

Thursday
November 11

8:00

©PBC-TV

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

For Today

Thursday
November 11

8:00
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The relative vi-

brancy of a color

is called saturation.

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.
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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.
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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.

By adjusting the

value of a color,

you can achieve

a wide range

of effects.

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.



172 Looking Good in Print

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.
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Using spot color

successfully re-

quires design

restraint.

Flyers, letterhead, brochures and newsletters can under-

go a dramatic, eye-catching transformation from simply

adding a second color.

|
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.

Child Core Zoning Change Requested » qj^ «^
Ooseout
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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.

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.
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Use spot color,

black and screens

to create "new

colors."

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

are used to create the illusion of different colors.



1% Looking Good in Print

I

Spot color in

illustrations should

match readers'

expectations.

Using Spot Color in Illustrations

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. Illustrations like maps, technical drawings, charts,

diagrams and information graphics work especially well

with a second color.

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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Duotones add
richness and depth

to a document's

photos.

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.
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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 colorfor 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.

mi^^QMj^m.

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.
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A strong game
plan can help you
avoid costly four-

color mistakes.

WORKING 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.

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.
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"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.

I would ap-

preciate any

information
you can give

me, because

my 92-year-

old mother is

experiencing

those symp-

toms and

needs reassurance that she is not

"going crazy."



12ty Looking Good in Print

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:
you printed several

letters concerning

olderpeople who had
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

is not "going crazy."

Several years ago,

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.

As type increases, more
space between columns

is needed to prevent the

reader's eyes from mov-

ing horizontally, across

columns, instead of pro-

gressingdown to the next

line. Be careful that you

do not overdo it, how-
ever. Overly generous

column spacing causes

distracting vertical bands

of white space.

As type increases, more

space between columns

is needed to prevent the
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Occasionally,

white space can

be too much of

a good thing.

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.

CU PET PAPERS
ftaMHi . NmM

DOGS MARCHING ZZZZZZZZTSZL-
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TURTUS CROSSING
TOO MANY ROADS
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Be sure to give

text columns

breathing room.

Solutions include increasing the size of display type,

enlarging the illustration or recomposing copy.

PET PAPERS

DOGS MARCHING ^_
,

for mow bones ^rirrrj^.T_

TZZSX^ZZJT^ TURTUS CROSSING

~*""?T T.—' TOO MANY ROADS

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.

CUpet papers
DOGS ARE MARCHING "—«——--*.—
FOR MEATIER BONES -»^—TT-TV

;,
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Give headlines

the attention

they deserve.

Squeezing text into boxes or wrapping it too tightly

around illustrations or silhouetted photographs also pro-

duces crowded pages (like a newspaper classified section).

A VERY TIGHT FIT

Lorum sum ipsum dolor sit amet,

con; minimim venami quis

nostrud laboris nisi ut aliquip ex

ea com dolor . In reprehenderit in

volupatate nonumy. Lorumque
etipsum dolor sit amet, con; mini-

mim venami quis nostrud laboris

nisi ut aliquip ex ea com dolor in

reprehenderit in volu-patate

nonumy. In reprehenderit in vo-

lupatate nonumy. laboris nisi.

Lorum ipsum dolor sit amet, con;

minimim venami quis nostrud

laboris aliquip ex ea com dolor.

MUCH MORE
COMFORTABLE

Lorum sum ipsum dolor sit

amet, con; minimim venami

quis nostrud laboris nisi ut

aliquip ex ea com dolor In

reprehenderit in volupatate

nonumy. Lorumque et ipsum

dolor sit amet, con; minimim
venami quis nostrud laboris

nisi ut aliquip ex ea com dolor

in reprehenderit in volu pa tate

nonumy ibsen dipsum dong.

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
MWOWG K» BGN€5

t MOM M '*"><*
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Jumping hori-

zons create a

disconcerting

up-and-down
effect.

JUMPING HORIZONS
Start text columns the same distancefrom the top ofeach 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 IK MEMS 23

Lorum ipsum dolor stt

amet con; rrunimim ve-

nami quis nostrud labons

nisi ut abquip ex ea com
dolor m reprehenderit in

volupatate nonumy Lo-

rum tpsum dolor sat amet.

con; minimim venami
quis nostrud laborts nisi ut

abquro ex ea com dolor in

reprehenderit in vo-

lupatate nonumy Lorum
ipsum dolor sit amet. con.

Minimim venami quis

nostrud iabons nisi utaliq-

uip ex ea com dolor in

reprehenderit in vo-

lupatate nonumy.

Lorum ipsum dolor sit

amet con; nurunum ve-

nami quis nostrud-

Plastic

Products
Lorum ipsum dolor sit

nami quis nostrud labons

rosi ut abquip ex ea com
dolor In reprerw*3ent in

votupatate nonumy. Lo-

rum ipsum dolor sit amet.

con. minimim venami
quis nostrud Iabons rust ut

abquip ex ea com dolor in

reprehendent in vo-

tupatate nonumy. Lorum
ipsum dolor srt amet con.

Minimim venami quis

nostrud labohsrusi ut alkj-

uip ex ea com dolor in

reprehenderit in vo-

tupatate nonumy

Ipsum dolor sit amet
con; minimim venami
quis nostrud Iabons nisi

Lorum ipsum dolor sit

amet con; minimim ve-

nami quis nostrud iabons

rusi ut abquip ex ea com
dolor in reprehenderit in

volupatate nonumy. Lo-

rum ipsum dolor sit amet.

con; minimim venami
que nostrud Iabons nisi ut

abquip ex ea com dolor

In reprehenderit in vo-

tupatate nonumy. Lorum
ipsum dolor sit amet con.

nostrud Iabons nisi utabq-

uip ex ea com dolor in

reprehenderit in vo-

lupatate nonumy Lorum
tpsum dolor sit amet. con
Minimim venami quis

nostrud Iabons rusi utabq-

uip ex ea com dolor in

reprehenderit in vo-

lupatate nonumy Lorum
ipsum dolor sit amet con;

rrimmim venami quis

nostrud Iabons nisi. Lo-

rum ipsum dolor stt amet
con, minimim venami
quis nostrud Iabons nisi ut

abquip ex ea com dolor in

reprehenderit in vo-

tupatate nonumy. Lorum
ipsum dolor sit amet con;

mmimim venami.

Metal
Products
Lorum ipsum dolor sit

amet con; minimim ve-

nami quis nostrud Iabons

nisi ut abquip ex ea com
dolor.

In reprehenderit in vo-

lupatate nonumy. Lorum
ipsum dolor sit amet con,

minimim venami quis

nostrud Labons nisi utabq-

uip ex ea com dolor in

reprehenderit in vo-

lupatate nonumy- Lorum
ipsum dolor sit amet con

Minimim venami quis

nostrud Iabons nisi utabq-

uip ex ea com dolor in

reprehendent in vo-

lupatate nonumy.

Lorum ipsum dolor sit

amet con; rruninum ve-

nami quis nostrud labons

nisi Lorum ipsum dolor

sit amet. con. mminum ve-

nami quis nostrud com
dolor visi et Labons rusi ut

abquip ex ea com dolor in

reprehendent deselenium
el de carbono in fru»euca.
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Consolidate data

to highlight

what's most

important.

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

Nappers

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

reprehenderit in volupatate

nonumy. Ipsum dolor sit amet.

con com dolor nosrrud.

Sensitivity to

variations in spacing

Minimim venami quis nosrrud.

Labons nisi iorum ipsum dolor

sit. Aliquip ex ea com dolor in

reprehenderit in volupatate

nonumy ipsum dolor.

Aliquip ex ea com dolor in

reprehenderit in volupatate

nonumy. Ipsum dolor sit amet,

con com dolor nostrud.

Sensitivity to

variations in spacing
Minimim venami quis nostrud.

Laboris nisi lorum ipsum dolor

sit. Aliquip ex ea com dolor in

reprehenderit in volupatate

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.

W PET PAPERS

DOGS MARCHING „_
FOR MORE BONES —

~~ TURTLfS CROSSING
_'_ TOO MANY ROADS

RABBITS HOPPING —-""-'-——
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Solutions include editing text or changing the size of

graphics on the page.

PET PAPERS

DOGS MARCHING
FOR MORE BONES

BOX-ITIS & RULE-ITIS

Avoid overusing boxes and rules.

Too many borders and lines make pages look compartmen-

talized and partitioned. Newsletters, in particular, often have

this problem because of their highly modular designs.
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To avoid a "busy"

design, use rules

and boxes with

restraint.

The result is a "busy" effect that interferes with reading.

[jO lPET PAPERS

Likewise, too many horizontal rules can break up the

natural flow of the page.

WIDGET UPDATE

T-7—-"

'
".*•* _ ~_^n

:~~*r"" =2Err

w dg«im T""TT'Z

. ;
'

' i*
" — —— - Metal

-."^. Widget Horn

=^Hr; *r^L„
Plastic

Heavy rules next to headlines of approximately the same

height can overwhelm the headlines.

Loft Space

Available
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Strive for contrast

when choosing

more than one
typeface.

Use presenta-

tion graphics to

enhance your

spoken words.

SIMILAR TYPEFACES
Strivefor clear and obvious contrast between different typefaces

used in a single publication.

When using different typefaces

example, go for contrast. Avoid

This is Bookman.
Now is the time for all good
men to come to the aid of their

country. The history of the

horse and buggy date back to

a time when the modern car

was not even a figment in

for headlines and text, for

typefaces that are similar.

This is Helvetica Bold.
Now is the time for all good
men to come to the aid of their

country. The history of the

horse and buggy date back to

a time when the modern car

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
Started
" Set all your objectives

clearly when working on
early stages of job

Outline your main
concepts in a highly

detailed format

Sketch all your concepts
on paper (or use the

computer for ideas)

before you begin the

main part of the project

Getting
Started

~1 Set Objectives

l Outline Concepts

' Visualize Content
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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.
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iba* leu m aappoaed to be oat. iKm leit a aappoaed to be e Ac fciape of a c
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baotaoi'laaKia.

d» Kii * wppned to be « * abjptofaco* U aw yew oat—he oat, that lew a lapanatrl to be at «* «a*pe of a co* la =we > *t caa'l a*** a ohL ifen
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a xVDCwJ t> x * U» ifcape of a CO" hi caae yon ca* • Mate * oat. dan lew a «ppc-ci lobe » the Aapeof aco*.
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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,

shouldn't have to strain to read it.

Readers

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
: their editions

publishers <nj»tam*n!v stamped *

the ti tie page of each book- With a
unaut colophon, each book could

be cleariv identified a* Ihe work

aging prop***—in (act to make
them uueidependent As both a

vehetnerj :U>*icn' and an ardnt

novate*. Aldus used his creative

l*h*ng technology In preserve the

literature of the past In turn, the

need to preserve thai htrrature

gave him the opportunity to mold
the future at publishing

Arnold Very Upset
To gawd against their edition*

being counlerfieted. Renaissance

title page of each book With a

be clearly identified as the wort of

a particular pubbsher. The choice

of colophon, however. Could not be

a casual one. It had to represent

what was dsWanctrve about the pub-
lishing house.

Potsie Opposes Richie
In (he early ChrMan era. the

dorpnm and anchor represented the

soul being earned to saHabort.

Whether Aldus considered the

Christian tvmbolism when he

there may be a due to has has Men-
tions m the Strange way the mag>-

^'Z^Z.Zl^T^' calattdmyWehoS '

I* *" whakencour Kt^,*!* N

3̂̂ of a particular publisher

#_^ choice of colophon, how t

I

!
z
$,

a
09

n

The

a casual one It had
to repre sent what was dtsbncbve
about the publishing house For
the Aldme Press. Aldus Manu tius

mulled over the range of classical

and Christian icon* and finally

chose the dolphin and anchor.

In (he early Christian era. the

the soul being carried to saKabon
Whether Aldus considered the

Christian symbolism when he
chose it we can't be certain. But

there may be a due to he his

intentions in the strange way the

symbol contradicb) itself

Fonzie For President
The anchor is a means of secur-

,rw, of hoidmg fast, whale the dol-

phin a capable of limitless move-
ment What add* to thw tonsaon »
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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.

Beaumont, Michael. Type: Design. Color. Character & L'se.

Cincinnati, OH: North Light Publishers, 1987.

Boom, Michael Music through MIDI Redmond. WA: Microsoft
Press, 1987.

Busch. David D The Hand Scanner Handbook: Mac & PC
Editions. Homewood. Il_: Business 1 Irwin. 1992.

FURTHER READING

Amheim. Rudolf. Visual Thinking. Berkeley, CA: University of
California Press, 1980.

Beaumont, Michael. Type: Design. Color. Character eV Use.

Cincinnati. OH: North Light Publishers, 1987.

Boom, Michael. Music through MIDI Redmond. WA: Microsoft
Press. 1987.

Busch. David D. The Hand Scanner Handbook: Mac & PC Editions.

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?
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Consistent spacing

is key to quality

design.

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
Strivefor 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
Bmgng Veu Tha Bw> Rtfi TMm Ever Too Oumnsrty Si 95

The One That Got Away SiBnQthtStwn
Stttforf

Subheads and text:

ti tle page o\ eyh book With a

unique colophon, each book could

be clearly identified as the work of

a particular publisher For the

Aldinr Press. Aldus Manubus
mulled over the range of classical

and Christian icons and finally

chose the dolphin and anchor

A Bloody Mess
In the early Christian era, the

dolphin and anchor represented the

soul being carried to salvation

Whether Aldus considered the

Christian symbolism when he

chose it. we can't be certain But

there may be a clue to his intentions

in the strange way the symbol con-

tor. Aldus used his creative

resourcefulness in design and pub-

lishing technology to preserve the

literature of the past- The choice of

colophon, however, could not be a

casual one It had to represenl

what was distinctive about the pub-

lishing house For the Aldme Press

Aldus Manutius mulled over the

range of classical and Christian

icons and tinalK chose the dolphin

and anchor

Fighting the Night Tide

In the early Christian era. the

dolphin and anchor re. presented the

soul being earned to salvation

progress—en (act. to make them

The Chance to Cast
As bo* a vehement daaaicrt and

an innovator, Aidueiatedhatcnr-

abveresourcerulnr** in design

and publishing techrc4og> lo pre-

serve the birnture of the pat* In

rum. the need to nrejervi that bt -

erature gave him the opportunity

to mold the future of pubbahing.

To gaurd against their edi-

tion* being counterheard.

Renaissance pubhshrra custnman-

ly stamped a printer'* mark, or

the tide page of each

Captions and artwork:

A caption should be spaced tn«

A caption should be spaced the proper distance from the photo-
proper efcstance from the photo— this caption is correcBy spaced
this caption is not close enough
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Spacing affects the

impact of head-

ings and artwork.

Artwork and text:

Fisherman's Review
Brinpng You The Best F*h Tales Ever Told Ouarterty $1 95

The One That Got Away Sailing, ttw Sewn
Sets for Salmon

TV«nchor B *mew«ol
wcunri* ot homing lau

1

»

B

I

h

1

1

Column endings and bottom margins:

Ti gourd 3t>air_'t their edi- salvation Whether Aldus cnn- It encapsulates the the

tions being counterfieted. mission of the Aldine Pre** to

Renaissance publishers custom- sustain rradition while encour-

arily stamped a printer's mark. aging progress—tn fact to

or colophon, on the title page of make ihem interdependent

each book. With a unique

colophon, each book could be The Chance to Cast
clearly identified as the work of As both a vehement daaiidjt
a particular publisher. For the and an ardent innovator, Aldus
Aldine Press, Aldus Manubus uned his creative resourceful-

mulled over the range of classi- ness in design and publishing

cal and Christian icons and technology to preserve the lit-

finally chose the dolphin and erature of the past In rum, the

anchor. need to preserve that literature

In the early Christian era. » capscm tft**) t* spaced tm prop* gave him the opportunity to

the dolphin and anchor repre- Octane* trom lht pholo—neaher to moid the future (if publishing.

sented the soul being carried to dose nor too Oatam To gaurd against their editions

being counteracted was tough.
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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 ofyour 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 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

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 wav

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, printer, 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 wav

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.
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Treat your logo

and address as

primary design

elements.

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 advertisementsfrom 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-

cious, you just might change your mind about

the old saying In fact, if you slop by with this

ad. you can try our oatmeal cookies free To
gaurd against their editions being counteracted.

Renaissance publishers customarily stamped a

printer's mark, or colophon, on the title page of

each book With a unique colophon, each book

could be clearly identified as the work of a par-

ticular publisher For the Aldine Press, Aldus

Manutius mulled over the range of classical and

Christian icons and finally chose the dolphin and

In the early Christian era the dolphin and

anchor represented the soul being earned to sal-

vation Whether Aldus considered the Christian

symbolism wcontradicts itself The anchor is a

means of securing, of holding fast, while the dol-

phin is capable of limitless movement
What adds to this tension is the way the dol-

phin is wrapped around the anchor Is the dol-

phin lifting the anchor, or is

the anchor holding down the

dolphin' The ambiguity of

the motto beneath it, "Festina

lentes" ("Make haste slow-

ly"), leases us further

r
kei

iate' It

(763) 555-1082

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.

r
Daily Bread

BAKERY
173 West Main Street

Berdburg, Wl 74981

(763) 555-1082



202 Looking Good in Print

Avoid the "ransom

note" school of

typography.

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

down the reader.

Ransom Note Review
Bmpnfl y<x Tha 3o» f d TSts Ewr lau Ouanw* Si t5

ifu On* That got Away! Srfmg the!**
forS>lnoa
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LACK OF CONTRAST BETWEEN TEXT
& OTHER ELEMENTS
Strivefor as much contrast between type and background as

possiblefor 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.

Plight of the Eagle
•Pesticides

•Habitat

^•Poaching

Accidents

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.

GOOD SPORTS
Ten Rising Young Stars Take the RekJ

GOOD SPORTS
Ten Rising Young Stars Take the Field

UNNECESSARY SPECIAL EFFECTS
Special type and graphic effects that can look gimmicky serve no

effective purpose.

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

p—

Ey.eijy^hin^frf^t/igiQ!!

^r
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S

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

ChrUtophw CalumbiM

fauna hs Ant "oytft *>

while, ha Vmrtun touiv

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.
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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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Ordering information

comes too soon— it

precedes the product

information.

Too many type sizes and

styles create confusion.

Inconsistent margin

treatments (sometimes

centered, sometimes

flush-left) interrupt the

continuity and slow the

reading process.

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?

NEW
ENGLAND
TURQUOISE
ANDSILVER COMPANY

P O Box 2230 • I Bourbon Street Peabody. MA 0I960

To Place Orders ONLY: Call TOLL FREE 1-W0-833-3328

To Place Orders Inside Mass and for other Inquiries Call (617) 535-5950

Early Fall Specials

Prices in effect from September 16. 1987 through October 31, 1987

All pncra are approximate Hid subject to change without notice

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 S3. 50 each or Assorted Lots of 12 or more S3. 25 each

Choose from:

075 NUGGET 18\ 20". 24"

100 NUGGET 1 8". 20", 24"

3mm ROPE T. 8". 16". 18". 20". 24". 30"

4mm ROPE 7". 8". 16". 18", 20". 24". 30"

5mm ROPE 7", 8". 16", 18", 20". 24"

100 CURB 18". 20". 24"

150 CURB 18", 20". 24"

170 CURB 8". 18"

170 OVAL CURB 7". 20", 24"

OVAL C-LINK 18". 20". 24"

100 HB FLORENTINE 18". 20". 24"

100 HB NUGGET FLAT 18". 20". 24"

120 HB NUGGET FLAT 18". 20". 24"

065 HB LOVE 18". 20". 24"

080 HB LOVE 18". 20". 24"

040 OVAL HB 18*. 20". 24"

060 HBB 18*. 20", 24'

080 HBB 18". 20". 24"

100 HBB 18". 20". 24"

OPEN CURB 7". 8". 18". 20"

HEAVY F1GAROA 7". 8". 18". 20"

060 COBRA 18". 20". 24"

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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The logo, address and

ordering information are

moved to the bottom of

the page, allowing the

"Early Fall Specials" a

prominent place at the

top.

A three-column grid gives

readers easier access to

product categories and

descriptions.

Each item is introduced

by a subhead set in

heavier weight.

Ordering information is

emphasized in a screened

box at the bottom of the

page

The "call-to-action" phone

number is set in larger

type.

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.

New England Turquoise and Silver Company Presents

Early Fall Specials
Prices in effectfrom
September 16. 1987
through October 31,

1987

18K Gold-Plated Finished Chains
of Assorted Lots of 12 or moreAll Lengths. All Styles $3.50 each

S3.25 each. Choose from:

075 Nugget 18". 20". 24"

100 Nugget 18". 20". 24"

3mm Rope T. 8". 16". 18". 20".

24". 30"

4mm Rope T. 8". 16". 18". 20".

24". 30"

5mm Rope T. 8". 16". 18". 20".

24"

100 Curb IS". 20". 24"

150 Curb 18". 20". 24"

170 Curb 18". 20"

170 Oval Curb T. 20". 24"

Oval C-Llnk 18". 2CT. 24"

100 HB Florentine 18". 20". 24"

100 HB Nugget Flat 18". 20". 24"

120 HB Nugget Flat 18". 20". 24"

065 HB Love 18". 20.". 24"

080 HB Love 18". 20.". 24"

040 Oval HB 18. 20". 24"

060 HBB 18". 20". 24"

080 HBB 18". 20". 24"

100 HBB 18". 20". 24"

Open Curb T. 8". 18". 20"

Heavy Flgaroa 7". 8". 18". 20"

060 Cobra 18". 20". 24"

Silverlust on Sale through 10/31/87 only!

Buy 12 Assorted Silverlust Bracelets ISLBR 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%

Sterling Silver Diamond-Cut Italian Crosses
Back by Popular Demand. Quantities Limited
6for $6.50

NEW
ENGLAND
TURQUOISE

. ANDSILVER COMPASY

P. O. Box 2230
1 Bourbon Street

Peabody. MA 01960

Order Information

AH prices are approximate and subject to change
wtthout notice.

$50.00 minimum order, wholesale only. C.O.D. only

To place orders ONLY, call TOLL FREE 1-800-833-3328

inside MA and for other inquiries call (61 7)535-5950
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Advertisements (Original)

When illustrations and type styles in ads and flyers conflict

with one another, the intended message can get lost in the

confusion.

Drawings of individuals

busy answering phones

don't project the image of

a centralized, national

answering service.

Unnecessary duplication

oftelephone numbers

further detracts from the

message.

Offeryour customers the easiest

possible way to place an order....

A 1-800 Toll-free telephone
NUMBER—NATIONWIDE!

!

We '11 do the rest!
1 Faster feedback
1 More sales

1 Belter customer service

1 Quicker profits

Lower costs

Computer analysis

of sales and results

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 generation and market research.

Our Operators are trained and ready to receive calls for: Catalog requests and orders; lead

generation; dealer location; subscriptions; fund raising; etc.

Me are qualified and experienced in all media sources: Telev ision. Radio, Print advertising.

Direct Mail, Catalogs, etc

Call 1-800-541-0900 or 1-800-334-3030 in California and start using and benefiting from our

TOLL-FREE service NOW

NETWORKEXPRESS
993 South Santa Fe Ave . Suite C
Vista California 92083
1-800-541-0900

1-800-334-3030 in California
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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

surround the illustration.

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.

Advertisements (Makeover)

This piece is strengthened dramatically by focusing on a

single dominant visual and restructuring it into a three-

column format.

Offeryour customers

the easiestpossible way

to place an order

ATOLL-FREE
TELEPHONE NUMBER

NATIONWIDE!!

Computer analyjtj

of laJo and results

NETWORK EXPRESS serves ready to receive call* for Ceulogre- NETWORK EXPRESS
you -the direct response adver-

tiser. We ate committed to

providing our diem wish the

ben quality service in product

marketing, lead generation <nd

rnerjcct resceroh.

Our Operator! are traded and

quest* and orders; lead geoeraboc;

dealer location; subseripdona; fund

railing; etc

We are qualified and experienced in

all media sources: Television, Radio,

Prim advertising. Direct Mail. Cata-

logs, etc.

993 South Santa Fe Ave.. Suite C
vartavCafltornst 92083

1-600-541-0900
1 -800-334-3030 mcA
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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 most importantword
has been significantly

increased in size and

shadowed, giving a three-

dimensional effect.

Important words and the

phone number, the call to

action, are significantly

larger than subordinate

information.

Textalignment reflecting

the diagonal shape of the

graphic integrates text

and visual.

Advertisement (Original)

All the text is treated with equal strength. As a result, no
concept or benefit clearly emerges.

WANT TO SAVE

MONEY
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

larger.

2ABC \i3DEF

5JKL \k$MN0

Z7
8TUV \L$WXY

TONE\ A0O/»ER\ £#

ON LONG DISTANCE

For our low long distance

phone rates, call

013/434-1278
Jack Winter

North Central Communications
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A potpourri of type styles

and sizes creates con-

fusion in this small ad.

The small, underlined

headline looks like the

most insignificant line of

copy in the ad.

Similar type sizes link the

headline and phone

number, the most

important items in the ad.

Screens of different values

in the lightning image

create interesting effects.

Advertisement (Original)

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.

LlgHTNINQ PROTECTION

U.L approved

materials

Over 20 years

experience.

FREE ESTIMATES
Call today:

1-768-6455

(Makeover)

Simple graphic accents and a typographic overhaul create a

more cohesive, appealing effect.

Lightning
Protection
U.L.-approved materials

20 years experience

FREE ESTIMATES

1/768-6455
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Often, a symmetrical type

treatment provides too

little contrast to fully

engage the reader.

Note how undifferenti-

ated spacing creates a

run-on effect, further

discouraging readers.

Catalogs (Original)

Catalogs and price lists without illustrations present a

unique set of design challenges. Type must be handled

skillfully to avoid visual monotony.

NORMAN ROCKWELL
323 MAGAZINE COVERS
B) Finch- 456 page* Huge 12 X 15 1/4. This magnificent

Urge-format, foil color volume spans the artist's long and

prolific career, reproducing 323 of his cover paintings for the

SATURDAY EVENING POST. LADIES HOME
JOURNAL and other magazines Published at $85.00. Only

$45 00

GREAT MAGAZINE COVERS OF THE WORLD
By Ken 184 pages. 9 1/4X12 A panorama of more than

500 great magazine covers Imost reproduced in full color)

from 20 countries, spanning a century and a half of magazine

publishing around the world Including examples from 200

1 9th and 20th century magazines Published at $65. Only

sssoo

VASARELY
150 pages 9 1/4X13 180 illustrations, including 64 full

color plates Masterful reproductions and a leal by the artist

combine to form an authoritative yet personal study of one of

the major figures of modern art Published at S60.00 Only

$35 00

CHAGALL BY CHAGALL
Sorter 262 pages 111/4X12 2S5 illustrations, including

83 full color plates. Dlustraled autobiography Published at

$50 00 Only $40 00

M 4.1.FIELD PARRISH
ByLudwig 223 pages 9X12 1*4 ill

color Published at S25 00 Only $18 00

THE GREAT BOOK OF FRENCH LMPRESSION1SM
ByKelder 44* pages 12X14 1/4 Over 200 illustrations,

including 200 full color plates and 1 6 spectacular full color

fold-outs Huge, exquisitely produced treasury of French

Impressionist art packed with full-pace reproductions

Examines the lives and works of all the mayor Impressionists

and Post- Impressionists. Published at S 100.00. Now S59.0O

CARL FABERGE: GOLDSMITH TO
THE IMPERIAL COURT OF RUSSIA
By Snowman 100 pages 8 1/4 X 10 1/2 Over 185

photos 1 1 1 in full color. Originally published at S35.00.

Only $22 00

CONTEMPORARY PA1NTINC
By Vogl 135 pages.7 1/2 X 10 1/2 Over 50 in full color

Penetrating analysis of World War II European and

American art Including paintings by Jaspar Johns. Andy

WarhoL Roy I ichurnoeia. Jackson Pollock, others S19 95

Now S 14 95

TWENTIETH CENTURY MASTERS
OF EROTIC ART
By Smith 212 pages- 9X 12 190 full color plaies presents

erotic works by such top-ranking artists as Picasso. Segal

Dali. Ernst. Rauschenberg. Rivers. WarhoL Schick and

others, many of which have never been displayed in public

exhibitions S30 00 Now S20 00

LEONARDO DA VINCI
538 pages 1 1 X 14 1/2 Huge 1 .635 illustrations.

including mans large full color plates Originally published

in Italy by the [nsutuio Gcografico De Agostini. this new

edition is the most Lavish, authoritative ever produced.

Published at S60. Now $50.00

REMBRANT PAINTINGS
By Gerson 527 pages 11X14 1/2 Huge Over 730

illustrations, including many large full color plates

Complete, authoritative and beautiful presentation of the

great master's work. Written by one of the world's foremost

Rembrandt authorities The book was thirty years in the

making in Amsterdam, and is lavishly illustrated with

spectacular reproductions. Published at $6000- Only

$5000

ENGLISH CAMEO GLASS
ByGrover 480 pages 8X11 A wealth of rare firsthand

material and over 1 .000 color and black and while plates

makes this book an invaluable reference Published at

$50 00 Now $25.00

2».»» YEARS OF WORLD PAINTING
By Jaffe 416 pages 9 X 13 Historical survey from early

10 modem art 1 .000 reproductions in full color V. as

$50 00 Now $20.00.

STAINED CLASS
By Season A Stephens. 205 pages. 473 full color photos.

11 X 14 Covers stained glass from the beginning to the

present Was $39 95 Now $19 95

THE COMPLETE BOOK OF EROTIC AST
By IXronhausen 781 black and while plates Extraordinary

collection of the world's erotic an from Japan. China. India.

Renaissance masters and modern greats. Originally

published in 2 Volumes at $5000 New. Complete I

Volume Edition only $25 00.

COLLECTING POLITICAL AMERICANA
ByStttlivaa 1910. 250 pages IX II 400 illustrations

Packed wia reading Out of print $15 95 Now $1000

Diamonds

Myth. magK and reality Revised edition Over 420 full

color illustrations. Beautiful and informative look at the

worlds most magruficeM and mysterious stone. Tells how to

recognize and appreciate quality stones, more 288 pages

Large 10 1/4X12/ Originally published at $50.00 Only

S29 00

THE GREAT BOOK OF JEWELS
By Hettinger 206 full color plates- 94 black and white

photos The most spectacular, lavishly illustrated,

comprehensive volume ever published on jewels and

jewelry Nearly 300 photos specially made for this volawttc.

many gems neve available for public inspection before.

liKluclesbihliographs. table of gemstones much more-

Huge 1II/4XI33/4 Published at $69 50 Now $29 95
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The two-columned format

is retained, but body copy

is set ragged-right (instead

ofjustified) to add con-

trast and break up type.

Titles now appear in sans-

serif type, which provides

more contrast to body

copy.

The "Reference Art Books"

logo (taken from the front

cover) has been reversed

and repeated on each

page.

The firm's toll-free phone

number is repeated on

each page, creating a

consistent response

mechanism.

Catalogs (Makeover)

Subtle changes in spacing and typeface create contrast and

promote readability.

Nomun Rockwell
323 Magazine Covers

By Finch. 456 pages. Huge 1 2 X 1 5 I /4 This magnificent,

large-format full color volume spans the artist's long and

prolific career, reproducing 323 of his cover pointings for the

SATURDAY EVENING POST. LADIES HOME JOURNAL
and other magazines. Published ai S85.00. Only $45.00

Great Magazine Covers of the World
By Kery 184 pages. 9 1/4 X 12 A panorama of more than

500 great magazine covers (most reproduced in fall color) from

20 countries, spanning a century and a half of magazine

puMrshmg around the world- Including examples from 200 1 9th

and 20th century magazines. Published at $65 Only SS5.00

VASARELV
150 pages. 9 1/4 X 13. ISO illustrations, including 64 full color

plates Masterful reproductions and a text by the artist combine

to form an authoritative yet personal study of one of the major

figures of modem art Published at $60.00 Only $35 00

Chagall by Chagall
Sorlier 262 pages. II 1/4X12. 285 illustrations, including

83 full color plates. Illustrated autobiography Published at

$50.00 Only S4O.00.

MAUTELO PARRtSH

By Udsvig. 223 pages. 9X 12. 184 illustrations. 64 in full

color Published at S25 00 Only $18.00.

The Great Book of French impressionism

By Kdder 448 pages. 12X14 1/4 Over 200 illustrations,

including 200 full color plates and 16 spectacular full color fold-

oats Huge. exquisitely produced treasury of French Impres-

sionist art packed *ith full-page reproductions. Examines Che

lives and works of all the major Impressionists and Post-

Irnpressiomsts Published at $10000 Now $59 00

Carl Faberge: Goldsmith to The Imperial

Court of Russia

By Snowman. 100 pages. 8 1/4 X 10 1/2. Over 1 85 photos,

1 1 1 in fall color Originally published at $35 00 Only $22-00

CONTEutPORARY PAWTBoG
By VogL 135 pages. 7 1/2X10 1/2 Over 50 in full color.

Penetrating analysis of World War II European and American

mgs by Jaspar Johns. Andy Warhol. Roy

i
Jackson Pollock, others $19.95. Now $14.95

TWENTIETH CENTURY MASTERS OF EROTIC ART
By Smith. 2l2pnges 9X 12 190 full color plates presents

erotic works by such top-ranking artists as Picasso. Segal. Dali.

Ernst. Rauschenberg. Rivers. Warhol. Schick and others, many

of which have never been displayed in public exhibitions.

$3000. Now $20.00

Leonardo Da Vino
538 pages. 11X14 1/2 Huge 1.635 illustrations, including

many large full color plates Originally published in Italy by the

Institute Geografico De Agostini. this new edition is the most

lavish, authoritative ever produced Published at $60. Now
$50.00.

Rembrant Paintings

By Genoa 527 pages. 11X14 1/2. Huge. Over 730 illustra-

tions, including many large full color plates. Complete.

authoritative and beautiful presentation of the great master's

work. Written by one of the worlds foremost Rembrandt

authorities The book was thirty years in the making in

Amsterdam, and is lavishly illustrated with spectacular repro-

ductions. Published at $60 00 Only $50.00

English Cameo Glass
By Grover 480 pages 8X11 A wealth of rare firsthand

material and over 1 .000 color and black and white plates makes

this book an invaluable reference. Published ai $50 00 Now
$25 00

20,000 Years of World Painting

By Jaffe 4l6pages. 9X13 Historical survey from early to

modem an 1.000 reproductions in full color Was $50.00.

Now $20.00.

Stawed Glass
By Seddon A Stephens 205 pages 473 full color photos

11X14 Covers stained glass from the beginning to the

present. Was $39 95. Now $1995.

The Complete Book of Erotic Art
By Kronhausen 78 1 black and white plates. Extraordinary

collection of the world's erotic an from Japan. China. India.

Renaissance masters and modern greats Originally published

m 2 Volumes at $50.00. New. Complete 1 Volume Edition only

$25.00.

Collecting Political Americana
By Sullivan 1980. 250 pages. 8 XII 400 illustrations

Packed * rth reading Out of print. $15.95 Now $10.00

DtAMONOS
Myth, magK and reality Revised edition- Over 420 full color

. Beautiful and informative look at the worlds most

it and mysterious stone Tells how to recognize and

ality stones, more. 288 pages. Large 10 1/4 X
12/ Originally published at $5000 Only $29 00

The Great Book of Jewels
By Hettinger. 206 full color plates 94 Mack and white photos

The most spectacular, lavishly illustrated, cornprchensive

volume ever published on jewels and jewelry Nearly 300

photo* specially nude for this volume, many gems neve

available for public inspection before Includes bibliography,

tabic of gcrmtoncs much more Huge II 1/4 X 13 3/4

d at $69 50 Now $29 95

Reference Art Books phone toll-free / 1-800-238-8288
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There are too many
words on the page.

Margins are minuscule.

Indented items are

indistinctfrom each other

and from body copy.

The uniform type size

throughout lacks color

and dynamics.

Correspondence (Original)

Letters produced on a typewriter lack the professional

appearance of desktop-typeset output.

THE WOODEN 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 Friday August 28, at 8am, Jon will be speaking to all
interested exhibitors on the market outlook for wooden 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
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To unify the letterhead,

the illustration has been

moved to the left and

integrated with the

address.

A salutation engages the

reader.

A highly readable Times

Roman serif typeface

condenses the message.

Boldface type contrasts

subheads with text.

The copy for indented

sections is set smaller,

with reduced leading.

The letter ends by

returning to a single wide

column that matches the

first paragraph.

Correspondence (Makeover)

Even the simplest desktop publishing techniques can greatly

improve letters to selected recipients.

TOE WOODEN BCAT SHOW

P.O. BOX 549. NEWPORT. RHODE ISLAND 02840 (401)846-1600

Dear Wooden Boat Enthusiast,

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:

Layout

We hive added • small boetbuiider'i section kscaaed near the mam (ale

with excellent visibility to Newport's America's Cup Avenue. Please note

that the cost for exhibiting in this section win be based on only (he amount

of ipace utilized and not on designated 10 X 20 or 20 X 20 blocks.

Exhibitor'. Breakfial

On Friday August 23. at 8am. Jon Wilson. Editor A. Publisher! of Woodtn

Bool MafaiiM, will be speaking to all interested exhibitors on the market

outlook for wooden boats. There win tito be a question/answer period

immediately following the discussion. Further rnformaoon about the

presentation will be mailed laser.

AoVorttnlncj/Publlc RalMlena

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 exhibit-

ing in this year's show. Please lake 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 successful Wooden Boat Show.

Best regards.

Abby Murphy
Show Manager
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Flyers (Original)

On this and the next three pages, two similar "question-and-

answer" motifs are manipulated to produce different but

effective results.

The question marks are

redundant because the

headline and the content

clearly communicate the

Q&A format.

The text and visuals are

crowded-

Answers beginning with

a single, boldface word

(e.g., "Yes!") look as if they

might belong with the

preceding boldface

question.

Z ^fe

Answers to Questions

Frequently Asked About

Tri-Steel Homes

* 1
• O 9

1 • ?'
1. What is the Tri-Steel concept and why Is it different from conventional wood frame construction?

The Tn-Steel concept is based upon the utilization 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 nails and

The superior strength of steel means thai the frame spacing can be on 6-foot and 8-foot centers instead of 16-inch and 24-

inch centers Plus. »c can utilize 9 inches of insulation on the sides and also provide consistent qua! it v , less maintenance, and

much greater strength than is 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 5

days by an Inexperienced crew.

2. How are Tri-Steel homes unique?

Our homes utilize an engineered and computer designed steel .tructural system You can choose from a wide selection of

contemporary slant wall designs which stand out among conventional wooded structures or numerous conventional-looking

straight wall designs ranging from conservatively gabled roof lines to ultra-modem 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

cxlcnor maintenance, and are tremendously flexible in their design in addition to these areas of savings, the) offer the strength

and durability of steel to withstand extreme weather conditions, termites and fire The quality of steel is consistently high. Pre-

engineered framing component ensure your home goes up one way - the right 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 proven?

Absolutely! in terms of the history of home building. Tn-Steel homes are a new and unique concept: however, these homes
have been in use throughout the South for over ten years. Tn-Steel has thousands of structures all across the nation and we are

con*taml> receiving letters from satisfied homeowners attesting to the beauty, strength and energy savings of Tn-Steel

5. Can I put up one of these homes myself and is construction assistance available?

Yes! The home is actually designed to be constructed independently by the buyer No heavy lifting equipment or special

tools are required. The steel beams arc designed to bolt together - A to B. B to C - » ith prepunched holes so you are basically

working with a giant erector set No cutting or welding is required on the job site and complete instructions and drawings arc

included with the package Tn-Steel can provide your choice of construction assistance As part of the assistance available, we
can consult w uh you over the phone, have your shell erected, or provide on-siic supervision on a daily or weekly basis.

6. How much flexibility do I have choosing a home size?

Infinite! A wrtually unlimited vanetv of home sizes are offered from 800 square feet on up. Our homes come in one, two

of three level designs with slam of straighi walls. We have hundreds of plans drawn and available for immediate mailing and

we can also draw custom designs to meet virtually any floor plan or size requirements

7. Can I add to the borne at a later date?

Yes! Additional space may be added in the future at low

cost and relative ease allowing you to enlarge your home cconomicallv m Tri-Steel
Structures
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Question marks and

illustrations have been

omitted to allow larger

type and more white

space.

Numbers in drop-cap style

create further contrast

and visual attention that

attract attention.

Answers now appear in a

different typeface, which

helps distinguish them

from the questions.

The Tri-Steel logo feature

is now larger and more

readable.

Flyers (Makeover)

This informative "magazine style" format uses creative type

treatments to lure the reader into the piece.

The Tri-Steel concept <s based upon the utilization and
supenor 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 mislead of wood and Ports

and fasteners *istead of nails and staples

The supenor strength of steel means that the frame

spacing can be on 6-foo! and 8-foot centers instead of

1 6-inch and 24-«eh centers. Plus, we can utilize 9

inches of insulation on the sides and also provide

consistent qualify, less maintenance, and much greater

strength than is possible with conventional construction.

In addition, this gives you much greater flexibility ms*Je

the home since none of the walls need to be load

bearing Also important, the entire shell can often be
dned-m withm 4 to 5 days by an inexperienced crew.

2. How are Tri-Steel homes unique?

Our homes utifcze an engineered and computer designed

steel structural system. You can choose from a wide

selection of contemporary slant wall designs whtch

stand out among conventional wooded structures or

numerous conventional-looking straight waH des^jns

ranging from conservatively gabled roof lines to ultra-

modem units allowing clerestory window placement

Tn-Sieei homes can cost less to erect and can go up
much faster. They are exceptionally energy efficient,

require almost no extenor maintenance, and are

tremendously flexOte *i their design, in addition to

these areas of savxvgs. they offer me strength and

durability of steel to withstand extreme weather

conditions, termites and fire. The quakty of steel is

consistently rwgh. Pre-engmeered framing components

ensure your home goes up one way - the nght way!

SpeoaJ snow or wind toads are possible with very little

extra cost. The also meet Setsmc 4 earthquake

specifications - the highest rating required.

Have these homes boon tried and proven?

Absolutely* in terms of the history of home building.
~ '- - -.'-..-

.

however, these homes have been in use throughout the

South for over ten years. Tn-Steel has thousands of

structures a acoss "z -= z r and ne an DomCm) .

receiving letters from satisfied homeowners attesting to

the beauty, strength and energy savings of Tn-Steel

structures.

Yes! The home is actually designed to be constructed

independently by the buyer. No heavy lifting equipment

or special teds are required. The steel beams are

designed to Port together - A to B. B to C - with

prepunched holes so you are basically working with a

giant erector set- No cutting or welding is required on
the too site and complete instructions and drawings are

ncluded with the package Tn-Steel can provide your

chc«ce of construction assistance. As part of the

assistance available, we can consult with you over the

phone, have your shell erected, or provide on-site

Supervision on a daily or weekly basis

Infinite! A virtually unlimited variety of home sizes are

offered from 800 square feet on up. Our homes come <n

one, two of three level desxjns with slant of straight

walls. We have hundreds of plans drawn and available

for immediate mailing and we can also draw custom
designs to meet virtually any floor plan or size

requlaments.

7. Can / add to the home at a later date?

Yea! Additional space may be added <n the future at

tow cost and relative ease altowmg you to enlarge your

home economically as your needs and income requires

fj Tri-Steel
Structures
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The company name,

SPORT IT, disappears into

the headline.

Questions set in bold,

uppercase type are hard

to read.

Answers are also difficult

to read because the type

size is too small in

proportion to the line

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?

SI .500

2. IS THERE A ROYALTY OR SERVICE FEE?

There is no royalty fee. however, there is minimal $25.00 service fee to cover the following: monthly

newsletters, 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 during the five year term of the Sport It Dealer

3. ARE THERE ANY OTHER FEES OR CHARGES?

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 to sell your dealership or transfer to a new

location a $100.00 transfer fee is needed to cover the cost of changes and modifications to our records, files, et

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 evaluation committee 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

5. WHAT DO I RECEIVE FOR MY INITIAL INVESTMENT OF $1,500?

The initial SI.500 investment provides you with a business opportunity allowing i

merchandise at very competitive prices which would not be available to you as an independent dealer. The Sport

It Dealership puts you in business immediately You will receive catalogs, price lists, purchase order forms, an

Operations Manual and miscellaneous samples rn your initial box of materials.

6. WHAT IS THE TERM OF THE SPORT IT DEALERSHIP AGREEMENT?

7. MAY I HAVE A PARTNER OR PARTNERS WITH MY SPORT IT DEALERSHIP?

Yes You may hive as many partners is you wish.

8. AJRE THERE ANY TAX ADVANTAGES WITH MY SPORT IT DEALERSHIP?

Their ire many tax advantages available for your home operated business A portion of your real, house payment,

electricity, heat insurance, taxes, et cetera, can be used as deductions In addition, automobile expenses and

depreciation may be deducted according to the percentage that your vehicle is used for business.

9. CAN I FINANCE MY INITIAL INVESTMENT OF $1,500?

The initial 51,500 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 circurnstances, have had

sold their Dealership have done so at a substantial profit.

I sell their Dealership Most Dealers who have
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The company name is

reversed and enlarged for

greater impact and

recognition.

A "friendlier" typeface and

flush-left/ragged-right

alignment have been

used for all text.

A three-column format,

with questions appearing

in the narrow left-hand

column, provides better

organization and more

white space.

Shorter lines set in

narrower columns make
the answers more

readable.

Flyers (Makeover)

A three-column format clearly separates questions and

answers, letting readers pick and choose according to their

specific interests.

Sport It

1. What is the initial

INVESTMENT FOR A SPORT
fT DEALERSHIP?

2. IS THERE A ROYALTY OR
SERVICE FEE?

What qualifications are
needed to become a

sport it oealer?

What do I receive for
MY INmAL INVESTMENT OF

$1,500?

What is the term of the

Sport it dealership

agreement?

may i have a partner

or partners with my
Sport it dealership?

are there any tax

ADVANTAGES WrTH MY
SPORT IT DEALERSHIP?

9. Can I finance my initial

INVESTMENT OF $1,500?

10. Can I sell my Sport it

DEALERSHIP?

The Most Frequently Asked Questions

About a Sport It Dealership

There is no royalty fee, however, there is a minimal $25.00 service fee to cover

the following: monthly newsletters, toll free consultation service and on-going

research for obtaining new suppliers This $25.00 service fee is due the 1 0th of

each month and can not fluctuate during the five term of the Sport I dealer

agreement.

Yes There is a SI 00.00 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 to sell your dealership of transfer to a new location a SI 00.00

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 inquiries per month. From these

inquiries nearly 400 applications are received The evaluation committee

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 initial S ! ,500 investment provides you with a business opportunity

allowing immediate access to brand name merchandise at very competitive

prices which would not be available to you as an independent dealer. The

Sport It dealership puis you in business immediately. You will receive

catalogs, price lists, purchase order forms. Operations Manual and

miscellaneous sample merchandise in you initial box of materials.

Five years.

Yes. You may have as many partners as you wish.

There are many tax advantages available for you home operated business. A
portion of your rem. house payment, electricity, heat insurance, taxes, etc . can

be used as deductions In addition, automobile expenses and depreciation may

be deducted according to the percentage that your vehicle is used for business.

The initial SI .500 investment can be charged to your MasterCard of Visa credit

card enabling you to make monthly payments for your Sport It dealership.

Yes Some Dealer-, due to unforeseen circumstances, have had to sell their

dealership. Most dealers who have sold their Dealership have done so at a

substantial profit
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The copy begins

unceremoniously with

"READ AND SAVE THESE

INSTRUCTIONS.-

The "UL" symbol is an

unnecessary visual

distraction. It is irrelevant

by the time the customer

gets to the instructions.

The code number |T-
1 ).

primarily an internal

document tracking

number, is given too

much prominence. (Such

identifiers should be

placed in small type 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.

Code # T-l

CREST
READ AND SAVE THESE INSTRUCTIONS

These instructions are intended for use with the following
U.L. Listed Crest models.

4500

•04-002 Through 04-498

•04-502 Through 04-698

•Includes only those Models which end in even numbers.

We thank you for selecting one of our products to make your house

a home . He dedicate considerable time to insure that our pro-
ducts provide high quality and the highest level of customer
sat is faction . If , however, problems should arise, please keep
your bill of sale as proof of purchase.
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The heading is now
friendlier and not as

intimidating.

The illustration has been

touched up and

screened, strengthening

its impact.

Series and model

numbers are set closer

together at the upper

tight-hand corner, where

the purchaser can quickly

find them.

The Crest logo is moved
to a bottom corner,

where readers are

accustomed to finding

such information.

A small but complete

table of contents balances

the introductory para-

graph and acts as a quick

reference.

User Manuals (Makeover)

Note how a few modifications have made this document

more inviting and more informative. Ths 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 40-499

TABLE OF CONTENTS:
General Information

Unpacking the Fan

Mounting Options

Hanging the Fan

Electrical Connections

Attaching the Fan Blades

Operating Instructions

Care & Cleaning

Repair & Maintenance

Parts Listings

Specifications 10-1

Order & Sales Information 12-1

We thanfc you for selecting one of our

porducts to mate your house * home.
We dedicate considerable time to insure

that our products provide high quality

and the highest level of customer satisfac-

tion. If, however, problems should arise,

please keep your bill of sale as proof of

purchase. —

CREST
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The wide column of type

is gray and monotonous.

The illustration is buried,

unconnected to the text.

User Manuals (Original)

On the inside pages, formatting changes are in order, to

improve the readability and appeal of the piece.

i GENERAL i

To ensure the success erf the installation, be sote to read the instructions and review
the diagrams throughly belore beginning. Review and follow only the instructions timt
are applicable tor your tan.

All electrical connections must be in 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 electrician.

Make sure that your installation site will not allow rotating Ian blades td come in
contact with any obiecl. A minimum clearance ol 7 feet from the floor to the trai-
ling edge of the blade is required.

ne ceiling tan, make sure that you do not mi« Ian

structure. The outlet bo« and ns support must be aole to support the moving weight
ol the fan (at" least 50 lbs.) The outlet bo* must not tw-«i «- —» i—- n- _-.

supplied with the ceiling outlet bo*.

installation to a concrete ceiling should be performed by a qualified electrician.

Belore beginning, disconnect power by removing fuse or turning oft Circuit breaker.

Alter the tan ,s completely installed, make sure that an connections are secure to
prevent tan from falling.

Do not insert anything into fan blades while ceiling Ian .s operating.

Fan must be turned off and stooped belore reversing Ian direction.

>e important safeguards and insrrncur-ns appr-anng in this manu.il ate not mrani
aJJ possible condicjnn*. and situations that «av nccur. It wus: be unrffrstovd that
sense. c.luLion and cate are farlnra vhich i annot Ne hujr into anv product, these
ust be supplied by the prrsonfs) raring for and operating trie unit.

TOOLS AND MATERIALS REQUIRED
. Philips screw driver

. Blade screw driver

Adjustable wrench
. Step ladder

. Wire cutters

. Wiring supplies as required by
electrical code

( A UTION: Before assembling your ceiling Mn, refer to sections titled MOUNTING OPTIONS
and ELECTRICAL CONNECTIONS. If you feel you do not have electrical wiring wnow-

eMpen^nre. refer to a do-i' -yourself *mng handbook or have your fan instiled
by a bcensed electr.
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Subheads are now set

flush-left (flush-right on

right-hand pages) so

readers can quickly spot

major information

categories.

The illustration has been

moved to the top and

screened to call immedi-

ate attention to required

items.

Horizontal rules have

been thickened to match

the type size of the

headings.

Skillful layout of text and

illustrations allows more

information on each

page.

User Manuals (Makeover)

With text, illustrations and caution notes organized into

appropriate formats, the user instructions are easier to

read and follow.

GENERAL

i . To ensure the success of the install**)", be sure 10 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 electrical connections must be in accordance with local codes,

ordtnances. or National Electrical Code if you are unfamiliar wrth

methods of installing electrical wiring, secure the services of a

qualified electnoan

3 Make sure that your installation srte will not allow routing fan blades

to come in contact with any object A minimum clearance of 7 feet

from the floor to the trailing edge of the Wade >s required

A. K you are installing more than one ceiling fan. make sure that you do

not mii fan blade sets.

5 if the fan will be mounted on a ceiling outlet box, a 4* a 2 1/8* deep

metal octagon outlet box is required. The outlet box must be directly

supported by the building structure The outlet box and its support

must be aMe to support the moving weight of the fan (at least SO lbs

)

The outlet 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 ceiling outlet box.

6 If mourning fan to a joist, the joist must be able to Support the moving

weight of the fan (at least SO lbs.)

7 installation to a concrete ceiling should be performed by a qualified

electr.cian

8 Before beginning, disconnect power by removing fuse or turning off

circuit breaker

9 After the fan rj completely installed, make sure that all connections

are secure to prevent fan from falling,

10 Do not insert anything into fan blades while ceiling fan s Operating

1 1

.

Fan must be turned off and stopped before reversing i*n direction

1 2. This (an is not intended to be supported by single threaded l-Hook

Supports

TOOLS AND
MATERIALS REQUIRED

NOTt: The important Mir euardi a arng"**

*r>r product "m factor* *xa» be naxVwrf by BV ptnonbt faring far and

CAU7IOH Before mmbrf your ctflftg fan refer

Ktm ufarf mcunTinc OPTIONS a

titCTtOCAL CO*VKT»CXVS U you le

rurwboo* or have your fan u

UNPACKING THE FAN

Unpack the fan and check contents: Vou

should receive.

Fan motor assembly

Downrod astemtofy

Canopy
_. Blade set

~ Blade attachment flange

Package til hardware far mounting blades

3 Mounting bracket and hardware

3 Wire nuts far e4ectrical connection

D wooden tassel

Some models have these parrs factory

Houwrrw: flats

sm:tcm mdusiwc
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Three repeating head-

lines waste valuable

space and segment the

ad unnecessarily.

Phone numbers and hotel

information are required

throughout the piece,

creating visual "clutter."

Advertisements (Original)

Repetition can easily lead to confusion. In this page design,

continuity and coherence are sacrificed.

LoveYosemite in summer? It sparkles in the winter

Savor the magnificence

of fesemrte at our special

Vintners ' Hobdays
Indulge your senses in one
of America s most beautiful

places while attending semi-

nars on wine with some of

Cahforruas most prestigious

vintners. Including those

from )ordan Chateau St Jean

Schramsbure. Charles Shaw.
Calera, and Feczer

Stay at either the Ahwahnee
Hotel or losemite Lodge. And

wtne and dme with your favor-

ite winemakers at our gourmet
Vintners' Dinner in the grand
Ahwahnee dining room

Eight sessions of the Vintners'

Houdavs are scheduled Nov 13

through Dec. 17 For more infor-

mation or reservations, call our
Hobday Hothne at (209) 252-2700.

Theresno more refreshing

way to get away from it all

YOSEMITE
VINTNERS HOLIDAYSa

Love Yosemite in summer? It cooks in the winter

Get a taste of ^bserntte at our
speaal Chefs Hoodavs
Attend gourmetcootangdaaaes

led bv famous American chefs

amid Americas famous breath-

taking scenery
Eacn chef will teach a class

featuring rus or her own Ameri-
can regional cooking style

Among those who particrpated

Last January are Ken Frank of

LaToque in Los Angeles. Bradley

Ogden of Campton Place in

San Francisco and Marcel
Desaulmers of The Trellis in

Williamsburg, Virginia

Stay at the Ahwahnee Hotel

ortoseiiute Lodge
And at the end
of your holiday,

enjoy a gala

dinner created

especially by
your chef

Six sessions

of the Chefs
Hobdays an?

scheduled Ian

5-23 For more
LT-^TTTJD-jr or

reservations call

our Hobday Hotline

M (209) 252-2700

Idu rust can't find a tastier

vacation.

©YOSEMITE
CHEFS HOLIDAYS

Love Yosemite in summer? It sings in the winter
With tbsemite as the stage.

you11 have a great seat for our
Musicians Hobdays Enjoy

v*nas from Handel to the present.

V highlights of Bizet's "Carmen

'

~~ ^and Omerosa s "The
Secret Mamage"

"^ ^Or revel m a

Richard Rodgers revue and
a concert performance of

-Vwst Sufc Story

-

This festival will feature rwo
aeajioru on opera and rwo on

by leading c

and directors

Choose your lodging, the

Ahwahnee Hotel or tosemrte

Lodge And enjoy a grand
dinner, followed

byashow

The Musicians Hobdays are

scheduled Ian 26 through
Feb. 6- For more information or

reservations, call our Hobday
Hotline at (209) 252-2700-

And find harmony with

>YOSEMITE
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A single "master headline"

now dominates the page.

The headlines from the

original ad are retained

but used as subheads

within the copy.

The original illustrations

are reduced 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.

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.

L(OVE YOSEMITE
IN SUMMER?

It sings in winter
With Yosemite as a

stage, ourMuAtunl'
Holiday wiH give you
behind4MM

look at today's muaci
theater The resttval

coordinated by
Bracebndge director

Andrea Pulton, will

Broadway musicals.

Among those

scheduled

to appear

Conrad

9am,
use

Daniel Helfgot.

Victonno, and

costume designer

Charles Berunger And
eruoy a grand dinner,

followed by a show
The Mum an*

Hobdays are

ached uled Jan. 24

through Feb 6

And find harmony

It sparkles in winter.

Savor the magnificence

of Yosemjse at our

apeaal Vintners'

Hobdays-

Indulge your I

senses In one of I

*
America' a most

beautiful places

while attending

It cooks in winter.
Get a taste of Yo
at our special Chefs'

Holidays

with

gourmet Vintners'

Dinner m the grand

Ahwahnee dining room
Eight seaasons of the

Vintners' Hobdays are

scheduled Nov 13

through Dec 17

There's no more
refreshing way to get

away from It all.

HOLIDAY HOTLINE

209-252-2700
Accommodation* available at either

Attend gourmet
cooking d asses led by

famous American
Chefs amid America's

famous breathtaJong

Each chef will tea ch

a class featuring his or

her own American
regional cooking style

Among those who
participated last

January are Ken Frank

of La Tooue in Los
Angeles. Bradley

Ogden of Campton
Race in San Fran osco,

and Marcel

Desaumiers of The
Trellis in Williamsburg,

Virginia And at the

end of your hobday,

enjoy a gala dinner

creased especially by

Sax aeaasons of the

Chefs Holidays are

scheduled Jan 5-23

You just can't find s
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The rules in the body

copy fight with the

illustration box and rules

inthenameplate.

Nonproportional type-

faces create uneven

word spacing.

Indention within narrow

columns often causes

awkward blocks ofwhite

space.

Newsletters (Original)

This piece demonstrates how design principles applied

inappropriately can result in a poorly designed document.

TochnoU
Today

LOUISIANA TRANSPORTATION RESEARCH CENTER

V»L » Hi 1 *m*ry BUT

RESEARCH PROFILES

NEW METHOD STUDIED FOR
BRIOQE REPAIRS

On* of eh* aoat co— on forms of damage
to the superstructure of atccl bridge*
results from vehicle impact . This
damage rarely causes a bridge to
collapse, but results In the serious
weakening of the structure as such
damage accumulates. Member replacement
la an expansive repair, and thus a more
economical alternative has been needed.

Beat straightening offers the potential
for quick and effective repairs for bent
• teel member*. LS'_ hat just completed
the flrat phase of a research project on
heat straightening under the sponsorship
of LTKC. The process of heat straight-
ening consists of besting tbs bent
member at spproprlate locations such
that during the cooling process the

unequal shrinkage will Induce thermal
stressss that straighten the member

.

The few experts who currently employ
this technique baae the process on
experience. The research project will
develop a rational methodology for
de t erminlng the type . number end
iocs t ion of heat application point

a

required to straighten damaged members.
The specific objectives of this rssesrch
project srs:

Phase 1 : Analytical and experi-
mental evaluation of heat straigh-
tening techniques in the labora-
tory.

Phase 2 : Field evaluation of

heat straightening techniques and
development of an Interactive
program for automated design of

the repair scheme.

Phase 3 - Documentation and
training sessions for La. DOTD
personnel.

The information obtained in phase one of
this project la available upon request
from LTKC.

HEATING LABORATORY SAMPLE

STUDY UNDERWAY ON
EMBANKMENT FAILURES

An ln-houae study on slope rehabilita-
tion is moving forward la an effort to

find an economical solution to s problem
that has troubled the department for

more than a decade—falling slopes on

man-made embankmenta, particularly along

the Interatate ayatem.

Plvc felled alopea are being rehabili-

tated under the project, using three

different methods: Injection of lists and

lime-fly ash; rebuilding with lime-
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The nameplate has been

completely reworked.

Newsletters (Makeover)

Contrasting typefaces and rules give the piece a contempo-

rary feel appropriate to a technology newsletter.

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

behind the illustration

adds contrast and

balances the nameplate

with the text.

TECHNOLOGY
TODAY

t publicities of lha Louisiana Tranaoortatton Raaaarch Cantar

Summer 1987 Vol. 3, NO. 3 LTRC-

Research Profiles

New Method Studied
for Bridge Repairs

One of the most common forms of

damage to the superstructure of steel

bridges results from vehicle impact

This damage rarelycauses a bridge to

collapse, but results in the serious

weakening of the structure as such

damage accumulates. Member
replacement is an expensive repair,

and thus a more economical alterna-

tive has been needed-

Heat straightening offers the

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 experi-

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

research project are:

Phase 1 : Analytical and

experimental evaluation of heat

straightening techniques in the

laboratory.

Phase 2: Field evaluation of heat

straightening techniques and

development of an interactive

program for automated design of

the repair scheme.

Phase 3: Documentation and

training sessions for La. DOTD
personnel.

The information obtained in phase

one of this project is available upon

request from LTRC.

Study Underway on
Embankment Failures

An in-house study on slope reha-

bilitation is moving forward in an

effort to find an economical solution

to a problem that has troubled the

department for more than a decade

—

failing slopes on man-made embank-

ments, particularly along the Inter-

state system.

Five failed slopes are being reha-

bilitated under the project, using

three different methods: injection of

Ume and lime-fly ash; rebuilding

with lime treated, compacted lifts;

and reinforcement with geogrid.

Construction is essentially complete

on three study slopes on 1-20 district

04 (Monroe), and a fourth slope is

underway on 1-210 in district 07

(Lake Charles). A fifth slope on 1-20

in district 04 is still to be let to
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Headlines "butt" each

other at the top, creating

too much uniformity and

symmetry.

A lack of indention sets

up a uniformity that leads

to boredom when the

readers' eyes aren't

challenged by contrast.

Matching type styles in

headlines and text create

a "gray" look.

Similarly, the lack of

contrast caused by large

square blocks of textand

excessive leading

between paragraphs

causes readers to 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 OCTOBER 1985

WHATEVER HAPPENED TO
COMPUTER AIDED INSTRUCTION
by Kurt Webb

Computer Aided Instruction (CAD had its
sodcqCi in the Bun several years ago and
has since seemed to have faded from the
academic computing scene. However, there
are now indications that a resurgence in
CAI is occurring. This renaissance nay
be due to two factors; (1) The increased
availability of authoring systems on
micros and mainframe computers; and <2)

The increased awareness and utilization
of computing among educators.

An authoring system is a software product
that allow* the educator: (1) to organize
the subject material, to be presented to
the student, in a systematic way; (2) to
Query the student taking the computerized
lessons on their comprehension of the
study material: (3) to review the
material previously presented or continue
on with new material depending on how the
student responded to the queries,- and (4)

to analyze student response to the lesson
as a whole to help determine the next
step in the learning process. Once such
a CAI lesson has been prepared by using
an authoring system, it can be presented
to any number of students with each
student taking the lesson at their

:e and at their own pace.

The Computer Center has recently
purchased two authoring systems for the
IBM PC. These are TENCORE and the
McGraw-Hill Authoring System. These Two
systems do require that the author as
well as students have access to IBM PC
computers. A third authoring.
Instructional Workbench, is available on
the AT&T 385 mainframe computers. These
computers can be accessed from virtually
any terminal on campus.

More on CAO and authoring systems will be
forth coming. In the Meantime, If you
are interested in any of these products

Kurt Webb at Extension 3966.

MICROCOMPUTER JOURNAL FOR
INSTRUCTIONAL USERS
By J.S. Fleming

Collegiate Microcomputer is "a quarterly
journal devoted to all aspects of
microcomputers in the higher education
curricula.' A sample copy received by
the Computer Center included articles
•uch as "The Use of Microcomputers in the
Teaching of Calculus," "An Introductory
Course in System Dynamics,'' "Using
Microcomputers to Store and Evaluate Exam
Items" and "Computer Literacy for
Undergraduate Humanities and Social
Majors.

-

If interested, this journal is published
by Collegiate Microcomputer, Rose-Bulman
Institute of Technology. Terre Haute. IN
48703. Individual subscriptions are
$28.00. A sample copy may be reviewed at
the Computer Center, Engineering 121.

MICROCOMPUTER GRAPHICS
BEGIN TO GROW UP
By Dave Crawford

Do you remember what life was like before
computer graphics?

If you are old enough to be reading this
you probably do, since computer graphics
for popular consumption have been with us
for only a few years. But computer-
generated pictures have become so common
in movies and on television that most of
us no longer marvel at them. We accept
them unthinkingly, as if they had always

We watch science fiction movies in which
vivid alien landscapes have been created
in a computer's emory without using
models of any kind. We are perfectly
accustomed to ausic videos in
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A simple, appealing

nameplate often is the

best way to improve a

newsletter or tabloid

Rules between columns

and in the margins tie the

nameplate to tne text.

Exaggerated indents at

beginnings ofparagraphs

add contrast without the

intricacies of drop caps.

A "rag bottom" format

provides design flexibility

and saves production

time

Newsletters (Makeover)

Creative use of white space, indention and leading helps

make the piece more readable.

rAoM*
B U L L E /T I N
Computer Center / California State University / Northridce Campus / September 1985

What Happened
to Computer Aided

Instruction

Computer Aided In-

struction (CAI) had its moments in

the tun several yean ago and hat

since teemed to have faded from the

academic computing scene. How-

ever, there are now indication* that a

resurgence m CAI is occurring This

renaissance may be due to two fac-

tors; f I ) The increased availability of

authoring systems on micros and

mainframe computers: and (2) The

increased awareness and utilization

of computing among educators

An authoring system

is a software product that allows the

educator ( I ) to organize the subject

material, to be presented to the stu-

dent, in a systematic way: (2) to

query the student taking the comput-

erized lessons on their comprehen-

sion of the study material (3) to re-

view the material previously pre-

sented or continue on with new mate-

rial depending on how the student re-

sponded to the queries, and (4) to

analyze student response to the lesson

as a whole to help determine the next

step in the learning process Once

such a CAI lesson has been prepared

by using an authoring system, it can

be presented to any number of stu-

dents with each student taking the

lesson at their convenience and at

The Computer Center

has recently purchased two authoring

systems for the IBM PC These are

TENCORE and the McGraw-Hill

Authoring System. These Two sys-

tems do require that the author as

well as students have access to IBM
PC computers A third authoring. In-

structional Workbench, is available

on the AT&T 385 mainframe com-

puters These computers can be ac-

cessed from virtually any terminal on

More on CAO and

authoring systems will be forth com-

ing. In the Meantime. If you are in-

terested in any of these products con-

tact Kurt Webb at Extension 3966.

Microcomputer Journal
For Instructional Users

Collegiate Microcom-

puter is "a quarterly journal devoted

to all aspects of microcomputers in

the higher education curricula." 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 System Dynamics."

"Using Microcomputers to Store and

Evaluate Exam Items" and "Com-

puter Literacy for Undergraduate Hu-

manities and Social Majors"

If interested, this jour-

nal is published by Collegiate Micro-

computer. Rose-Hulman Institute of

Technology. Terre Haute. IN 48703.

Individual subscriptions are $28.00

A sample copy may be reviewed at

the Northndge Campus Computer

Center. Engineering 121

what life was like before

graphics1

If you an old enough

to be reading this you probably do.

since computer graphics for popular

consumption have been with us for

only a few years But computer-gen-

erated pictures have become so com-

mon m movies and on television that

most of us no longer marvel at them

.

We accept them unthinkingly, as if

they had always been with us

We watch science fic-

tion movies in which vivid alien

landscapes have been created in a

computer's memory without using

models of any kind We are perfectly

accustomed to music videos in which

computer-generated scenery and

characters leap across the screen in

rapid succession. Even Lynn Benton.

CSU's top computer-graphics expert

admits to being a rut jaded by some

of the current crop of animation clips.
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The nameplate lacks im-

pact: the type size is too

small, and it's set in a

hard-to-read typeface

"Newsletter," set in a dif-

ferent typeface, clashes

with the title.

The four parallel lines next

to an undersized globe

logo clutter the visual. The

arrow icon is isolated

rather than being

integrated into the

nameplate.

The type is too small for

the width.

Reduced hyphenation in

justified text causes

disconcerting gaps

between words.

The photograph "floats"

on the page, and its

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.

I- li«|lit Safety FwimlatfoMi Newsletter

FLIGHT SAFETY FOUNDATION. INC. 5510 Columbia Pike. Arlington. VA 22204 USA

VOL. 27 NO. 1 (10) JANUARY 1986

39th IASS CALL FOR PAPERS

R.IOT SAFETY FOUNDATION Mb iiimO • Call

for Papers to Da presented at tha 39th annual FSF

INTERNATIONAL AI« SAFETY SEMINAR I IASS) to oe

held Oct. 6-9 at the Neatm Beiahora Hotel l>

Vancouver, Bnnw Co liable, Canada.

tneustrv' s requtreaenta. including el rfrMa.
angina end coaponent dasionare and •enufectur-
ara, as Ball aa users of the aircraft, airports,

•upport aquipaant mo tha air traffic control

Tha 39tr> IASS

•IMPROVING SAFETY IN

SYSTEM.

"

;:• c t '."a -Parhapa

ng tha Call for Papers, the FSF

importance,

tsigning, developing,

on S,stea."

BRUCE N. WHITMAN NEW FSF GOVERNOR

Bruce N. Shi taan, ntcutm vice president
of FlightSafaty International, eat elected to

the F$F Board of governors at tha Dae. S Beating
of tha Board's Eiecutive Coaaitlee.

IDitain jeinafl FughtSof at* International
m 1961 m tha title of Aaatttant to the

•Ml naat allh the U.S. National Bu«inr*s
Aircraft Association, ho aas alactad to 'a

poet of vice preii dant and to tha co«pen» ' s board
of director, later in tha MM TMr.

he aa* alactad executive tlaa president tn

1962 and alM iinii aa a aaaeer of tha

FitghtSafetv International Board of Directors

Executive Coaaittee. *^™M
Following graduation froa Trintt) Collage

<nl96S, Vhitaanaaa coeaii aeioneO a lieutenant in 5*

tha U.S. Air Force andearnad th« (ripn rittngo' fcrc, Raserve
pilot, navigator and boabardior anile ssr.ing

•<th tha Strategic Air Coaaend. H. re hi a

fen , Conn..
After active Outv, ha attendee George car e tha Boa

aahmgton university Lea School m Washington, EU
O.C., flea as a captem S 1 th East Coast Flying
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The title gams character

and impact set in a large.

"safe" sans-serif type with

tightly spaced letters.

A narrow, screened

vertical column gives

balance to the page and

provides space for the

logo, date, issue and

contents listing.

The reversed type in the

screened area adds

balance and interest to

the page design

Column widths have

been reduced, and text

size increased, allowing

for a more comfortable

relationship between type

size and line length

A frame helps anchor the

photo and relate it to the

text, a small aviation icon

reversed out of a bullet

enhances the boldface

Newsletters (Makeover)

A vertical screen, rearranged elements and varied type sizes

provide pleasing contrast and spotlight the name of the

sponsoring organization.

January 1990

la this Iurae

Flight Safety
Foundation *
N W t t

Bruce N. Whitman
New FSF Governor

Bruce N. Whitman, executive '/ice president

of FlightSafery International, was elected to the

FSF Board of Governors at the Dec. 5 meeting of

the Board'". Executive Committee

Whitman joined FlightSafery International

n 1961 with the tttle of Assistant to the Presi-

dent after two yean at senior executive assiv

tant with the VS. National Business Aircraft

Association. He was elected to the post of vice

president and to the company-, board of direc-

tors later in the same year.

He was elected executive vice president in

1962 and also serves as a member of the

mgfilSakTf International Board of Directors

Executive Committee

Following graduation from Trinity College

MOxm was commissioned a lieu-

tenant in th* i- -V Air force and earned the

mole rating of pilot, navigator and bombardier
white serving with the Strategic Air Command.

After active duty, he attended George Wash-
ington L nrverury Law School in Washington,

DC. flew as a captain with fast Coast Frying

Service and was a flight instructor in the US Air

Force Reserve-

He and his wife and three sons live in

Greenwich. Conn., where he is The Commo-
dore and a member of the board of directors of
the Belle Haven Club.

39th International
Air Safety Seminar:
Call for Papers

Flight Safety Foundation has issued a Call

for Papers to be presented at the Wth annual

PSf International Air Safety Seminar riASS) to

be held Oct 6-9 at the Westin Bayshore Hotel

in Vancouver. British Columbia, Canada.

The J9lh International Air Safety Seminar
will be devoted to the theme of

Safety in m rKonpn% A viatiom Syitem.

In announcing the Call for Papers, the FSf

noted that the term, "Aviation System," en-

compasses all aspects of the aviation industry's

requirements, including airframe, engine and
component designers and manufacturers, as

well as users of the aircraft, airports, support

ufutpmtttt and the air traffic control system.

* Perhapsofmost importance,* the announce-
ment said, ~r* the effective utilization of the

skills, knowledge and tudfjtment of the people

involved in designing, developing, producing.

operating, maintaining and regulating this

complex 'Aviation System '

*

It also noted that, with the cur rently chang-
ing environmentwnd concepts in all segments

O la* Mil can *v*pw* «*»• 2
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Again, the text is not easy

to read because of the

small type setjustified

with almost no hyphen-

ation. The unnaturally

wide space between the

two columns creates a

distracting "landing strip."

Indention for paragraphs

and listed information is

too deep for the type size

used.

Headlines "whisper"

because they don't

contrastenough with text.

Headlines and subheads

aren't linked with their

appropriate spacing

above and below.

Newsletters (Original)

Failure to organize white space and prioritize copy results in

a smorgasbord effect.

::-:
r-g- ; lag »-. -

- • t.t- z-ts-.t- changes
e. -_-t aarVMM -,:..*:

"I'll experience cringing roles and resflonaibU-
Itlaa for Mitn; the Aviation Systaa function
ith grMic- iff icianej end uproiM aergirs or

safety.

-

DISCUSSION AREAS

The Baal Mr all I consider • d«eS. CC«Bti
a aeihcot for ncrneing fa levels of safety

eluding :• potential lapact of Currant and

Airaay Traffii

Airports

;.;:;- 5l . a

niaaan in the **- ••=-!-«

II be ccnaioared at *.-•

a Training

The foundation encourages parsons froa all
scgpents of the eniation industry, vcridaide, to

snare we- hnoaieOge one aipanancas in tnasa

areas through ectue participation in the 39tn
IASS.

MARC- 15 DEADLINE

: eaters s- -; to present papar*

co pc sac tine and we navels a' bbji
and organization By March 15 to:

FLIGHT SAFETY FOUNDATION
Attn: L. Homer Moudcn
vice President-Tea-- ;t HYMN
551C COLuafS Pj hi

ma, M 2220A-31 9A usa
Tele>: 9D1176 f$f InC A£TN

PLANS DRAFTED FOR FUTURE IASS. CASS SESSIONS

Qataued pia«ni ng aes conducted during the

Noiaaber 36th ennval F& INTERNATIONAL AIP

SAFETY SEMINAR I IASS i mBoaton, Mass. . for »a
1966. 1987 and -968 1 ntar-national tea -4't and

the Foundation 'a 1966 and 19B7 CORPORATE
AVIATION SAFETY SEMINARS (CASS).

1966, at the satm Bey snore iota. U Vancouver.
British CoiuMbte, aith the thaae if 'IMPROVING
SAF£T- DJ A OAMEINE AVIATION SVSTBt;- the «th
*---• aaannar to be naid tr leteOctoear of 1987

m Tokyo. Japan, and the 41st IASS to be held Oct.

4-7, 1866. m Sydray. Austrei'e.

FelLoamg the IAC aaating, FSF Prasioant
Jotin n. Enoars and Foundation Aoatni atrati* a

Officer and Treasurer LuCiana P. Fran oiSCwsaad
detailed ;.»--*; for the Sydney aaainer eith

Robert H. Nsyior, pf Ansett Alrlinea. and Capt.

Of Qantae Airaay*. roereaanting

IASS hoat. the Australasian Airline

-•nwEtmaZ Adffi*crru

r a»t in Bo*Um inw tfca 3£tk IASS
i« cloae "or /ktvre Foundation Inttr-

F5F NBrSLETTEP. JANUAR y 1 98E

j saae day. the P$F Corporate

t CCACi ravieaad pie^t ' = - -.-.

CORPORATE AVIATION SAFETY SEMINAR to

14-16. 1986. at the Oar,

MtaiU>3lSt CASS Co-Chairaan Robert Gray, chief

pilot pf Procter reS»c>c Co., to dtecuae final

planning for that aaMinar, ariose tneaa •>.. Be

-SAFETY IM OUR ENVIRONMENT.-
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Larger headlines in the

text typeface attract

attention, while sans-serif

subheads provide com-

fortable contrast.

Shallower indents and

lighter spacing of list items

remove excessive white

space.

Airplane symbols used as

bullets reinforce the

aviation theme.

Important mailing address

information, now set in

boldface type, is easily

located.

Publication information is

relegated to the bottom

of the page.

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

the photograph's caption.

O Mwnbm ofOw FSF Msr-
nstional Mvtoorr C«tmtttM
mst (n Boston divine th* 3»th

IASS to diKuu plans for V
lurs Foundation tmsmattonsl

Plans Drafted for

Future IASS,

CASS Sessions
Detailed planning was conducted during

the November 38th annual FSF International

Air Safety Seminar (IASS) in Boston, Mass.. for

the 1986, 1987 and 1988 international semi-

nars and the Foundation's 1986 and 1987
Corporate Aviation Safety Seminars (CASS).

During a meeting on Nov 4. the FSF Interna-

tional Advisory Committee (lACl completed

SMS

plans for the 1986 IASS to be held Oct. 6-9. 1986.

at the Westin Bayshore Hotel in Vancouver,

British Columbia, with the theme of "Improving

Safety in a Changing Aviation System"; the

40th annual seminar to be held in lateOctoberof

1987 in Tokyo, Japan; and the 41st IASS to be

held Oct. 4-7, 1988, in Sydney, Australia.

Following the IAC meeting, FSF PresidentJohn
H Fnders 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 41st 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-

cided upon the St. Francis Hotel in San Francisco,

Calif., as the site for the 32nd CASS in the spring

of 1987

At the conclusion of the session, Mrs. Frost

met with 31st CASS Co-Chairman Robert Gray,

chief pilot of Procter and Gamble Co., to discuss

final planning for that seminar, whose theme
will be "Safety in Our Environment."

IASS Call for Papers
Continued from page 1

ofaviation and the even greater changesantici-

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."

rhe seminar will consider ideas, concepts

and methods for increasing the levels of safety

in a changing aviation-system environment,

including the potential impact of current and
future technological developments in such areas

as:

+ Power plants

+ Structures

+ Performance

+ Communications
* Navigation

+ Airway traffic control

+ Airports

+ Support equipment

The role of the human in the man/machine
environment also will be considered at the semi-

nar, including its impact upon:

+ Safety management

+ Human factors

+ Communications

The Foundation encourages persons fiom all

segments of the aviation industry, worldwide, to

share their knowledge and experiences in these

areas through active participation in the 39th

IASS.

Msrch 15 Dssdlr*

Authors/speakers wishing to present papers at

the seminar should submit an abstract, proposed

title and the namets) of the authorts) and organi-

zation by March IS to:

FUOHT SAFETY FOUNDATION
Attn: L. Honw Moods*
Vies Prssidsnt Tschnlcsi AfWnt
5510 Columbia PtkS

Arlington, VA 22204-31*4 USA
Msl 901176 FSF INC AOIN
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Heavy horizontal rules

separating articles in the

second and third columns

compete with the name-

plate, headlines, drop

caps and article lead-ins.

In the nameplate, the

type for the words "The

Executive" is too flamboy-

ant for a corporate image.

Underlining the "Shirt-

sleeve Seminar March 7"

kicker makes it difficult

to read.

Default line spacing for

Turning Your Ideas."

wastes vertical space. The

dollar sign is too cute—

again, inappropriate for

executives.

The boxes at the ends of

articles are overly

prominent.

The box around the

dinner meeting an-

nouncement separates

it from the article it

relates to.

Newsletters (Original)

The original Executive presents a confusing mixture of

typefaces and graphic elements, all vying for the reader's

immediate attention.

"How To Get A Watermelon From A Seed"
1\irningYour Ideas

Into Millions— An
Eight-Step Process

otanC Bowk, rw<i»t director of

PIUS Bams. lac.. hva^W
aad a meaba of the Na-

uonal Spoken Assocunoa. will be the

guest speakerm the Monday. Mam* 7. 1988

Banc bat awed at the national sales

cludmg Bel) A Howell. Bnaarwtck. OAF.
and Svlvanu.

Bomt i presentation tsenuued "Ho* To

Get A Watermelon From A Seed— Tuning

Your Ideas Into Millions, An EajbvSiep

Process. " He will address sac ways to dan-
ad your creative energy n regards to your

The PLUS Business Strategy identifies

ore ana 1 17 areas ofp—— —-—f~<

sties and bow these can be aaaty-rrd at *

check an for grzma busmess performance

With Bout's rysaan, you *dl ax bow id

Dinner Meeting
Date Monday. March 7. 1988

Time Cocktails 6 pm
Damer 7 )5 pm

Pace: Loaf Beach Aapon Mamon
4700 Aapon Pnm Drr*e

Cost MensbersSlSGuestsS25

create and develop yourown puns lomi you

in abetter imdersundtng of (he marketing

tasks and field selling aiategies ahead of

yea.

Bout's style of presenuuon. and the in-

Tae meetmg at *e Long Beach Aapon
Mamoo began with no-bos corkiaih at 6

pjn_, wmhdtaner served at 7 15 p^L Q

Thank You For Prizes

Special dunk you lo the Ranada Reaan-

sance Hotel. Long Beach Airport Mamoo.
and the SME Board of Directors far premd-

*!g pnzes for the February 1 dinnermeetmg

If your firm would Uke lo donate pnzes

for Oar moaahly raffle dnwmgs. please call

lohn Craig a 213^88-1239 O

Koben C i

Externa** Direcmr

FLIS Aajiara. far

Shirtsleeve Seminar March 7

Money Management And Tax Planning

Oar firs,

wdlbe

first SHIRTSLEEVE SEMINAR
e held Monday March 7. prmrto

eVy darner meetmg. -Money Man-

t aad Tax Planning" will be prc-

Tae aaanlu n runs from 4 45 to 6

paund is free id members There ts*S20

The DeZerapka's will emphasize reore-

raem, las and estate plans, protecuoo and

make reservations m advance by caflmg

2I3V°«8-1239.

This will be one of se

the year for discussion and rnpul on issues of

smnsleevers. led by reiogaued espers

(heir fields, wil provide Hdormauoa thai

member benefit. O

ANEW
..r Wnrn A* * **w SME «*«*»". 7°* ncetre a "free" table

Wlt,yiBt.K services to be used at the run dinner meeting foiiowing yomr

BENEFIT!
appro valfor membership.
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The subtitle emerges clear

and strong. The four-

column format, with

headlines set in the left-

hand column, opens up

the layout and lets

readers skim the titles.

Using fewer typefaces

and type sizes contributes

to consistency.

The Dinner Meeting

information is now
properly seen as part of

the article.

The caption is now more

informative and relates

the photograph to the

adjacent article.

Thick horizontal bars

extending from the thin

rules between articles

help define the left-hand

column. They also

strengthen the headlines

Newsletters (Makeover)

The nameplate's condensed typeface and superimposed

triangle now appropriately express the "positive vision"

focus of the newsletter.

SALES A\D MARKETING EXECUTIVES

1988 A POSITIVE VISION TOWARDS ACCOMPLISHMENT

How to

Get a

Watermelon

from a Seed

Robert C. Boint, executive

director of PLUS Business. Inc..

in Huntington Beach, and a

member of the National Speak-

ers Association . wi 1 1 be the guest

speaker at the Monday. March
7, 1988dlnner/meetlng of Sales

& Marketing

Botnt has served as the na-

tional sales leader for several

ma|or corporations. Including

Bell k Howell. Brunswick.

G.A.F and Sylvama.

Boint's presentation is en-

titled: *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

your creative energy in regards

to your company's products or

service to penetrate competi-

tive markets and increase sales

The PLUS Business Strategy

identifies more than 1 1 7 areas

of poienna l increased sales and
how these can be analyzed as a

check list lor greater business

performance With Bolni's

system, you will see how to

create and develop your own
plans to aid you in a better

understanding of the market-

ing tasks and field selling strate-

gics ahead of you.

Boint's style of presentation,

and the information made
available, will make this a din-

ner meeting you don't want to

The meeting at the Long
Beach Airport Mamott begins

with no-host cocktails at 6p.m..

with dinner served at 7: IS p.m.

Dinner Meeting

Place Long Beach

4700 Airport

Plaza Dr.ve

Money

Management

and Tax Planning

Shirtsleeve Seminar

March 7

Our first shirtsleeve semi-

narwill be held Monday. March

7. prior toour monthly dinner

meeting "Money Management
and Tax Planning* will be pre-

sented by Max and Linda

DeZemplen of Preferred Finan-

cial Advisory Corporation.

The shinsleever runs from

4:45 to 6 p.m. and Is free to

members. There Is a $20 cost to

non-members and guests.

The DeZemptens will em-

phasize retirement, tax and

estate plans, protection an

gies Please make reservatior

in advance by calling 21*

988-1239

This will be one ol seven

forums during the year (or di:

russion and input on Issues t

These shirt-sleevers. led b

recognized experts In the:

fields, will provide infbrmauo

that can be put to immediat

use ... another member bench

Upcoming Meetings

Award*- a*/**-**



2k0 Looking Good in Print

The map of Louisiana is

too complex, it detracts

from the message.

The outdated typeface

doesn't effectively

communicate "tech-

nology"

An upbeat typeface,

contrasted with the bold

sans-serif "Today." creates

a high-tech flavor.

Hairline rules are used

sparingly but effectively to

link headlines with

publication information

and logo.

Nameplates

The four illustrations on this spread show how nameplates

can be reworked to set the proper tone for a newsletter's

content.

(Original)

Technology
Today

LOUISIANA TRANSPORTATION RESEARCH CENTER

Vol. 3 Wo- 1 *5gl r** T

RESEARCH PROFILES

NEW METHOD STUDIED FOR
BRIDGE REPAIRS

One of the mos
to the superstr
results fro*
damage rarely

forms of damage
t steel bnoges
lapact . This

Phase 3 : bocumentat lo

training sessions for

The information obtained In phase one
this project is available upon requ
from LTRC.

(Makeover)

TECHNOLOGY
TODAY

A. aumrtmrly publication of ttw> Louisiana Transportation Rassarch C*M«r

Summer 1087 Vol. 3, No. 3 .ITftC-

Research Profiles

New Method Studied
for Bridge Repairs

One of the most common forms of

damage to the superstructure of steel

bridges results from vehicle impact

program for automated design of

the repair scheme.

Phase 3: Documentation and

training sessions for La. DOTD
personnel.

The information obtained in phase

one of this project is available upon

to a problem that has troubled the

department for more than a decade

—

failing slopes on man-made embank-

ments, particularly along the Inter-

state system.

Five failed slopes are being reha-

bilitated under the project, using

three different methods: injection of
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Excessively heavy type set

against thin horizontal

lines is distracting.

The subhead is far too

large and contributes little

to the message.

Simple nameplates are

best, slender, condensed,

lowercase type creates

valuable white space,

punctuated by a thick rule

above and thin rule

below the name.

The subhead has been

eliminated and replaced

by the less obtrusive

"Restaurant Technology"

slugline.

Nameplates

Creating a good nameplate is often the best way to improve

the look of a newsletter or tabloid.

(Original)

Restauraru Technology, Inc.

trends * views • insights

(Makeover)

techtalk
A publication ofRestaurant 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 in vain.

July 1987

plan, the bancs of your business

have not changed. After all,

that's why we're returning to

them . . . they're the foundation

on which (he business was built.



2^2 Looking Good in Print

Because busy managers

have often a short time to

read a lot of material, a

page full of typewritten

copy can be very

unappealing.

Although critical to the

report, long blocks of

supporting evidence tend

to discourage 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.

Che average lace riser, this produce will revolutionize ale or her sleeping habits

CTJRRBNT SNOOZE ALARM SALES

As stated previously, we believe that a high number of present uaers of snooze ala
technology will want to own TardiSnoox. Current sales of snooze alarms have never
been higher, as the figures below show:

YEAR $ UBTITS SOLO $ RETAIL

1965 1.000 $ 12.000
1970 65,000 430.000
1975 220.000 2.800.000
1990 673.000 5,900,000
1985 1.220.000 11.760.000

A corresponding trend of employee tardineaa has become evident, particularly in the
last ten years. In fact, sceie researchers believe that snoots alarms have indeed
played a large part in causing employee tardiness. According to Real Life
Information in Palo Alto, California, "Snooze alarm technology is largely responsible
for the dramatic rise in employee tardiness and late calls, further, the
admonishment thrust upon the average employee, compounded by the guilt, feelings of
inadequacy and conae<Tuent resentment, creates an unresolved authority- figure
conflict , resulting in sharply decreased productivity.... One solution to this

problem is a mechanism whereby the employee can at least call in late with a feeling
of efficiency and accomplishment, instead of languishing in a commuter- frustrated

_oa his or her way to work."

could make
Clearly, the above findings indicate the need for added features to snooz
technology- This, coupled with the fall in wholesale modem chip prices,

TardiSnoox our sale item of the decade.

PROJECTED TARBISKOOZ SALES

Based on a 1,000-piece consumer survey mailed last month (see attached data), we

found consumers receptive, and indeed eager, to pay the slightly higher price that
TardiSnooze would command. Below are projected sales figures, based on out survey:

PROJECTED TARDISNOOX SALES

YZAA '-"SITS

PROJECTED $ RETAIL

1990 34.000 $ 430.000
1991 81.000 970.000
1992 239.000 IBreak-

eve-
2,400.000

1993 310.000 3.700.000
1994 228,000 iReceai ion 2.200,000

Projected:

1995 426.000 4.450.000

when you ewemi ne 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 plana to Implement our new
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Charts and diagrams

present information in

easy-to-understand.

interesting forms.

Diagonal lines in the bar

chart add needed

contrast to the page.

Research information is

broken into several

paragraphs and indented

left and right for addi-

tional emphasis.

Business Reports (Makeover)

Even the most basic layout software allows you to substitute

interesting, informative charts, diagrams and other visuals

for text-based data.

the average late riser, this product will revolutionize his or her sleeping habits.

Current Snooze Alarm Sales

As slated previously, we believe that a high number of present users of snooze alarm 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

SI 0.000

$5,000

$1,000

1965 1970 1975 1980 1965

A corresponding trend of employee tardiness has become evident, particularly in the last ten years. In fact, some
researchers believe that snooze alarms indeed played a large part in causing employee tardiness. According to Real

Life Information in Palo Alto, California,

"Snooze alarm technology Is largely responsible for the dramatic rise in employee tardiness and late

calls. Further, the admonishment thrust upon the average by the guilt, feelings of inadequacy and
consequent resentment, creates an unresolved authority figure conflict resulting in sharply decreased

productivity One solution to this problem is a mechanism whereby the employee can at least call in late

with feeling of efficiency and accomplishment, instead of languishing in commuter frustrated dissonance

on his or her way to work.

"Clearly, the above findings indicate the need for added features to snooze technology. This, coupled with the

fall in wholesale modem chip prices, could make TardiSnooz our sale item of the

decade.

Based on a 1000- piece consumer survey mailed last month (see attached data), we found consumers receptive,

and indeed eager to 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 lo do is add a $.93 modem chip lo our present

alarms, the conclusion is inescapable to all but the most ardent cntics that our company should move forward with



2fyty Looking Good in Print

A three-dimensional

effect enhances a

basic line chart.

Illustrations within a

presentation graphic can

add humor and further

identify the content.

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.

1965

Snooze Alarm Sales 1965 - 1985 (0005)

$10,000

$7,500

$5,000

$2,500

Snooze Alarm Sales 1965— 1985 (000'S)

z
z
z

$10,000

$7,500

$5,000

$2,500

$1,000

^^ lHk .^

o

1965 1970 1975 1980 19B5
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Rules, screens and drop

shadows can make a

simple bar chart more

compelling.

Images that relate to the

subject matter can form a

chart or diagram's most

important visual.

Charts & Diagrams

You can use your layout software to make revisions and

embellishments to charts and diagrams.

Snooze Alarm Sales 1965 - 1985 (000s)

$10,000

$7,500

$5,000

$2,500

1965 1970 1975 1980 1985

Snooze Alarm Sales 1965 - 1 985 (ooos)

/0M ML \
$10,000 y
$7,500"

$5,000'

$2,500'

$1,000"^"^
1965 1970 197S 1980 1985

L_y h_j
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The combination of small,

light type and wide

columns reduces

readability.

Distracting white space is

created by the wide gap

between columns of

unhyphenated text set in

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 at the bottom of

the page.

The charts are hard to

understand without

legends or unit labels

Lack of ajumpline at the

end of the second

column leaves the reader

suspended in

midsentence with no

direction for continuation

of the text.

Business Reports (Original)

A conservative image does not dictate visual uniformity.

McKenzie Management, Inc.
MARKET LETTER

VOLUME 2 -NUMBER 17 AUGUST 20. 1986

z

QOLOMUX DOLLARS

iX

WRA T> WATCH NOCATOH

2*
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J \ "**- //V/Vy^v^--- ~^A S^*\- 'llf"\-^ ^/

isrw*U44i
Gold broke out of its long term trading range on

August 8th It achieved the $380 objective and then

some before settling down this week in the 370s Oi
started moving higher earlier thai week tn response to

the OPEC production cut agreement

However, the most common reason cited for the

action in gold was the prospective sanctions against

South Atnca by Western governments. Since that's not

exactly a new item on the investment scene. I suspect

that the balance between buying and selling over the

past sot months, which had resulted in a narrow trading

range, had shifted to a position of net buying In other

words, technically, the gold market was ready to break

out

U.S. investors are naturally concerned w*h the price

of gold m dollars. For a major bull market to evolve m
gold, however, K is equally important for the price of the

metal to be in uptrends in other major currencies

As evidenced in the charts below, gold remains in

long-term downtrends both in D-marks and yen It does
appear to be bottoming out against the West German
currency and. on Its recent strength, the current price

rose above the 30-week moving average

Japan has bought 220 tons of gold since the

beginning of the year Much of that buying was done in

order to mint a new coin celebrating Emperor Hirohito's

60 years regn

Business Week in its August 2Sth issue reported that

Zurich's Bank Julus Sir & Co shifted 5% of lis clients

portfolios into gold And also noted thai Middle Eastern

cherts are flocking back

Overall, sentiment regarding gold seems rather

passive. There was some increase in public buying of

gold-oriented mutual funds immediately after the move.

but interest quickly subsided This lack of enthusiasm

tends to strengthen the technical outlook lor the pnce of

gold It suggests that the uptrend will have io be further

along before attracting a surge of buying interest

The rise in gold prices had a big impact on the

Inflation Watch Indicator. The indicator is a ratio of gold to

Treasury bonds. The middle 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 n JAPANESE YEN
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The most importantword

inthenameplate.

"McKenzie," projects more

strength and character

when set in 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 from the

headlines into the articles

Charts are placed in a

"contrast" column,

defined at the top by the

issue date Shading makes

the charts' trend lines

easy to follow.

Business Reports (Makeover)

Four narrower columns and smaller, heavier type increase

information density and readability.

McKenzie
M M

••M/U.S Dolor,

••UAxxrex TV

&^^^^m had thihrii loa position of net new coin ceieb rating Emperor

^BBfa#JB#j#BaJ-BBBB1 buvmg. In other Bank, leeh- Hirohito*. 60-year mpi
nir-allv. the fold market wit fltutneii Beet in it- Au-

read* to break out gu.l 25th issue reported that

f*-.W broke out of it* Ion*

\a7term trading range on

IS .ntMior. are natu- Zurich. Bank Jul.u. Bar A
ral^ concerned with the price Co. .hifted ">"- of it* Iimi.

Augu*l 8lh Ir achieved the of cold m d olla r. . For • major portfolio, into pold. And aUo

$380 objective and then »ome bull market to evolve in gold. noted that Middle Ea.Iem

before «H lime .1..*. n t hi. week however, it i» equally impor- clienU are nocking bark

m the 370.. Oil .i.n^ no* lanl for the price of the metal Overall, .entiment re-

ing higher earlier that -ret in to be in uptrend, in other garding gold -em. rather

rropoAv to the OPEC pro- major currewriea. paa.ivc There wa. miw in-

duction rut agreement A. evidenced i n the rharu

.

crease in public buying of

However, the mo.) com- gold-onenled mutual fund.

mon rri-to cited for the ac- downtrend, both in D-mark. immediately after the move.

tion in gold *n the prospec- and yen. It doe* appear to be but ini<-re.i quickly t unaided

.

tive .anction* against >-.ulh bottoming out again. t the Thii lack ofenthusiasm lend*

Africa by WoWl po.rm- Waal German currenev and. to itrengihen the technical

nvnl. Vnr- thai • not ex- on it* recent atrrngth. the cur- outlook for the pnee of gold

Kfjj mm Kenton thcinvr*!- rent price rose above the 30- It .ugge.t. that the uptrend

nvnl acene. 1 luspecl thai the wrek nvoving average will have to be further along

balance between !.u* \nt and Japan ha. bought 220 ton. before attracting a .urge of

.elling over the p.M .i« of gold *inee the beginning of buying interest.

month*, which had mulled ibe^ear Much of that buying

in a urrw trading range. wa. done is order to mint a

••M/U S Teaowry fee* Watch Indicator. The indica-

tor U a rati., of gold to Treas-

ury bond*. The charl to the

left .how* that gold had been

outperforming bond, .ince

late April of thi* year The in-

uptrend indicating a ahift in

investor cxpertauon. from de-

flation to inflation.

Or,.,-

doaa tie. I

of gold I. nfl.N

•ibililv given the .Ingguh

L.S. eronoray and the per.u-

lent trade and budget defi-

cit., may be a Right from the

dollar. Gold may be in de-

mand because the dollar u

not. Th* Japanese, among

awa.h in dollar* and they

have to invest in *o«*ething.

Perhap* we ihould turn the

Inflation Watch Indicator up-

.ide down and caU it -Inter-

eat in the Dollar
-—a ri*ing

trend would indicate a favor-

able outlook for the dollar, a

declining trend would be ad-

Thr other «ide of the equa-

tion i. the bond market, ll

hat remained near it* high in

anticipation of another dia-

eounl rale rut bv the Federal

Reserve Board If the Cen-

tral Bank, ofJapan and We.t

German* go along with the

bond market would probabl)

go to new high* brinpng long-

term rate* lower If the for-

eign bank, mi* t itimulating

their economy., the IS



2k9 Looking Good in Print

The wide gutter collides

with the "Buy Recommen-

dations" box.

Headlines and subheads

float, without clear linkage

to the text they introduce.

The chart, expanded to

match the column width,

seems unnaturally large.

In the box, continuity is

inhibited by column

heads of undifferentiated

weight and size.

Business Reports (Original)

Inconsistent spacing, sizing and organization create barriers

to continuity.

Or is it
7 Conventional wisdom ties investor

preference of gold to an inflationary environment. But

another possibility given the sluggish u S. economy
and the persistent trade and budget deficits, may be a

flight from the dollar Gold may be m demand because
the dollar is not. The Japanese, among other foreign

investors, are awash in dollars and they have to invest in

something Perhaps we should turn the Inflation Watch
Indicator upside down and call II "Interest in the Dollar •- a

rising trend would indicate a favorable outlook for the

dollar, 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. II the

Central Banks of Japan and West Germany go along wth
the prospective US. cut. the bond market would

probably go to new highs bringing long-term rates tower

If the foreign banks reset stimulating their economies,

the US bond market would probably sen oft

Money and interest Rate*

Snort term rates continue lo ease to new lows m
anticipation of a cut In the discount rate. The bond
market remains near Us high, i.e long term rates are at

the r lowest levels in years. The indicator remains butsh

1 DAV ADVANCE DECLINE LINE

3000
|

2000

1000

-1000

/\ 1r^\ !

f \^. is,.-, /^ r^-^i
\t

6/1« 7/3 7/1* VI .V15

The Stock Market

Prices

Prices cnproved on a broad front during the past two

weeks. The Utility Average went to a new high reflecting

lower interest rales Short term price trends have

reversed lo the upside

Volume

Volume has picked up slightly This level of activity Is

laaty typical of August. Volume remains neutral

The breadth indicators have swung into ine wth the

Averages The set of indicators has been upgraded
from negative to positive.

The sentiment indicators reman neutral

A successful test ol the sefcng wave n rrad-Juiy rid take

place in early August In the previous issue. I suggested

that it might be happening, but that I was too early to

confirm It. The 10-Day Advance Oecane Line above

clearly shows 9^t the greater selling pressure occurred

in July even though the DJIA hi bottom on August 4th

(the closing tow was on Friday. August 1st) Momentum
e upgraded lo poslrve

Summary of Stock Market indicators

The indicators have al Unproved during the past two

weeks The selling pressure of July has dearly

subsided We appear to be m a normal August

environment of tow vokjme Post Labor Day actlvty w*
provide us with a better due as lo the potential power ol

this move.

Investment Strategy

Retain 12%-i5% in cash reserves Gold Mining and

International Oils are among the best performing issues

ontheraly

Buy Recommendations

Industry Company Symbol Exchange Recant Buyng OetttPnce SellPnce

Price Range Recomended Cheat Below

Computer* Evans t Sutherland ESCC OTC 222 21-23 Mai 22.0 19

Drugs Johnson & Johnson Ml NYSE 70.8 Hold i 2-85 36.0 62

Merck MRK ne 47.0 96
Mining Echo Bay M-nes Lid ECO AUEX 185 17-20 723-ee 15.5 14

Oi Matt MOB NYSE 34.5 31-34 7-23-86 31 29

Wood Products Scon Pap* SPP 5"-:. Hold 1-2-BS 340 52
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Reversed headlines, the

prominent bar across the

topoftheboxand

generous white space

around the charts add

color, contrast and

organizational value to

the page.

A "drop" of white space

at the top of the page

framing the logo rein-

forces the publication's

corporate identity.

Redistribution ofwhite

space above and below

subheads and the

addition of underline rules

clearly relate each

subhead to its text.

"Buy Recommendations"

are now easier to read,

with increased vertical

spacing and added

contrast between column

heads and text.

Business Reports (Makeover)

An illusion of spaciousness is created without sacrificing

any information.

McKenzie

aW
M Seje/Adtonce Dxine l»»

Sentiment

Theseni

age went to a nm high rrfleri-

lerm price trend, have re-

versed to the up»i<if

•light!? . Thi- bevel of acl.vily

isfairly typical of August. \ol-

Brcadth

The breadth indicator.

ITC .» une into line . ith the

itj('«. This ti of in<ii< s-

ipgraded from

negatii

Money and Interest Rales

Short term rales continue

palionof a rut in the discount

rate The hond market re-

main, near lU high; i.e. long

Ithe,

level..

lafnJ i 0. |he

»el)ine »•>' in mid-July did

lake pUre in early \upjn. In

the previous i»»ue . I .ugge.| ni

[hat it might be happening,

but that it wu loo early to
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vanre Derline Line above

rlearly show* that the greater

selling pressure occurred in

July even though the 1>J I A h.l

bottom un August 4th (the

ebn« •«• «» « F"-1 -'

Augu.l 1.11 Momeni

upgraded to positive.

Friday.

Long Term: Bullch

Intermediate Term: Bullish

The indicator, have all

improved during the past two

week*. The selling pressure

of July ha* clearly subsided.

-!•!" "
of lot.August cat

volume Post Labor Day ac-

tivity trill provide us with a

better clue a* to the potential

Retain 12'VIS'* in rash reserves. Cold Mining and Intei

lional Oil* are among the best performing issues on this ra

BUY RECOMMENDATIONS

**"» Company *** Exchange Recent

Pric.

(Wying

Range

Dale & Price Sefltf Price

Clotes Below

Como^r, Evan* & S^fherlond ESSCC OK 222 21-23 8-6-86 Bt 19

Orugj Jorvuon & Johnson JNJ NYSE 708 Hold 1-2-85 36C 62

Merck MBK 116 47 96

Mining Echo Boy Mine* Ud ECO AMEX 185 17-20 7-23-86 15.5 14

Oil Mobile mob NYSE 345 31-34 7-23-86 310 29

WoodPreaWs Scott Paper Sff> 576 Hold 1-2-85 34.0 52
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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!
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Style evolves as

you find ways to

solve design

problems.

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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.
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16 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 ele-

ments can be
hallmarks of

good design.

REPEATING ELEMENTS
Successful newsletters are built around a number ofelements 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.

ACCOUNTING
Perspectives
VOL I. NO I DECEMBER

IRS Bucks Big Tips
Subhead One Subhead Two

—, f hi ii^r»» wii Subhead Three

However, equally effective nameplates can be placed

centered, flush-left or flush-right.

Perspectives

VOL I. NO 1 DECEMBER

IRS Bucks Big Tips
Subheadok ssssasss* •—r—

-

Perspectives

VOL I. NO. 1 DECEMBER

IRS Bucks Big Tips
Subhead Out ' r -JTSZZZ^.
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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.

IRS Bucks Big Tips

ACCOUNTING
Perspectives
VOL. I. NO I DFCEMBER

SSa* T? ' "7 Subhead Two

Vertical orientation, though less common, can draw more

attention to an important headline.

:8
S IRSBUCKS

Big Tips
HP

]
Subhead One "*TT*—

.

h £ SE=r2r-L r2=Sr2=r

rLT.^T^rz: Subhead Two

:===•==: =^Z3

°fc
n^nr.Li^£*i— itzz'^itrxTi

S
§g=l Ss?~
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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.

ACCOUNTING
Perspectives
\nr !*** mam r>ij**ms t vol i no i i December

IRS Bucks Big Tips

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.

SUHEADTWO

SLKADTOKEE

SLWEADCVC
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"Empty" left-

hand columns

can showcase
display text.

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...

visuals.

To lighten up sencms fluff— indgelil m4

Cartoons give comic reHef
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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.

lo tnttr iJwm <i.ppy

-*» ksr~:
.

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. .

.
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Design the front

page with head-

lines in mind.

...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.

ACCOUNTING
Perspectives
VOL. I . NO. I DECEMBER
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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.

ACCOUNTING
Perspectives
VOL l.NO I DECEMBER

Top.: Head One

——-—-—-—— Topic Hod Three

Topic Head T»o 2E:Hf=l^rE[

Headlines typically are placed above the articles they

introduce. However, you might consider placing the head-

line next to the article as well.

ACCOUNTING
Perspectives
VOL l.NO. I

Topic Head One ZT^T—ZT? r^TMT=.-l

Topic Head

Three
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The table of

contents can

beckon readers

to look inside.

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. .

.

"—-'---"—'-* MM
T*ILf O C'WTVM-

L««wfe«*wrMMfp—
C<MMMlMMi „

>»—.— «™ u

.in a narrow column adjacent to the text columns.

PRACTICAL """

SUPER-
VISION-^

1 Making the most of jatt^Stt
Employee Reviews |j£?5HE§1

SfiBSS

' SLikrys to

Motivation
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Place teasers

where they'll

draw the most

attention.

.next to the nameplate.

.or centered below the body copy.

Spttch Thwapy Now In HBondoit

The entire front cover of your newsletter can serve as the

table of contents.
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Your table of con-

tents can include

a frieze of photos.

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.

Now News
Tfc«H»rta-Pwpi»k>tt»Know DKwto 1902, Vbhm 5

PHOTO PHOTO PHOTO

PHOTO PHOTO PHOTO

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.

Perspectives

What's bisroe!
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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.

ACCOUNTING
Perspectives
VOL I. NO I DECEMBER

Tope Hod Ok

Topic Head T»o

ZSZ=.XrS=T^r^rzr Took Head Three

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.
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Include issue

numbers and
dates if your

newsletter will

be used later

as a resource.

Your logo also can be placed within the nameplate.

ACCOUNTING

Perspectives
VOL I, NO I 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.

ACCOUNTING
Perspectives
VOL 1. NO. 1 DECEMBER

IRS Bucks Big Tips
Took Head One Took Head Two

l K» ES2~§~H

-M
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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.

ACCOUNTING
Perspectives
VOL I. NO 1 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.
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The mailing

label area lets

readers know
where you are.

Credits

Ifyour 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

Ifyour newsletter is a self-mailer, be sure to provide sufficient

spacefor a mailing label and other mailing information.

A newsletter's mailing area normally appears at the bottom

of the back page.

StocUMUer ReperL IWi

— TVZ^Z^Z^Z^TTL^- S«fctarfT»»

Rsrspecti\es

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 smallerformats are possible, the standard newsletter is

created byfolding an 11- by 17-inch sheet ofpaper, called a signa-

ture, intofour 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.

1. Is your newsletter built around a distinctive nameplate

that identifies subject matter and editorial focus?

2. Is the nameplate amplified by a phrase or motto that

identifies its focus or intended audience?

3. Are volume and issue numbers and dates prominently

and clearly identified?

4. Do headlines compete with the nameplate or with each

other?

5. Is the source of your newsletter clearly identified by a

logo, address and telephone information?

6. Are there "teasers" or a table of contents on the front

cover to direct the reader's attention inside?

7. Are articles clearly separated from each other?

8. Have you paid equal attention to both the front and

back covers?

9. 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?

10. Are all photos accompanied by captions that enhance

their impact?
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(My***

Tabloids' large size

allows more design

flexibility.

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
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The front page
can feature text

or visuals.

Or, you can combine a large photo with a grid of

smaller photos.

The Gold

STANDARD
For Investors in Precious Metals

In some cases, the front cover consists mostly of

headline type.

THE GOLD

STANDARD

Gold Falls!

TinSoars!
WthoUt*MwlniftoWbcKtfr>i«nLlhataflPf*9fcarTrrTttc4<^wt.[fcal(hr>

arc Lttt. Ubtrtj, »d Ok hndl * Ha^ftmai That to «wt Oo* ricMi.

I m tmmiMlm *



276 Looking Good in Print

Design your tab-

loid for two-page

spreads.

Inside Pages

Choose a consistentformatfor the inside pages ofyour 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
NEW IRS
RULINGS AND
HOW THEY
AFFECT YOU.

For Investors ln Precious Metals

r—^^E

_ „ .^„. _™ . _^ ^ _- -•---'--- -

MlAlM* «——«• — ~— — - -- —

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.
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Wider columns are

better suited for

tabloids than for

newsletters.

Tabloids creatively

mix editorial and
selling space.

A five-column grid creates even more design flexibility,

just as it does with newsletters.

The Gold

STANDARD For Investors in Prbctols Metals

THFt AFF6CT
ton.

«• Ml mm rata m kt m> flHM^^^^^Hg; *** RS

r , r^i*"Tii I T"^ *>B HOI
. -7— ii- t - TKEY *"tCT

Sg^S pi

M
5===™ 'ZL'TZTJZT.Z ~3^=H=£=

ryrjji

too»«*«>M.' II' ^d.

zzfzs: r^r^.:=rs: r^Jr^iss:

esSs
r^^™ ?™zSi==

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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Rules and white

space can provide

a framework for

your message.

You can highlight editorial information in several ways:

Between parallel rules on the top half of each page. .

.

The Gold

STANDARD For Investors in Precious Metals

» ._„_..„__ - - ...____ p.-..—...,-^....*-., - - - .----.---_

—r~^-.-—~.T7?T- SSSSSxS?^- !jr^r
>M

T'"^"r*
n
r"T.rt T^.T_*" "*"T* "T~iT!?-

1^~£e5E
1I1III1S1

^ZTJ^ZZ^^TJ^Z^^X

§Tz:jl5S

AD

AD

AD

AD

AD

AD

AD

AD

In vertical columns adjacent to the selling area.

.

The Gold

STANDARD h» lN\Esm«s iv tacn ! MBDUJ

AD AD AD AD AD AD

Gold Falls1
IIIIS-II

AD
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Between the selling areas.

.

The Gold

STANDARD For Investors in Precious Metals

AD

AD

AD

ML/

HOWTC
THEEVER(

INVEST

Falling Gold R

(WATCH
HANGING
MENTS

aises Tin Prices

AD

AD

AD

-

g|ppr£3

™HJr=£?rS

At the bottom of each page. .

.

The Gold

STANDARD For Investors in Precious Metals
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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

STANDARD

HOW TOWATCH
THE EVERCHANGING

AD INVESTMENTS M
Falling Gold R

miss
AD 5f£j~}=

AisEs Tin Prices

AD

AD

AD AD

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 yourfinished 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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More columns

mean smaller

type sizes.

NEWSPAPERS
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.

TABLOID
We hold these troths to be

self-evident, that all People

an created equal, that they

are endowed by their Cre-

ator with certain unalienable

right*, that among theae are

Life. Liberty, and the Pur-

suit of Happineaa- That to

aecore theae rights, govern-

ment* are instituted among
Men and Women. We hold

theae troth* to be *etf-evi-

dent, that all People are ere-

ated equal, that they are en-

dowed by their Creator with

certain unalienable right*,

that among theae are Life,

Liberty, and the Pursuit of

Happineaa That to secure

these nghU. government*

are instituted among Men
and Women-We hold these

truth* to be self-evident, that

all People are created equal.

: endowed by

pines* That to aecore theae

rights, government* are in-

stituted among Men snd
Women- We hold these troths

to be self-evident, that all

People are created equal, that

they are endowed try their

Creator with certain unalien-

able nghta. that among these

are Life. Liberty , and the Pur-

That to secure these nghls.

governments are instituted

among Men and Women. We
hold theae truth* to be self-

evident, that all People are

created equal, that they are

endowed by thei

vi th < able

their Cn nth .

unalienable right*, that

among theae are Life. Lib-

erty, and the Pursuit ofHap-

nghts, that among theae are

Life, Liberty, and the Pur-

suit of Happiness That to

secure these rights, govern-

ment* are instituted among
Men snd Women. We hold

theae truths to be self-evi-

dent, that all People are
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The most impor-

tant articles need
larger headlines.

Headlines

An important challenge thatfaces 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

Reigns

•ItcaaMe nf ki, cnHJc*_Ltui Confusion

« LA. L«ot» *.*arCiaa ™"S»

i » be «« r^ Me H*w-e» nmm Repetition

>Mte,«T w« bow *«« ^'m-"< UZ Boredom

*.. «*«**« 2T"™-^ No, Read ~*~ *- • «• —'—«
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Let the top of the

page carry most

of the weight.

And if larger headlines are placed too low on the page, the

result is an unbalanced, bottom-heavy layout.
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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 ofphotographs 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
We Hold These Truths

Whereas many newsletter photographs are often simple

head shots, newspaper photos include a variety of subjects,

shapes and sizes.
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Don't let repeating

features compete
with the news.

Teasers

Because of a newspaper's greater size and complexity, it's even

more important to providefront-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

Thefront page of a newspaper usually includes repeatingfeatures,

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.

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.

Lanm+mm<*>-

BIGGEST
SALE EVER!

con minanitm venanu quis

nosiud i*-bons tuet ut aftq-

ItendBrtl to HMaME Mfr
umy Lorum tpaan dokx «

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. Can readers 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?
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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.
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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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Relocating one
element can give

your ad a whole
new look.

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

Primary visual

Without changing any of the proportions, notice how you
can completely alter the appearance of the ad by relocating

the headline below the visual.

Primary visual

Headline area

=

HmK|
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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.

Primary visual

Headline area

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.
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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.

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
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Dominant and
subordinate

visuals can

create interest.

of "premise" copy, plus three boxes, each containing the

photo, caption and price of a specific product.

To include more products, you could reduce the primary

photo and add another row of product photos.

$000

$000 $000



Chapter 12: Magazine & Newspaper Advertisements 2^S

Grids don't limit

but, in fact, liber-

ate space.

Ten products—one dominant, nine subordinate—are

included in the layout example below.

Headline
should

go I Primary
here I product

ISOOO isooo

1$000

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

100 SAKS AVENUE * NYC • 212 SOS 242

More Grid Options When your products are ofequal 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

To break up the monotony, featured items can be placed

in double-wide or double-high boxes.
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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

! 11
Tec Shirts Tank Tops Shorts

III 1

CLOTHES OUT World 4ft
100 Saks Ave NYC 202-555-1212 Tg?
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Key elements can

be saved in tem-

plates for use in

other ads.

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 Hats

II

Jackets

Tee Shirts

Tank Tops

Templates for Newspaper Ads

Templates can save you time and effort in designing and producing

newspaper ads.

For example, create and save ad templates for various

sizes—full-page, half-page, one-third-page and one-quarter-

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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Strong borders

make an ad stand

out on the page.

A wide, vertically oriented ad should have strong top and

bottom rules.

—
'

'
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FS ^ej mt

MIDSUMMER

SALE
SAVE $49.99

CLOTHES OUT Wbrid ^

Thinner side rules can make smaU advertisements look

taller than they actually are.

A small, square advertisement should be bordered with

rules of equal thickness.
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White Space

Use white space tofurther 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.
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Leave enough
"breathing room"
within the borders

of an ad.

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.

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.

i
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Headlines draw
more attention

when set off with

white space.

Reverse headlines

can be attention-

getting.

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.

JOIN US FOR A
GREAT FUTURE.

White space within small

ads can be created by using a

multicolumn 2nd. indenting body

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.

:•:: 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.

Ss==5. H^rr ^#s?.:

MIDSUMMER 1

SALE |

CLOTHES OUT World JA
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Adding a gradu-

ated screen behind

headlines can be
effective.

Avoid reversing headlines out of long, narrow boxes. This

creates "frowning" ads that obscure the headline.

SSSS: YEAR-END SALE 1

-™-^.««

photo

2jgs£=

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.
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Headlines are often centered in newspaper ads, although

that doesn't have to be the case.

Base your ad lay-

out on product

visuals.

sagas, ascs=. gaggr

MIDSUMMER

SALE

CLOTHES OUT Worid A

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.

MID-
SUMMER

SALE
50% Off
All Sportswear!

,.,__. -. - r. --

Handling Artwork

In multiproduct ads, base your layout on the number ofproducts

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.
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Add an educa-

tional tone to your
ad by highlighting

a product's key

features.

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."
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Callouts

Use callouts to draw attention to the most important selling

features ofyour 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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Make it easy

for readers

to respond

to your ad.

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.

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.
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Not every adver-

tised product needs

to be illustrated.

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-SIJMMER SALE

mm
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 suitedfor 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.



202 Looking Good in Print

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.
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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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A strong headline

can increase re-

sponse to "Help

Wanted" ads.

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.

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

resume to Laser Writing Inc.,

20 W. Bond, Denver, CO 25982.

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

rights, 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

SALES MANAGER
FOR EXPANDING

COMPUTER SOFTWARE
COMPANY

Supervisory or extensive

retail experience required.

CALL TODAY!
1-800-333-4444

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-e>ident.
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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 typicallyfeaturefewer 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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Consider high

production

quality in design-

ing magazine

advertisements.

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)

1/6 1/3

VERTICAL HORIZONTAL

1/2

HORIZONTAL

1/6

HORIZONTAL

1/3

VERTICAL

1/2

VERTICAL

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.
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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.

f elcome to the vacation of

your dreams! Escape from the

hurry-scurry of everyday life

and relax in an atmosphere

created for your enjoyment It

is all here for you.. .only the

peace and quiet' Welcome to

the vacation of your dreams'

Escape from the hurry-scurry

of everyday life and relax in an

atmosphere created for your

enjoyment. It is all here for

vou 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.
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Stock photos can

help you stretch

your ad budget.

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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Make coupons
easy to complete

and return.

Coupons

Magazine ads often include coupons inviting prospective custom-

ers to sendforfurther 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.
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S

Use spot color to

draw attention to

your ad.

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 Avoid 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?
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Magazine Ads

1. Is the design of your ad consistent with the long-term

image you want to project?

2. Is the appearance of your ad clearly distinctive from

ads run by your competitors?

3. Have you used borders, white space, screens and

indents to set your ads off from surrounding elements?

4. Are coupons designed to be easily filled out?

5. Have you carefully edited headline and body copy

so that only essential words remain, permitting large,

easy-to-read type set off by sufficient white space?

6. Have you investigated costs, benefits and alternate

ways of adding color to your ads?
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Consider a

product's poten-

tial buyers when
designing sales

materials.

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?

The targeted point in the purchase cycle. Will materials

be designed for a wide range of potential buyers or

aimed specifically at prospects who are ready to make
a purchase?

Whether to appeal to the buyer's emotions. Is the item

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 81/2-

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.
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In choosing a for-

mat, consider your

brochure's level of

complexity.

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.

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

1 2 3

INSIDE OUTSIDE

12 3 4 5 6 7 t

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 usedfor 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:

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:

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.

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 more 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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The volume of a

catalog increases

its perceived value.

However, catalogs are often smaller than newsletters.

Often, page size is sacrificed for volume, which increases the

perceived "reference value" of the catalog and contributes to

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

|HH^B

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 insidefront-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.

2
==S55^-
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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 andforms can he printed as part of the

catalog. However, response is encouraged by providing a separate,

postage-paid, self-addressed orderform 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.
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Flyers are ideal

for limited-time

promotions and
small budgets.

Flyers must com-
municate a lot of

information at a

glance.

FLYERS
Flyers contain time-sensitive information printed on one side ofa

single sheet ofpaper.

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

used as shopping bag inserts.

Flyers are appropriate vehicles for promoting a drug

store's specially priced vitamins, a nightclub's upcoming

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.

Capture
Your Share

ofa $20 Billion

Market

Ada Expo '86

For flyers to communicate at a glance, they must include

the following:

Large headlines

A minimum of body copy

Attention-getting visuals or graphic accents
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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.

Specifications and
details are listed in

a product sheet.

° MARSPlastics
Are Out of This World For
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A menu's design

should reflect

a restaurant's

character.

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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Design Considerations

Borders, typefaces and visuals used in the menu's design play a

major role in projecting the restaurant's character.

Stylized serif typefaces and ornate borders can communicate

an Old World atmosphere.

A contemporary atmosphere is suggested by sparse,

angular or geometric sans-serif type.

SOUPS
French Onion Soup

$2.95

Soup Du Jour

$2.85

SALADS
Chef Salad

$4.95

Spinach Salad

$4.50

Chicken Salad

$5.25

BURGERS
Standard Burger

$4.95

Cheese Burger

$5.25

Onion Burger

$4.95

Menus present an ideal opportunity to use clip art in

establishing a mood. Clip-art publishers offer a variety of

country, urban and other themes.
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Avoid using dot

leaders to connect

food descriptions

with prices.

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.

LUNCHEON
All sandwiches include a dill pickle spear &

your choice of chips, potato or macaroni salad.

SALAD SANDWICHES
Egg • Tuna • Chicken

White. Whole Wheat. Rye Bread

$3.29

Hoagie $3.99

1/2 Hoagie $2.29

Roll $3.59

MEAT SANDWICHES
Ham • Turkey • Roast Beef or

Combination

White. Whole Wheat. Rye Bread

$3.79

Hoagie $4.29

1/2 Hoagie $2.49

Roll $3.99

Add 50 cents for combination. Add 50 cents for cheese—
Swiss. American or Provolone

SALAD PLATES
Egg • Tuna • Chicken $3.29

Served with potato and macaroni

salads on a bed of lettuce.

OPEN 7:00! IN THE
MORNING

Bagels • Baked Muffins

English Muffins

Categories can be boxed, or separated by horizontal rules

and white space.

One of the cliches 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?
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Product Sheets

1. Do your individual product sheets share a common
family resemblance through consistent use of typogra-

phy, photo placement and highlight color?

2. Do your product sheets maintain the "look" established

by your brochures and catalogs?

Menus

1. Do type, white space and visual elements on the front

cover of your menu provide an appropriate introduc-

tion to the restaurant's dining experience?

2. Can patrons quickly locate various food categories?
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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.

Book design de-

mands attention

to page-to-page

consistency.

BOOKS
Increasingly, entire books are being submitted to publishers fully

| designed andformatted.

I
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.
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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 style needs a totally

different layout than a novel or an economics textbook.

In the case of books devoted to photographs or paintings,

the design must accommodate numerous visuals of various

shapes and sizes.
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Design books with

visuals in mind.

One way to organize photographs is to place them in the

same location and orientation on each page. They can be
placed horizontally or vertically above the first line of text or

to the left of the text columns.
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In the example below, photographs "hang" from an
invisible "horizon" that spans each two-page spread.

Captions are placed in the drop of white space above the

photographs. This allows flexibility in using either long

or short captions.
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Occasionally,

photos can bleed

to all four sides to

add variety.

For variety, an occasional photograph can bleed to all four

sides of the page. In this case, its caption is placed above the

drop on the facing page.

Captions

A consistent size and placementfor captions must be maintained

throughout the book.

A caption must be set in a contrasting typeface, type size and

type style to distinguish it from the body text.

Annotations

In scholarly texts, footnote placement is very important.

Will a citation or reference appear as a footnote at the bottom

of the page? Or will all references be listed together at the

end of each chapter or grouped together as endnotes at the

back of the book?
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Headers let read-

ers locate data

quickly.

Chapter openings
should invite

readers to go on.

Organizing Elements

Attention must be paid to the design of headers and footers.

Readers need certain cues to keep them oriented as they

progress. They must be able to see at a glance which chapter

they're reading. Headers and footers on each page can

provide this location information.

Headers and footers can consist of page number, chapter

title and number, section title and number, and book title.

Multiple Page Layouts

Books often require several different master page layouts.

Books are divided into four major categories: front matter,

back matter, chapter openings and text. Each section typi-

cally requires different page numbering, headers and footers,

and column typography and placement. Therefore, layouts

must accommodate specific elements yet relate visually to all

the other sections of the book.

Front Matter Thefirst pages ofa book, including the title page,

table of contents and introduction, are known as front matter.

Front matter often includes separate page layouts for copy-

right and publisher information, acknowledgments, preface,

introduction, author's credentials and a table of contents.
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Chapter breaks

give readers a

chance to pause.

Usually, these sections are set in larger and smaller sizes

of the typefaces used in the main body of the book. Copy-

right pages and disclaimer pages are typically set in much
smaller type.

Text Use a consistent style to introduce new chapters and

new sections.

Chapter breaks should be significant enough to give the

reader a chance to pause, reflect and begin reading again

with renewed interest. Often, the chapter number is treated

as a dominant visual element on the page.

An introductory paragraph set in italics can be used to

ease the reader's transition into the text.

Chapters organized around a common theme can be

subdivided into sections. These sections should be intro-

duced by their own dividers.

Back Matter Information at the back of a book typically includes

one or more appendices, a bibliography and an index.



Chapter 1 4: Books, Documentation & Training Materials Zty1

Take care to orga-

nize visuals before

you lay out pages.

DOCUMENTATION
Training materials, such as technical documentation, introduce

their own design challenges.

These publications typically include a more complex mix of

graphic, textual and typographic elements than do most

books. The ongoing narrative sequence is likely to be inter-

spersed with digressions and related illustrations on specific

aspects of a topic.

Training materials must often be produced within a

limited time frame and budget allowance. This places extra

demands on designers and desktop publishers.

The primary goal is to organize a variety of elements.

Some of the special concerns in this kind of material are

Step-by-step sequences must be clearly distinguished.

Warnings must be highlighted.

Cross-references must be accurate and easy to follow.

The goal is to enable readers to locate information as

quickly as possible.

Technical documentation often includes more header and

footer information, such as concise summaries of steps or

techniques described on the page. This is especially impor-

tant when specific instructions continue over several pages.

Hierarchy

The best training materials are based on a design that incorporates

multiple levels of heads, subheads and indented text columns.

In addition, technical training materials often include a wide

variety of photographs and illustrations. In the case of

computer documentation, screen dumps—images from

computer screens—must be included.

Confusion is certain to result unless care is taken in

organizing text and visuals before page layout begins.
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Consider type size

and white space in

setting off primary

subheads.

Subheads

Use different sizes of type to distinguish primary subheadsfrom

secondary subheads.

The most important subheads—those introducing new topics

within a chapter—should be significantly larger than those

introducing specific techniques. Subheads within topics

should be even smaller.

Hanging indents emphasize first-level subheads. Sub-

heads gain importance when they protrude into the white

space to the left of the text column.

Headers

Headers—chapter and/or section titles, page numbers, etc.—are

even more important in documentation than in books.

Readers should quickly be able to locate information by

referring to the headers.
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EVALUATION CHECKLIST
Check your designs in relation to these questions to be sure

you've covered important details.

Books

1. Is your design consistent with the author's writing

style and the number and type of illustrations

or photographs?

2. Are the design and typography appropriate to

the content?

3. Do two-page spreads harmonize?

4. Do chapter introductions clearly invite readers into

the text?

5. Are photographs consistently placed in the same

location on all pages?

6. Are captions easy to locate and read?

Training Materials

1. Are the elements organized to make information

easy to follow?

2. Do subhead sizes and locations clearly indicate the

hierarchy of information?

3. Are warnings and cross-references easy to find?

4. Are illustrations clearly identified and set off by

sufficient white space?
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Presentation

software makes
it easy and fast

to create slides

and overheads.

Presentation Graphics:

Projecting the Right
Image

Sooner or later, you'll probably try your hand at designing

slides and overhead transparencies on your computer.

It's possible to use your existing desktop publishing

program, but specialized presentation software can make
the job easier and faster.

For example, you can easily sort or rearrange the order of

slides and overheads. You can also proof your work using

various "slide show" features that show your slides on the

screen from the audience's point of view.

Software programs designed specifically for creating

presentation materials let you prepare speaker's notes and

audience handouts.

CHOOSING YOUR MEDIUM
Start by choosing the appropriate presentation medium.

Options include 35mm slides, monochrome or color over-

head transparencies, or computer-generated on-screen

presentations.

35mm color slides are best for a short, formal presenta-

tion delivered to a large group in a darkened room.

Black-and-white or color transparencies are ideal for

longer, less formal presentations delivered to smaller

groups, in a setting with normal or slightly subdued

lighting. Overhead transparencies allow you to
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Concise, straight-

forward visuals are

essential for effec-

tive presentations.

A simple, concise

design will get

your point across.

maintain eye contact with your audience, invite ques-

tions or discussion and eliminate or add transparencies

at the last minute. (You can also write on them with a

water-based, felt-tip pen.)

Screen presentations are ideal for small groups in nor-

mal room lighting. When the group is small, everyone

can view the presentation on your computer screen. Or,

you can use a projector pad on top of your transparency

projector. When available, you can use big-screen moni-

tors. Computer-based, on-screen presentations let you

add fancy electronic effects—like dissolves or fancy

transitions between slides—as well as quickly call up
any slide. If your presentation includes charts and

diagrams, you can easily update them on the basis of

new information.

PRESENTATION DESIGN PRINCIPLES
The same rules for making good-looking pages apply to creating

good-looking slides and overheads, particularly in regard to

consistency, restraint and contrast.

A few simple design tips apply to designing slides and

overheads, the two most popular presentation media. Focus

slides or overheads around a single point. Simple, concise

visuals are essential for effective presentations. Use projected

text and visuals as reinforcement, not as a replacement for

your words.

Use plenty of slides, overheads or screens, but limit each

one to the development of a single idea. Whenever you find

yourself introducing a new concept, create a new frame.

Your visuals should serve only as a framework. Carefully

edit your text, leaving only the key "action" words. Remem-
ber that type size must decrease each time words are added.

Eliminate adjectives and adverbs; you can add those in your

oral presentation in a warm, conversational manner.
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Typeface Choices

Many sans-serif typefaces are ideally suitedfor slides and

overheads.

The straightforward simplicity and lack of decoration of

sans-serif type can enhance legibility. Although an entire

page of sans-serif type can be boring, a slide or overhead set

in a single sans-serif typeface, varying only size, placement

and color, can be effective.

Consistency

Apply the same specifications, with as little variation as possible,

throughout your presentation.

In creating your presentation materials, strive for consistency

in the following areas:

Typeface, type size, type style, placement and color for

title, subtitle and text.

Text formatting (e.g., margins and line spacing).

Background color(s).

Border size, location and color.

Repeating elements, such as logo, show title and date.

Graphic accents, such as shadows and bullets.

Changes that look minimal on your computer screen are

likely to be greatly magnified when projected onto a large

screen. Your audience will be distracted if your firm's logo or

the title jumps to a different place on each slide.

Even the most informal presentation is likely to include

several different formats. You're likely to use one format for

single-column lists, a second for double-column lists, and a

third for charts and diagrams. So be sure to integrate these

various formats into a coherent presentation design by using

consistent treatments of color, border effects, typographic

elements and repeating features.
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In slides and
overheads, titles

should contrast

strongly with

each other.

Adding Contrast

Add visual contrast among the various elements ofyour slides and

overheads to prevent monotony.

The slide title should be significantly larger than the text it

introduces. This is particularly true if sans-serif type is used

for both.

Spring Fling

Mating

Nesting

- Twig gathering

In charts and diagrams, titles should be significantly larger

than legends and reference values, such as percentages

displayed on pie-chart slices.

Coffee Sales

60%
Grocery

lift

-

Specialty/ Wholesale^

Consumer Report
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Colors can have a

strong effect on
your audience.

In organization charts illustrating chain-of-command
relationships, the top levels can be set in larger type than

the subordinate levels.

Although background colors for most of your presentation

should be the same or similar, long presentations can be

broken into "chapters," distinguished by different back-

ground colors to indicate different content.

WORKING WITH COLOR
Be careful in choosing colors for backgrounds and text.

Light backgrounds with dark text work best on overhead

transparencies. The exact opposite (i.e., dark backgrounds

with light text) is preferable for 35mm slides since they're

projected in a darkened room.

Strive for as much contrast between text and background

as possible. Light blue text against a dark blue background is

extremely difficult to read. Yellow text against a blue back-

ground is preferable.

You can add impact to boxed titles by choosing a back-

ground color for the box that contrasts with the background

in the rest of your slide.
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Against a color

background, black

or white text really

stands out.

Reactions to color appear to be biologically and emotion-

ally based. A case in point is red, which can arouse feelings

of excitement, aggression and stress. Some studies show that

red increases blood pressure and pulse rate. Accountants and

bankers are apt to reject proposals presented with conclu-

sions drenched in red ink!

Blues and greens can be relaxing, while grays are often

somber and depressing.

Other color properties should be considered as well. For

instance, some colors "wash out" when projected. A strong

yellow accent on the screen of your computer often looks too

pale or actually gets lost when projected from an overhead

transparency or slide.

Black & White Are Colors!

Use black and white as text colors.

Black or white text can form a strong contrast for many
background colors. The text stands out against the back-

ground yet doesn't "fight" with it as many other colors do.

Bullets set in a stronger color can add visual interest.

HORIZONTAL OR VERTICAL?
Choose landscape (horizontal) instead of portrait (vertical)

orientation for yourframes.

Although printed pages are usually formatted vertically,

slides and overheads are typically prepared and projected

horizontally. (Aspect ratios are 3:2 for slides and 4:3 for

overhead transparencies.)
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Vertical slides

can end up look-

ing like printed

outlines.

Using a vertical orientation requires small type sizes and
packs too much information on each slide. You end up with

frames that resemble printed outlines.

WHO SLEEPS LATE?

Those who play music

in nightclubs.

Those who patrol

public buildings during

the night.

People who are on

vacation.

Birds that stay up

during the night.

Because fewer lines are available, horizontal orientation

forces you to be more selective in the words you use on

slides and overheads. So, exercise restraint in the number of

points you include and in how you elaborate on them.

Late Sleepers
• Musicians

• Night Watchpersons

• Vacationers

• Owls
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USING BUILDS
Builds are an effective way to pace your presentation.

Builds allow for progressive introduction of new informa-

tion. Instead of revealing an entire list or chart at once, you

can let the audience read ahead by presenting the material

in steps:

Flying Blind

Cruise over treeline

Watch aircraft

Lists: Introduce one item or one subhead level at a time.

Pie charts: Show one pie-chart slice at a time.

Bar charts: Present sales information one quarter or one

department contribution at a time.

Organization charts: Introduce management levels one

by one.

Illustrations: When showing how the various parts of

an item fit together, add each successive part on a

separate slide or overhead.
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Use builds to

present complex

material one step

at a time.

Different types of

charts can show
the same data in

varied ways.

Another technique for keeping your audience interested

—

especially with text-heavy slides and overheads—is to pace

your presentation, using an oversized number to distinguish

each frame.

1.
Don't contract authors to

design or produce your books

Resist the irresistible!

• Good writing talent Is hard enough to find

• Most writers have no design expertise

• Most writers have no DTP expertise

You lose editorial control

• Missed deadlines

• Arbitrary manuscript revisions

Don't expect too much from

new publishing technologies

Expect

• Modes! dollar savings

• Great lime savings

Don't expect

• Fully automated design and production

Initial start-up will cost more

• Capital expenses

Icons can be used for the same purpose. Examples include

adding bricks to a building, leaves to a tree or parts to a car.

CHOOSING THE RIGHT

INFORMATION GRAPHIC
Charts and diagrams interpret and display information differently.

Pie charts illustrate part-to-whole relationships, translating

percentages into proportional sections.

Budgeting the Afternoon
--^Lunch 15%

Exercise/

40% Jj
-^i^^_^

Sleep

^10%

^^^ Work 35%



3Sfy Looking Good in Print

Bar and column charts compare information categories

side by side.

Afternoon Nappers
The sleep connection

ii i i i i i

100 200 300 400 500 600

Line charts illustrate trends.

Afternoon Nappers
Snoozing through the decades

400 - T
300 --Nv
200 - vr^ -J
100 -

^^ ^
19

i i i « i

20 1940 1960 1980
i

2000
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Area diagrams show trends using special comparisons.

Worldwide Napping
Over two hours

:zzzzzzzzz
zzzzzzzzzzzrzzzzzzza

10 :zzzzzzzzzzzzzzzzzzz
ZZZZZZZZZZZZZZZZZZZ3
:zzzzzzzzzzzzzzzzzzz

Jan.

—T—
Feb. Mar. Apr.

Stacked bar or column charts display the parts that con-

tribute to the totals.

HOURS

6 -

4 -

2 -

Budgeting the Afternoon

Lunch Lunch

Exercise

Work

1920 1960 2000



3S& Looking Good in Print

A clear, simple

design is impor-

tant for black and
white overheads.

Combination charts compare two different categories of

information, using a different data symbol for each category.

Price
Portable Cots

Sales O
$30 -

200

$25 -

$20 - •
•
•

10
IO

100

1990 1991 1992

Avoid Complex Charts & Diagrams

Group small subdivisions together or create separate charts

and diagrams.

Avoid pie charts with more than six sections. If your pie

chart has a few large slices and numerous small ones, com-

bine the smaller slices into a "miscellaneous" or "other"

classification. If necessary, create a second pie chart.

AFTERNOON NAPPERS
Age Groups Caught Napping

AFTERNOON NAPPERS
Age Groups Caught Napping

Also, avoid bar or column charts with so many segments

that it's difficult to isolate the most important information

and make comparisons.
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Most charts need
grid lines or tick

marks as a frame
of reference.

Simplicity is particularly important when working with

black-and-white overhead transparencies. Too many dot

patterns and angled lines can quickly become distracting.

Enhancing Charts & Diagrams

You can improve a visual's communicating power by modifying

the type specifications.

Often, typeface, type size and color defaults are inappropri-

ate for a particular slide or overhead. Here are some of the

ways you can selectively enhance the typography in your

chart or diagram.

Choose a different typeface and increase the type size of

pie or bar chart or diagram value labels.

Reset X and Y axis annotation in a larger type size to

improve legibility.

Make the legend more noticeable by using a larger type

size and adding white space around it.

Visual Formatting

Add grid lines and tick marks as needed.

Horizontal and vertical grid lines provide a frame of refer-

ence and help the viewer's eye connect the data symbol with

the reference value.

80M'

60M-

40M.

20M

1900 1920 1940 1960 1980 2000

Line graphs link observations to show trends.
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In speaker's notes,

include data not

given in your

projected image.

Too many marks produce unnecessary clutter. Be sure you

use the minimum necessary to provide visual landmarks.

Charts and diagrams can be emphasized by setting them

on a background color that contrasts with the color used for

the slide background.

SPEAKER'S NOTES
Speaker's notes help you rehearse your presentation andfocus your

attention on the audience, instead of the screen behind you.

A note page can contain a miniature reproduction of a single

slide or overhead, plus enough space for you to list the

points you want to emphasize during your presentation.

Use a large type size for your speaker's notes: 36 points is

ideal—you can see them at a glance without squinting. Use

only as many words as you need to provide detail while

maintaining the momentum of your presentation.

In your speaker's notes, you can include details not given

in your projected image, such as information sources. This

data will come in handy if someone asks for it.

Audience Handouts

Most presentation software programs can produce audience

handouts with reduced representations ofyour visuals.

These contain two, three, four or six images per page.

You can redesign these handouts by repositioning the

image and adding the presentation title in large type at the

top of each page, followed by the date in smaller type. You

can set off the title and date with rules or boxes, if desired.

You can also add page numbers at the bottom of each page.
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EVALUATION CHECKLIST
Check your work against these criteria to see if you've added
the right ingredients for effective visuals.

1. Did you choose the presentation format most appropri-

ate for your message, audience and environment?

2. Are all slides, overheads and screens in your presenta-

tion assembled with the same background color, typog-

raphy, borders and repeating elements?

3. Have you created visual interest by adding contrast

between slide titles and supporting information?

4. Have you used builds to introduce information on a

step-by-step basis?

5. Have you chosen the type of chart or diagram most

appropriate for displaying your data?

6. Have you modified type specifications for chart and

diagram annotation so that all information is legible?

7. Have you used grid lines and tick marks to provide

visual frames of reference?

8. Can you read your speaker's notes from a comfortable

distance, grasping key words and important ideas at a

glance?

9. Have you designed audience handouts to include

presentation title, date, logo and appropriate rules or

graphic accents?
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Sixteen
Business
Communications

As you develop your design sense and become more familiar

with the capabilities of desktop publishing, you'll continue to

discover new applications. For in-house projects, you will

probably come to rely more and more on your desktop sys-

tem rather than on professional service bureaus for design

and production.

Letterheads

must include

basic response

information.

LETTERHEAD
A good letterhead must communicate subliminal as well as practi-

cal information at a glance.

Letterhead design is not as simple as it might seem. It's

important to express something about the nature or character

of your firm or association in your letterhead design, in

addition to providing its name, address and phone number
as response information. For instance, a district attorney

requires a different letterhead style than a tanning salon.

These are the basic components of a letterhead:

Firm or organization name

Logo

Motto or statement of business philosophy

Street address and mailing address (if different)

Telephone number(s)

Telex and /or facsimile number
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A logo shouldn't

be so large that it

overwhelms the

message area.

Corporate and nonprofit letterheads often list officers or

board members as well. All too often, however, that leaves

little space for the actual message area and presents a real

design challenge!

Logo Size & Placement

The size ofyour logo must be proportional to the amount of

supporting information.

Logos must be large enough to be noticed, yet not so large

they visually overwhelm the letterhead. In the example

below, the logo detracts from the message area.

Placement can be flexible. Although logos are frequently

centered above the letterhead, there is no reason why they

can't be placed differently, as long as you observe basic rales

of good design.
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Designing letter-

head on an asym-

metrical grid

increases the

white space.

For example, logos can be set flush-left or flush-right at

the top of the page.

The House Specialists

244 Emerson Boulevard

Wilson, NC 27846

The letterhead can be designed on an asymmetrical grid.

This will leave a vertical band of white space along the left-

hand side of the letterhead.

//m\\
US nUMPOffTATlON

IDIIHilt
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Don't forget to

add the area

code to your

phone number.

Addresses & Phone Numbers

Be sure to include all information the letter's recipient needs in

order to respond.

Insufficient address and phone information can cause prob-

lems for your correspondents.

Letterhead design becomes a bit more complicated when
both telephone and facsimile numbers (and/or both street

address and post office box number—sometimes with

different ZIP Codes) must be included.

One common mistake is to print a telephone number
without the area code. That's all right for local callers, but it

puts long-distance callers at a distinct disadvantage!

Placement of telephone and address information usually

depends on logo placement. When the logo is centered at the

top of the letterhead, telephone and address information is

often centered in a smaller type size along the page bottom .

When both telephone and fax numbers are included, as

well as separate street address and post office box number,

the information is often divided into thirds and placed across

the bottom of the letterhead. For example, the street address

can be aligned flush-left on two lines, telephone and fax

numbers centered on two lines in the middle, and post office

box number placed flush-right.

1 845 United Terrace

Salem, Oregon 12345

phone 987/765-5432

fax 987/765-2345

P.O. Box 1659

Salem. Oregon 12345
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The logo and
address should

complement
each other.

When fewer items are included, they can be placed on one

line and separated by white space and oversized bullets.

P.O. Box 146 Kittering, PA 15401 900/735-8976

Another option is to indent logo and address information

from the left-hand edge of the letterhead. The logo is placed

at the top of the page, while address and telephone informa-

tion is placed at the bottom.

LAFFERTY
TRUCKING COMPANY

IMOI HI4-M3.1I5!
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Motto

Mottos often run along the bottom of a letterhead,forming an

umbrella over address and phone information.

In these cases, the motto is typically set slightly larger, and

the italic version of the motto's font is used for the address

and the telephone number.

"Your Professional Insurance Agency"

P.O. Box 146 Kittering, PA 15401 900/735-8976

"Sailing Around The Clock"

P.O. Box 467 • Oriental, NC 28328 • 1-800-823-SAIL

Message Area

Thefinal challenge is to effectively set off the letterhead elements so

they don't interfere with the contents of the document.

One way to do this is to box the message area.
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Screens can sepa-

rate the message
area from the rest

of the letterhead.

Or, a single rule can separate the two areas.

A screened column or panel or a second color can also be
used to isolate supplementary information. This technique

works well for listing board members or officers of an

organization.

Envelope Design

The letterhead design should be scaled down and repeated on the

business envelope.
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All sizes of an

envelope family

should repeat the

same design.

More and more businesses are using "window" envelopes,

which eliminate the need for addressing separate envelopes

or labels. Care should be taken with the letterhead design to

allow for properly positioning the inside address. The

recipient's name and address must be placed on the page so

they can be seen through the window when the letter or form

is folded and inserted into the envelope.

Often a "family" of envelopes is created: a small, inexpen-

sive envelope for sending invoices and paying bills; a Num-
ber 10 envelope, printed on the same paper stock as the

letterhead, for standard correspondence; and a 9- by 12-inch

envelope for formal proposals or oversize documents.

Sometimes logo and address information are rotated 90

degrees and placed vertically along the side of the envelope.

BUSINESS CARDS
Business cards are even more challenging than letterheads.

On a business card, a lot of information must be presented in

a relatively small amount of space—typically 3.5 by 2 inches.

Not only must address, phone and fax numbers, and a logo

be included, but an individual's name and title must also be

prominently displayed.

This format is an ideal candidate for the application of

desktop publishing technology. Once the basic card has been

designed and stored as a template, it takes just a few seconds

to replace one name and/or position with another.
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A "quadrant"

layout can pro-

vide a framework
for designing

business cards.

Establishing Priorities

Which should be larger—the individual's name or thefirm's logo?

Often, the logo is so large it dwarfs all other items on the

page—including the individual's name.

Seafood
Barn
Yoko Jones
Sushi and Burger Manager

1001 Main Street SE

Miami, OH 48900

(919)922-2222 (919)299-9999

The "quadrant" technique is one solution to this problem.

The firm's logo is placed flush-left in the upper left quadrant

of the card. The logo is balanced by the phone number set

flush-right in the upper right quadrant. The street address is

flush-left along the bottom of the card in the lower left

quadrant; post office box information is flush-right in the

lower right quadrant. These four elements form a framework

around the individual's name and title located in the center

of the card.

i lit;

Seafood
Barn

(919)922-????

(919)299-9999

Yoko Jones
Sushi and Burger Manager

1001 Main Street SE

Miami. OH 48900

P.O. Box341S6

Miami. OH 48900

Another solution is to indent logo, address and phone

information from the left, as on business letterhead.
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Fax cover sheets

ensure quick,

complete trans-

missions.

In choosing type,

remember that fax

transmission

quality varies.

FAX COVER SHEETS
Fax transmissions are an important part of today's business world.

Cover sheets help ensure safe, efficient facsimile communica-

tions that are delivered quickly to the right people.

It's important for the facsimile cover sheet to indicate the

total number of pages sent. This helps the recipient know that

the entire transmission has been received and nothing is

missing. Other important items include the following:

Recipient's name

Sender's name

Date of transmission

Subject matter or summary of contents

X
<
Li.

G&l

inc

Dm: Hsal of

Jv Fro-t

Off* OWC

COMMENTS

Some fax cover sheets include space or lines for a brief

handwritten message. Or, a message can be set in a smaller

type size to distinguish it from the items listed above.

Be careful when choosing typefaces for facsimile messages.

Since the quality of reproduction varies, it's important to

choose a face that remains legible under any circumstances.

Typefaces with thin strokes or detailed serifs tend to

reproduce poorly and are not the most reliable choice for

fax transmissions.
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Design resumes

so that employers

can easily find

your qualifications.

RESUMES
A resume is direct-response advertising in its purestform.

With the skillful use of typographic elements, resumes can

take full advantage of desktop publishing's power to set a

tone or project an aura. Also, they're an ideal format for

utilizing desktop publishing's ability to organize data and

establish hierarchies of importance.

Changing Trends

Today, the trend is toward less formal, more goal-oriented resumes.

Contemporary resumes focus more on what an individual

has to offer a company. In past years, resumes tended to be

organized chronologically, focusing on a progression

through a person's education, career and activities.

In any case, white space, subheads and graphic accents

should be used to separate categories of information. A
prospective employer should be able to quickly locate

relevant qualifications without playing detective.



272 Looking Good in Print

Design a resume
as you would
an ad.

Although many desktop-published documents use a

combination of sans-serif type for subheads and serif type for

body copy, many resumes use the italic version of the serif

type in a larger type size for subheads. This softens the

contrast between subheads and body copy.

Resumes should be designed like advertisements: "sell-

ing" information should precede "supporting" or "qualify-

ing" information. Thus, address, phone number, health and

marital status should be subordinate to statements that relate

to benefits the hiring firm will gain by hiring the individual.

Perhaps the best beginning for a resume is a quoted

personal recommendation from an individual noted in the

field, a description of a significant accomplishment or a

statement of goals and objectives.

Since your resume is actually an advertisement for your-

self, pay careful attention to the smallest details of letter and

line spacing. At all costs, avoid errors in grammar, spelling

and punctuation.

EVALUATION CHECKLIST
Check your work against these criteria to see ifyou've added the

right ingredients for effective business communications.

Letterheads

1. Does the design of your letterhead accurately reflect

your firm's philosophy and way of doing business?

2. Are your firm's logo, motto and address/phone num-

ber sized in correct proportion to the size of the mes-

sage area?

3. Is the message area clearly set apart from the informa-

tion area?

4. Has all necessary information been included, such as

area codes, fax numbers, post office box number and

street address?
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5. Do envelopes repeat important information, including

telephone and fax numbers? (Often, envelopes get

separated from letters.)

Business Cards

1. Do business cards contain all necessary response

information, as well as the individual's name and title?

2. Is background information visually distinct from the

name and title?

3. Does the design of your business card reflect the design

of your letterhead?

Fax Cover Sheets

1. Do your fax sheets clearly document sender, recipient,

transmission date, the total number of pages sent and

subject matter details?

2. Do your cover sheets include the phone number and

extension of the person sending the fax, in case a

transmission error is detected and the machine operator

needs to be contacted?

3. Is space for a short message added directly to the fax

cover sheet?

Resumes

1. Have you presented information in your resume in its

order of importance to the reader?

2. Do the typeface, type size and type style send the right

message about the type of person you are and the type

of job you're applying for?

3. Have you used white space, subheads and graphic

accents, such as rules, to organize the information in

your resume?
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Response Devices-
Forms, Coupons &
Surveys

Reader-response

formats follow

the same design

principles that

"passive" com-
munications do.

The preceding chapters dealt primarily with "passive"

communications—advertisements and publications design-

ed to attract the reader's attention and communicate

information.

This chapter looks at "active" communications: reader-

response formats such as coupons, order forms, contracts

and surveys.

Coupons are valuable for providing names and addresses

of prospective customers for later follow-up. Employment

application forms help find the right person for the job. Price

quotations and orderforms make it possible to sell things to

people across town or around the world. Surveys allow

customers and employees to express their opinions and

make suggestions.

The success criteria for passive communications apply

equally to active formats. Just as effective newsletters and

ads can be easily read, successful response devices can be

easily understood and used.

Regardless of specific function, coupons, forms and

surveys are composed of the same basic parts. Appropriate

design of these parts is essential.
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The title should

contrast with

other type

elements.

Surveys should

carefully ex-

plain the rating

scheme used.

TITLE

Titles should clearly identify the form's purpose. The title should

be set in a typeface, type size and type style that contrast with

the other type elements on theform.

Like the headline of a form or newsletter article, the title

should be the dominant visual element, set significantly

larger than the words that follow.

Evaluation

INSTRUCTIONS
A successful response device gives clear directions forfilling out

and sending in theform.

Coupon instructions should include payment options

—

prepayment, C.O.D. shipment and credit cards accepted

—

and to whom the check should be made out, if that payment

method is used. If items are to be shipped via United Parcel

Service, customers should be reminded that a post office

address does not provide enough information for delivery.



Chapter 1 7: Forms, Coupons & Surveys 277

Employment applications should indicate how and where
the applicant can fill in education and previous employment
information and references.

Surveys should carefully explain the rating scheme used

—

whether high numbers indicate agreement or disagreement

with the statement, for instance.

Instructions are typically set in a small type size (6, 7 or 8

points) compared to other type on the page.

RESPONSE AREA
Response areas can be designed with lines to be filled in or ballot

boxes or pairs ofparentheses to be checked.

Forms with ballot boxes and parentheses are quick and easy

to fill out. They are typically used for simple "yes" or

"no" entries.

Lines accommodate names, addresses and other detailed

textual information that may be required.

Category Identifiers

Categories should be clearly labeled and distinguished graphically

and typographically.

Column headers identify quantity, item number, description,

unit price and total price listings.
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Labels should be
carefully placed

to identify the

column they

accompany.

Column headers are typically centered over their listings.

Other column headers might include Years, Firm or Institu-

tion, Highest Degree Earned, etc.
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There should be no question in the respondent's mind as

to whether the title relates to the line above or the space

below. Yet, numerous response devices resemble the ex-

ample shown here:

Name

Address

City, State, ZIP

Phone



Chapter 1 7: Forms, Coupons & Surveys 27^

Screens and rules

are effective

devices to set

off prices.

Graphic Accents

Rules organize information by acting as horizontal and vertical

dividers between items and sections.

Vertical rules, in partnership with column headers, provide

directional cues and guide the respondent to ensure that all

necessary information is entered in the proper locations.

EESZSEEO
L00 „
a.mencd

You can also use screens for organization and emphasis.

For example, you can add a light screen behind the "total

price" column to draw attention to it.

Coupons are typically bordered with a dashed line.

Government or institution forms are often enclosed within

boxed borders.

More formal response devices, such as surveys, often use

borders and the firm or association's letterhead or logo.
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Always provide

enough space

for respondents

to fill in a com-

plete address.

FUNCTIONAL ISSUES
A well-designed response device is easy to fill out.

Ballot boxes are close enough to each other so that a mini-

mum of hand and eye movement is needed from one item to

the next.

Designs that leave too much space between the ballot

boxes create unattractive pools of white. This effect discour-

ages the respondent from taking the time or effort to com-

plete the form.

1 . What areas of media do you work in?

D TELEVISION

VIDEO PRODUCTION

CABLE

AUDIO/RADIO PRODUCTION

Always provide sufficient line length and space between

lines. If you've ever tried to write in a long name or address

on a tiny coupon, you know how frustrating it is, particularly

if you must include rank, serial number and mail stop.

It's in the best interest of everyone involved to provide

adequate horizontal and vertical space to permit a comfort-

able, readable handwriting size.

rSALLYi Mac News You Can Use

From a Stmt You Can Trust!
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Forms that have line spacing based on standard type-

writer line spacing are always appreciated. The user can fill

out the form without manually adjusting the spacing for

each line.

Always provide enough address lines. Include space for

five-line addresses. In addition to firm name, street and city,

etc., the extra lines accommodate department or division

names or numbers and suite, floor or building numbers.

Addresses for many large firms now include mail-stop

information—their own internal ZIP Codes. Unless you

make it easy for users to include complete delivery informa-

tion, order fulfillment or return communications can be

seriously delayed or may never arrive at all!

CHANGING WORLD...
As the world's economies become more interdependent, addresses

become longer and more complex.

The ZIP Code portion of the address area should allow for

the additional four-digit ZIP Code for carrier-route sorting.

Having this information can expedite mail delivery and save

your organization postage costs in the years to come.

It's also important to allow space to specify the country as

well as the state.

It's always a good idea to include telephone extension

numbers to avoid delays in case a follow-up call is necessary.
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EVALUATION CHECKLIST
Check your work against these criteria to see ifyou've added the

right ingredients for effective response devices.

Coupons

1. Is it clear to the respondent where he or she should

send the coupon?

2. Does the coupon provide enough lines for itemizing

information?

3. Is the coupon large enough to be easily filled out, yet

not so large it dominates the advertisement?

Order Forms

1. Is there space to list quantity, item number, item de-

scription and total price?

2. Does the pricing area provide space for adding ship-

ping charges and taxes?

3. Do order forms spell out the customer's payment and

shipping options?

4. Does the order form include space for the respondent's

telephone number, in case of problems?

5. Does the order form have sufficient space for full

delivery information, including department, division,

mail stop and suite number?

Employment Applications

1. Does the employment application direct the appli-

cant through the form with typographic cues and

graphic accents?

2. Does line spacing allow applicants to use a typewriter

to fill out their education and employment history?
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3. Have you subdivided the application form into logical,

clearly defined categories?

Surveys

1. Are rating values for yes/no or agree/disagree ques-

tions clear? Are the entries closely spaced?

2. Have long surveys been subdivided into categories,

avoiding the appearance of essay questions or

final exams?

3. Is the appearance of the survey consistent with the

organization's other print communications?
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AtftpJu Graphics & Prepress
# m I Tips & Techniques

Thefollowing tips and tricks are designed to help you sidestep the

problems that have ensnared so many desktop publishers.

Although computers are supposed to make document
creation easier, sometimes technology seems only to compli-

cate matters. This is especially the case if you're using an

untested technique, trying out new software or working with

new hardware.

If you're working with color or digital photography, or if

you plan to work with a service bureau for high-resolution

output, the advice in this appendix will save you money and

hours of frustration.

IMAGE DATABASES
Image databases help you keep track of lots of different graphics.

If you work with a lot of graphics files, you may find that

keeping track of which images match which files can be a

tricky process. Just as you can use a conventional database to

sort and track information, you can use an image database to

store a low-resolution screen image of your high-resolution

digital photos and illustration files. Some image databases

show thumbnail views of groups of photos according to your

specific instructions.

You can also use an image database to track how fre-

quently you use a photo or illustration, as well as in which

publications and situations. While they are currently used for
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more high-end applications, image databases eventually

will become cheaper and easier to use, giving any desktop

publisher the capability to track and sort images quickly

and effectively.

PICKING THE RIGHT PAPER
Paper plays a crucial role in how your documents appear.

High-end printing (especially if it involves photos or color)

works best on higher-quality papers at fairly high output

resolutions. Coarse papers don't hold ink well enough to

create the crisp definition needed for high-resolution work.

The result is muddy images that are out of registration.

Finer papers hold ink more precisely and with less bleed-

ing, running and spreading, producing sharper images.

Also available are specially coated papers that make colors

and photos "pop," or stand out even more than they would
on uncoated paper.

The thickness of the paper is also important. Using paper

that is too thin may cause the inks to bleed through, wreak-

ing havoc with type or images on the other side of the page.

When planning a project, consider paper when establish-

ing your budget. Size, thickness, coating, texture—and other

factors, like availability and demand—can cause wide varia-

tions in paper prices.

Finally, don't forget that paper doesn't always have to be

white. Colored paper can create a special effect technique

with flyers and handbills.

You can combine the impact of colored paper (which often

costs only slightly more than standard white paper) with

black ink, a colored ink, or both, to grab and hold the

reader's attention.
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GETTING THE MOST FROM
COLOR PRINTING
Four-color printing combines a number of diverse disciplines in

one complex process.

Printing color documents, especially complicated four-color

pieces, is a tricky process that can cost you time and money
for even minor mistakes. The tips and techniques in this

section will help you avoid making some of the more frus-

trating mistakes and will offer advice on getting more bang
for your color buck.

How Four-Color Printing Works

In simplest terms, printing a color document is a matter of split-

ting its component colors intofour different elements, or plates.

Each color is broken down as a percentage of cyan (a light

blue), magenta (a pinkish purple), yellow and black (abbrevi-

ated CMYK).
These are called the subtractive primary colors, because

combining them all gives you a full, rich black, and subtract-

ing certain quantities of one or more colors can yield practi-

cally any other color imaginable.

At four different points in the printing process, the paper

passes a spot (usually a roller) where one of the four colors

(cyan, magenta, yellow and black) is applied. The final

combination creates the full, vibrant colors you see in any

brochure, magazine or annual report.

As you can imagine, a lot can go wrong during a large

print job. Paper, printing plates and rollers can all slip out of

alignment. If a single element isn't perfectly aligned with all

the others, then your colors will print out of registration,

ruining even the most beautiful design and artwork.

Luckily, there are a few tricks that can help your color

pages print in proper registration, even covering up minor

flaws in the printing process.
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The Color Trap

Traditionally the realm of the prepress technician, trapping can

now be controlled by the designer.

Trapping is the process of determining how much overlap or

spacing to leave between color elements to ensure clean,

clear printing, even if you encounter slight problems with

registration.

While trapping has traditionally been handled by the

printer on any given job, most desktop publishing and

illustration packages provide for some means of electronic

trapping control. As with most other aspects of color pre-

press and printing, the details of this process vary widely.

Since bad trapping can be worse than no trapping at all,

it's best to consult your software manuals, service bureau

and printer for the details and help you'll need.

Preparing Spot Color for Printing

Printing spot-color work is only slightly more involved than

printing single-color work.

If you've planned and set up your document carefully,

printing a spot color job should be no more complicated than

a regular one-color document.

Printing a separation proof creates two pages of output for

each single page in your electronic document—one page

with all items in black, and another for all items in spot color.

Printing a composite proof gives you a single page where

both colors are printed, showing you how the final product

will look. (Of course, you'll have to print to a color output

device for a realistic color composite.)

You can also use separation and composite proofs to check

the trapping (see "The Color Trap" earlier in this appendix),

alignment and registration of the items in your document.
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I COLOR & COMPUTER TECHNOLOGY
a Computers make designing and producing color documents easier,

Ibut they aren't foolproof.

Just as advances in technology have made working with type

more predictable, the disparity in color on the computer and
I color off the press is shrinking every day.

I

Part of the problem in matching color on the computer to

the color of the final product lies in the media. Monitors

produce colors by actually creating light as they illuminate

| your screen. Printed documents rely solely on reflected light.

Also, monitors use red, green and blue (or additive color) to

create all other colors, while the printing process uses cyan,

i

magenta and yellow (or subtractive color) as its palette.

Various techniques and systems have been developed to

I
help compensate for the differences between colors on the

f computer and the printing press.

Color matching is the process by which the colors you

choose for your computer-generated documents are matched

I to existing color standards. The final printed product is also

I checked against a set of standard colors to ensure accuracy at

: the final stage.

There are a number of different color matching standards,

I including the Pantone Matching System (PMS), in which you

I use a color sample book and an electronic color library to

match colors with standard inks that most printers can use.

It's important to choose and stick to a single color match-

1 ing system for all your color work. It's difficult (or nearly

| impossible) to ensure consistency and quality when con-

stantly jumping from one standard to another. Your software

package, color choices, and production and printing methods

play a major role in determining which matching system (if

any) you should use. Consult your software manuals and

printer for advice on this matter.

Color calibration techniques involve using special software

and hardware devices to compensate for the differences

between computer-generated and printed colors.
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Make friends with

your printer and
service bureau

technicians.

Color calibration technology has not yet fully developed,

and just as with color matching systems, competing vendors

and platforms will struggle to develop a universally accepted

standard.

Regardless of the sophistication of your color software and

hardware—when printing a computer-generated color

document—there's no substitute for a well-trained eye. Some
colors are particularly difficult to reproduce faithfully

—

watch out for unrealistic flesh tones, for example.

WORKING WITH SERVICE BUREAUS
Working closely with your service bureau and printerfrom start to

finish will help ensure consistent, predictable results.

If the last step in your desktop publishing project is printing

out a final proof on a 300-dpi laser printer and having those

pages photocopied or quick-printed, consider yourself lucky.

But, if like a growing number of designers, you find yourself

sending your work to high-resolution imagesetters or tradi-

tional print houses, there are a few simple guidelines you can

follow that will ensure consistent, predictable results:

Ask for help. Nobody knows everything about desktop

publishing, and there's no shame in asking your service

bureau or printer for advice on complex subjects like

scanning photos or defining electronic color trapping

parameters.

Time is money. When large files take longer than usual

to print, you'll probably have to pay a surcharge for

tying up a service bureau's equipment. Rush jobs cost

extra as well, so plan ahead.

Less is more. Since time is money, don't use graphics

(especially photos) digitized at a higher resolution than

necessary—you'll just be wasting time processing

image information you don't need.
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Run the numbers. There are plenty of equations and

rules that can guide you through esoteric calculations

such as how many steps to put in a graduated blend or

at what resolution to scan a photo. Check with your

service bureau or printer and follow their instructions.

Keep it simple. Above all else, keep your project as

simple as possible. Do not try to do something that

isn't necessary, and if the traditional method is faster,

cheaper and easier than the computerized way, by all

means, switch off your computer and roll up your

shirtsleeves.
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Photo & Clip Art
Resources

If you're a budding desktop designer, you may be interested

in incorporating photographs and clip art into your docu-

ments. But where do you start? Where do you find clip art?

Where do you go for photographs?

This appendix offers some guidance on locating photos

and canned art, and some tips on scanner manufacturers.

Professional-quality electronic clip art is widely available

for any kind of desktop publishing platform. As with fonts,

clip art can be bought through mail-order vendors, in retail

outlets or direct from the manufacturer. It is also available on

floppy and CD-ROM. Also included with the following clip-

art listings are backgrounds and textures.

SOURCES FOR CLIP ART

Images With Impact

3G Graphics

114 Second Ave. South, Ste. 104

Edmonds, WA 98020

800-456-0234

A huge CD-ROM collection of excellent images ranging from

cartoons to realistic, color line drawings. Images from this

extensive and impressive collection can be easily edited

using Adobe Illustrator. Files are stored in several formats,

including black-and-white and color EPS and PICT.
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Cliptures

Dream Maker Software

925 West Kenyon Ave., Ste. 16

Englewood, CO 80110

800-876-5665

A collection of EPS images, including business and sports

graphics. Cliptures features an extensive collection of flags.

Artbeats

PO Box 1287

Myrtle Creek, OR 97457

800-822-0772

This package includes a number of diverse backgrounds for

use in flyers, ads, brochures, on-screen presentations and
other applications. The backgrounds range from natural

textures to futuristic scenes, all created electronically, so

the file size is smaller than with scanned backgrounds.

SOURCES FOR PHOTOGRAPHS
There are a number of inexpensive and convenient methods

for locating and using good photographs.

Even if you don't have access to a staff photographer,

there may be a photo resource, clip file or other backlog of

images for you to choose from: amateur photographers

abound, or a staff member, co-worker, family member or

friend may have a portfolio of photos he or she is will-

ing to share.

Digital Photo Sources

Perhaps of most immediate interest to desktop publishers are

digital photo resources. With a digital photo, you can

manipulate the images electronically and integrate them

into the rest of your layout, eliminating the need for conven-

tional photo stripping. Digital photograph sources include
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Digital cameras. Digital still cameras are being used

more frequently in training materials and in database

applications.

Video capture systems. Special equipment that captures

frames directly from video can be a useful if the image

you need exists only on videotape.

Photo CD. Kodak's Photo CD format allows you to

shoot film in the conventional manner and then have it

processed and placed on a CD-ROM disk for viewing

on screen or importing into a page layout program.

Scanners. With the price of a color flatbed scanner

roughly approaching that of a PostScript laser printer,

scanning prints is an increasingly viable option for the

average desktop publisher.

Hewlett-Packard

| PO Box 58059

I MS#511L-SJ

I Santa Clara, CA 95051

800-752-0900

I The Hewlett-Packard ScanJet lie is a 400 dpi color flatbed

I scanner that operates with both Windows and Macintosh

I computers. The optics of the ScanJet lie are as good as

I practically any flatbed scanner on the market, and its low

f price makes it a performance bargain.

Light Source

I 17 East Sir Francis Drake Blvd., Ste. 100

I Larkspur, CA 94939

I 415-461-8000

Ofoto scanning software is designed to calibrate your scan-

ner to the specific monitor and output devices you use. This

yields optimum results when working with continuous tone

images, particularly color photos. Ofoto is compatible with

I a variety of scanners and runs on both Macintosh and

| Windows computers.
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Stock Photo Services

A number of companies create and buy photos to keep on

file for later sale or licensing to designers and art directors.

You can request stock photos in practically any medium
imaginable, including prints, slides and computer files on

CD-ROM disks.

Comstock

30 Irving PI.

New York, NY 10003

212-353-8600

Comstock is one of the larger stock photo agencies and it has

released four separate CDs containing images related to

business, health and fitness, travel and vacations, and

people. The images vary in size and resolution, but average

about 175k to 200k each.

Husom & Rose

1988 Stanford Ave.

St. Paul, MN 55105

612-699-1858

Featuring 65 images, Husom & Rose's Photographies disk

contains a wide variety of general photos, including people,

places, backgrounds, clouds, trees, water and other nature

images. The files are available in both high-resolution 24-bit

color TIFF and screen-resolution PICT formats.

Digital Gallery Limited

4422 Southwest Corbett St.

Portland, OR 97201

503-228-8105

Released each month, the Digital Gallery Limited CD is

restricted to 1000 copies of each edition. With each image

running around 30mb, each disk features about 20 images;

and they appear only in 24-bit color TIFF format. Each image

is optimized to output at 7" x 10" at a 175 line screen.
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News Services & Historical Archives

Similar to stock photo companies, some news organizations

license secondary use of photos originally taken for and

printed in newspapers, magazines and other publications.

News services may offer their images as prints, slides or on

disk—some even upload photos to online services, where

you can pay to download and use them.

Many universities, public libraries, historical societies and

other organizations maintain massive collections of photo-

graphs germane to a specific field of study or local interest. If

you're working on a specific project, many organizations will

lend you photos from their archives free of charge.
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AffoUu Desktop Publishers

Resources

Mastering design and desktop publishing can't be done in a

day, or in a week or month for that matter. Like all disci-

plines, these too require a long-term commitment to keep

looking, keep reading, keep asking, keep experimenting.

The resources listed here will help you locate everything

from high-quality design seminars to great books that will

help you look good in print.

BOOKS

American Press Institute. Newspaper Design: 2000 and Beyond.

Reston, VA: American Press Institute, 1989.

Contains "before" and "after" versions of some of the

country's most famous newspapers, showing how they are

adapting to changing reader tastes in the television age.

The use of full color throughout this publication adds to its

visual impact.

Beach, Mark, and Russon, Ken. Papers for Printing: How to

Choose the Right Paper at the Right Pricefor Any Printing Job.

Portland, OR: Coast to Coast Books, 1989.

Takes the mystery out of choosing paper; contains many
samples showing how paper choice affects the appearance of

text and illustrations. Help for the stranded newsletter editor

with a deadline two days away and three pages to fill.
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Beach, Mark, Shepro, Steve, and Russon, Ken. Getting It

Printed: How to Work with Printers and Graphic Arts Services to

Assure Quality, Stay on Schedule, and Control Costs. Portland,

OR: Coast to Coast Books, 1986.

Invaluable advice about what to do after the laser printer

or phototypesetter has churned out the last page of your

brochure, newsletter or book.

Beale, Stephen, and Cavuoto, James. The Scanner Book: A
Complete Guide to the Use and Applications of Desktop Scanners.

Torrance, CA: Micro Publishing Press, 1989.

Describes what to look for in choosing a scanner and how
to make the most of it when you get it home. Reviews

hardware and software options and shows how to manipu-

late scanned images on your computer screen.

Binns, Betty. Better Type: Learn to see subtle distinctions in the

faces and spaces of text type. New York: Watson-Guptill, 1989.

Concise text with numerous illustrations showing how the

slightest changes in letter, line and word spacing can have a

major effect on a publication's appearance and readability.

Bly, Robert W. The Copywriter's Handbook. New York: Henry

Holt & Co., 1990.

An entertaining but thorough review of the tools of

effective copywriting that can restore vigor to tired copy.

Bly, Robert W. Secrets of a Freelance Writer. New York: Henry

Holt & Co., 1990.

Although focused on surviving as a freelance writer, many
of the ideas in this book can be used by freelance graphic

designers and desktop publishers.

Bly, Robert W. Create the Perfect Sales Piece: How to Produce

Brochures, Catalogs, Fliers and Pamphlets. New York: John

Wiley & Sons, 1985.

Bly stresses the importance of project planning before

beginning work and lists numerous sources of outside help.
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Brady, Philip. Using Type Right: 121 Basic No-Nonsense Rules

for Working With Type. Cincinnati, OH: North Light Books,

1988.

An entertaining book of tips and techniques for making
better use of your desktop publishing or page layout pro-

gram. Combines concise descriptions of design principles

with graphic examples in an oversized format that's a joy

to read.

Brown, Alex. In Print: Text and Type in the Age of Desktop

Publishing. New York: Watson-Guptill, 1989.

Combines concise, highly readable descriptions of the

aesthetic qualities of different typefaces and techniques to

make effective use of any typeface.

Burke, Clifford. Type From the Desktop: Designing With Type

and Your Computer. Chapel Hill, NC: Ventana Press, 1990.

A thought-provoking exploration into the world of typog-

raphy and design. Filled with type examples, this book

explores the functions and aesthetics of type.

Cook, Alton, ed. Type and Color: A Handbook of Creative

Combinations. Rockport, MA: Rockport Publications, 1989.

Previews more than 800,000 possible type/background

combinations. Contains more than 100 pages of color

samples and removable acetate overlays to let you experi-

ment with black, colored or reversed type on a variety of

background colors.

Dair, Carl. Design With Type. Toronto, Canada: University of

Toronto Press, 1982.

A welcome reprint of the 1960 original, this slim, unpre-

tentious volume contains unforgettable lessons that extend

far beyond page design and typography into writer/de-

signer/reader relationships.
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Finberg, Howard I., and Itule, Bruce D. Visual Editing: A
graphic guidefor journalists. Belmont, CA: Wadsworth, 1990.

More than just guidelines for the effective use of photo-

graphs, charts and information graphics, Visual Editing

thoroughly investigates how computerized publishing is

revolutionizing newspaper production.

Floyd, Elaine. Advertising From the Desktop: The Desktop

Publisher's Guide to Designing Ads That Work. Chapel Hill, NC:
Ventana Press, 1993.

Put Madison Avenue in your mouse! Advertising From the

Desktop provides readers with savvy design advice and

helpful how-to instructions for creating persuasive ads on

the computer. For use with any hardware or software, the

book is a unique, idea-packed resource for improving the

look and effect of desktop-produced ads.

Floyd, Elaine. Marketing With Newsletters: How to Boost Sales,

Add Members, Raise Donations and Further Your Cause With a

Promotional Newsletter. New Orleans, LA: EF Communica-

tions, 1991.

Shows for-profit and non-profit organizations how to

promote themselves with a newsletter. Includes information

on newsletter content, writing and design. Also: information

on setting a budget, saving money, developing a readership

base, surveying readers, coordinating the newsletter with

other marketing projects and finding subcontractors. Over

200 illustrations and sidebars are used to emphasize certain

points discussed in the text.

Gosney, Michael, Odam, John, and Schmal, Jim. The Gray

Book: Designing in Black & White on Your Computer. 2nd ed.

Chapel Hill, NC: Ventana Press, 1993.

This "idea gallery" offers a lavish variety of the most

interesting black, white and gray graphic effects from laser

printers, scanners and high-resolution output devices.
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Holmes, Nigel. Designer's Guide to Creating Charts and Dia-

grams. New York: Watson-Guptill, 1984.

Well illustrated and written by an innovator in the field of

visual information journalism, this book shows how to con-

vert numbers and comparisons into eye-catching graphics.

Hudson, Howard Perm. Publishing Newsletters, rev. ed. New
York: Charles Scribner's Sons, 1988.

Comprehensive coverage of all aspects of newsletter

publishing, by one of the industry's most respected observ-

ers and designers, the founder and publisher of the influen-

tial Newsletter on Newsletters.

Kaatz, Ron. The NTC Book ofAdvertising and Marketing Check-

lists. Lincolnwood, IL: NTC Business Books, 1988.

A unique, interactive approach to planning advertising

design—you learn by answering questions about the desired

goals of your advertising.

Kieper, Michael L. Illustrated Handbook of Desktop Publishing

and Typesetting. Blue Ridge Summit, PA: TAB Books, 1987.

Combines a historical perspective with a carefully anno-

tated overview of just about every desktop publishing

hardware and software program available.

Lichty, Tom. Desktop Publishing With Wordfor Windows for

2.0. Chapel Hill, NC: Ventana Press, 1993.

Provides Word users with the design know-how necessary

for creating successful, appealing documents. Contains

chapters on the use of typography, style sheets, graphic

placement and more.

Mansfield, Richard. Desktop Publishing With WordPerfect 6.0.

Chapel Hill, NC: Ventana Press, 1993.

Offers a wealth of advice and how-to examples for creat-

ing appealing documents, working with graphics and

creating style sheets. Addresses new tools and techniques

available in WordPerfect 6.0, including the GUI, customiz-

able button bar, WYSIWYG editing, dialog boxes and more.
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Moen, Daryl R. Newspaper Layout and Design. 2nd ed. Ames,
IA: Iowa State University Press, 1989.

Detailed analysis of the component parts of a modern
newspaper, including observations on current trends.

Naiman, Arthur, ed. The Macintosh Bible. 4th ed. Berkeley,

CA: Peachpit Press, 1992.

An invaluable aid for both experienced and first-time

Macintosh users. Contains capsule reviews of hardware and

software plus software-specific practical tips on the most

popular programs.

Nelson, Roy Paul. The Design ofAdvertising. 6th ed. Dubuque,

IA: William C. Brown, 1989.

A no-nonsense favorite, focusing on effective use of color,

space and typography when designing magazine and news-

paper ads.

Nelson, Roy Paul. Publication Design. 5th ed. Dubuque, IA:

William C. Brown, 1989.

This large-format volume focuses on the challenges

presented by the various types of publications.

Nemoy, Sheldon, and Aiken, C.J. Looking Good With

CorelDRAWfor Version 4.0. 2nd ed. Chapel Hill, NC:
Ventana Press, 1993.

Guidelines and suggestions are offered for taking ad-

vantage of CorelDRAW's newest features. Two galleries

of annotated artwork feature a stunning array of award-

winning black-and-white and four-color illustrations.

One Club for Art and Copy, Inc. The One Show: Judged to Be

Advertising's Best in Print, Radio and TV. Vol. 14. New York:

One Club for Art & Copy, 1992.

The annually published The One Show is a lavishly illus-

trated, large-format book containing full-color reproductions

of award-winning advertisements of all types. The One Show

often provides fresh insight into solutions to your current

design problem.
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Parker, Roger C. Desktop Publishing With WordPerfectfor 5.0 &
5.1.2nd ed. Chapel Hill, NC: Ventana Press, 1990.

Desktop Publishing With WordPerfect includes invaluable

information on organizing your documents into attractive

layouts, working with graphics and creating style sheets for

consistency and speed.

Parker, Roger C. The Makeover Book: 101 Design Solutions for

Desktop Publishing. Chapel Hill, NC: Ventana Press, 1989.

Hundreds of actual examples, tips and techniques that let

you compare original documents with their makeovers.

Parker, Roger C. Newsletters From the Desktop: Designing

Effective Publications With Your Computer. Chapel Hill, NC:

Ventana Press, 1990.

This desktop design guide offers a wealth of desktop pub-

lishing techniques and design advice for producing your

newsletter, including layout suggestions, creating the name-

plate and selecting typefaces.

Parker, Roger C, and Kramer, Douglas. Using Aldus

PageMaker 4. 3rd ed. New York: Bantam Books, 1990.

The latest edition of one of the earliest PageMaker books

to appear. Shows how to use the latest 4.0 features.

Pattison, Polly, Pretzer, Mary, and Beach, Mark. Outstanding

Newsletter Designs. Available from: Polly Pattison, 5092

Kingscross Rd., Westminster, CA 92683.

A potpourri of inspirational ideas for newspaper publish-

ers. Any one of its ideas is well worth the cost of this fully

illustrated, large-format book.
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Rabb, Margaret Y. The Presentation Design Book: Tips Tech-

niques & Advicefor Creating Effective, Attractive Slides,

Overheads, Screen Shows, Multimedia & More. 2nd ed. Chapel

Hill, NC: Ventana Press, 1993.

This generic design guide reviews the essentials of creat-

ing good-looking slides, overheads, charts, diagrams and

handouts. Alerts you to basic pitfalls of producing presenta-

tion graphics, and provides examples of how to choose the

best medium and tailor it for your audience.

Sitarz, Daniel. The Desktop Publisher's Legal Handbook: A
Comprehensive Guide to Computer Publishing Law. Carbondale,

IL: Nova Publishing, 1989.

A new set of challenges faces writers who become publish-

ers. This concise volume provides copyright information

essential to today's computer-based publishers.

Strunk, William, Jr., and White, E. B. Elements of Style. 3rd ed.

New York: Macmillan, 1979.

Required reading for any publisher, providing an enter-

taining review of the basics of effective writing, as well as a

quick reference for grammar and usage issues.

Swann, Alan. How to Understand and Use Design and Layout.

Cincinnati, OH: North Light Books, 1991.

This handsomely illustrated volume does an excellent job

of balancing theory and practical example. Numerous rough

layouts illustrate various formats and ways of placing type

on a page.

Tufte, Edward R. The Visual Display of Quantitative Informa-

tion. Cheshire, CT: Graphics Press, 1983.

One of the classics, this book describes various charting

and graphing tools and helps you choose the right type of

graphic to get your message across. Describes possible

pitfalls and ways of maintaining data integrity.
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White, Alex. How to Spec Type. New York: Watson-Guptill,

1987.

Reviews the basics of typography in a straightforward

and entertaining fashion.

White, Alex. Type in Use. New York: Design Press, 1992.

Further explores the seemingly infinite number of ways
type can be placed and manipulated on a page. Contains

hundreds of thought-provoking examples.

White, Jan. Colorfor the Electronic Age. New York: Watson-

Guptill, 1990.

Demonstrates, in dozens of examples, many shown in

three stages (no color/badly used color/cleverly used color),

how color can be used to enhance text, charts and graphs.

White, Jan. Using Charts and Graphs: 1000 ideas for getting

attention. New York: R. R. Bowker, 1984.

Reviews the advantages and disadvantages of the various

types of charts and graphs, with an emphasis on presenting

data as accurately as possible.

Xerox Press. Xerox Publishing Standards: A manual of style and

design. New York: Watson-Guptill, 1988.

A comprehensive survey of the many design and editorial

components involved in establishing a consistent corporate

identity throughout a wide range of publications.

Zinsser, William. On Writing Well: An Informal Guide to

Writing Nonfiction. 4th ed. New York: Harper & Row, 1990.

This is a book you'll want to use over and over again, long

after you've read it the first time. Emphasizes the importance

of clarity and simplicity.
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PERIODICALS

Aldus Magazine, Aldus Corp., 411 First Ave. South, Seattle,

WA 98104. Bimonthly, with special issues throughout the

year.

Helpful hints and general information for all registered

users of Aldus PageMaker and Freehand, by request. One
idea can save you dozens of hours of work.

Before & After: How to Design Cool Stuffon Your Computer,

PageLab, 331 J St., Ste. 150, Sacramento, CA 95814-9671.

Bimonthly.

This exciting, full-color, bimonthly publication is full of

tips and techniques for advanced desktop publishers—and
those who want to become advanced desktop publishers.

Concisely written and profusely illustrated—not an inch of

wasted space.

Communication Arts, Coyne & Blanchard, 410 Sherman Ave.,

Palo Alto, CA 94306. Eight issues/year.

Traditional "required reading" for art directors and
graphic designers, now devoting increased space to desktop

publishing concerns. Special focus issues showcase samples

of the year's best designs in advertising, illustration and

photography.

Electronic Composition & Imaging, 2240 Midland Ave., Ste. 201,

Scarborough, ON M1P 4R8 Canada. Bimonthly.

Covers mid-level desktop publishing, electronic publish-

ing and prepress imaging equipment, business and design;

Q & A section.

Electronic Publishing, PermWell Publishing Co., 1421 S.

Sheridan, Tulsa, OK 74112. 18 issues/year.

Its motto says it all: "No other publication on earth reports

as much news about typography and professional publish-

ing." Approaches desktop publishing issues from a

typographer's point of view.
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Font & Function: The Adobe Type Catalog, Adobe Systems, P.O.

Box 7900, Mountain View, CA 94039-7900. Thrice yearly.

This free publication includes articles on new typeface

designs, gives samples of Adobe typefaces in use and shows
specimens of all available Adobe fonts.

High Color Magazine, 21 Elm St., Camden, ME 04843. Bi-

monthly.

Heavy technological focus on PC graphics and video

applications.

HOW Magazine, 1507 Dana Ave., Cincinnati, OH 45207.

Bimonthly.

Geared to the professional graphic artist, covers graphic

design business, production and technology; extensive

graphics gallery.

In-House Graphics, United Communications, 11300 Rockville

Pike, Ste. 1100, Rockville, MD 20852. Monthly.

Practical advice for results-oriented graphic designers.

Recent articles have ranged from the use of metallic inks and

software-specific design techniques to compensation trends

for designers and desktop publishers.

Newsletter Design, Newsletter Clearinghouse, 44 West Market

St., P.O. Box 311, Rhinebeck, NY 12572. Monthly.

A visual treat, each month's issue contains illustrations of

the front cover and inside spread of over 20 newsletters,

along with detailed commentary on their strengths and

weaknesses. Provides numerous ideas that can be incorpo-

rated in your newsletter.

Newsletter on Newsletters, Newsletter Clearinghouse, 44 West

Market St., P.O. Box 311, Rhinebeck, NY 12572. Biweekly.

Want to know what's going on in the newsletter business?

This concise publication contains a capsule look, along with

features focusing on graphic, economic, postal and promo-

tional issues.
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The Page, P.O. Box 14493, Chicago, IL 60614. Ten issues/year.

A delightful publication written for Macintosh desktop

pubUshers. The Page is an impartial, informed and reader-

friendly look at Macintosh desktop publishing from a hands-

on perspective.

Print: America's Graphic Design Magazine, RC Publications,

Inc., 3200 Tower Oaks Blvd., Rockville, MD 20852. Bi-

monthly.

The techniques and economics of professional graphic

design, with an eye on advances in desktop publishing. Its

yearly regional design and advertising design issues by

themselves justify its subscription price.

Publish! Integrated Media, Inc., 501 Second St., San Francisco,

CA 94107. Monthly.

In-depth critiques of the latest hardware and software,

along with design- and technique-oriented articles. Of

special interest is its monthly typography column.

Step-By-Step Electronic Design: The How-To Newsletterfor

Desktop Designers, Dynamic Graphics, 6000 N. Forest Park

Dr., P.O. Box 1901, Peoria, IL 61656-1901. Quarterly.

Advertising-free, technique-oriented advice for advanced

desktop publishers and others who aspire to greater exper-

tise in layout and design.

U&lc, International Typeface, 866 Second Ave., New York,

NY 10017. Bimonthly.

This free large-format tabloid contains features written by

many of the world's leading typeface designers. It balances a

historical perspective with down-to-earth treatment of

contemporary publishing issues.
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WordPerfectfor Windows Magazine, WordPerfect Publishing,

270 W. Center St., Orem, UT 84057. Monthly.

Features articles and tips and tricks for using all aspects

of WordPerfect for Windows, including page layout and
publication design.

WordPerfect: The Magazine, WordPerfect Publishing, 270 W.
Center St., Orem, UT 84057. Monthly.

An easy way to keep up-to-date on WordPerfect's grow-

ing range of page layout commands and features.

SEMINARS & TRAINING

Career Track, 3085 Center Green Dr., M/S 15, Boulder, CO
80301. 303-447-2323, or 800-334-6780

Offers seminars, audios and videos on a wide range of

desktop publishing and newsletter-related subjects as well

as management communication and personal development

subjects.

Dynamic Graphics & Education Foundation, 6000 N. Forest Park

Dr., Peoria, IL 61614. 309-688-8800

Sponsors both generic and software-specific workshops

throughout the world focusing on desktop publishing

design issues.

Electronic Directions, 220 E. 23rd St., New York, NY 10010.

212-213-6500

Software-specific courses and seminars for desktop

publishers.

Folio Publishing News, Six River Bend Ctr., Box 4949, Stam-

ford, CT 06907-0949. 203-358-9900

Each year, Folio: The Magazinefor Magazine Management

presents a series of two- and three-day conferences around

the country, featuring presentations by leading designers

and other professionals.
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National Association of Desktop Publishers, 462 Old Boston St.,

Ste. 8, Topsfield, MA 01983. 508-887-7900

Professional organization for desktop publishers. Pub-

lishes The Journal (hardware and software reviews, how-to

articles, job, show and equipment directories).

Newsletter Publishers Association, 1401 Wilson Blvd., Ste. 207,

Arlington, VA 22209. 703-527-2333

Sponsors seminars and publishes periodicals for news-

letter editors.

Newsletter Clearinghouse, PO Box 311, Rhinebeck, NY 12572.

914-876-2081

Publishes books and newsletters, membership listings and

special reports. Sponsors conferences, seminars and design

competition.

Padgett-Thompson, 11221 Roe Ave., Leawood, KS 66211.

913-491-270 or 800-255-4141

A division of American Management Association, the

nation's oldest not-for-profit business training organization;

offers one- and two-day seminars on desktop publishing,

newsletters, copywriting and editing, and proofreading.

Performance Seminar Group, 31 Main St., Wells River, VT
05081. 802-757-2714

One of the world's largest seminar firms; offers seminars

on newsletter publishing and desktop design.

Popular Communication, Box 21008 S-400-71, Goteborg,

Sweden. 031-50-0030

Sponsors desktop publishing design conferences and

seminars throughout Europe.

Promotional Perspectives, 1829 W. Stadium Blvd., Ste. 101, Ann
Arbor, MI 48103. 313-994-0007

Offers seminars on design issues for desktop publishers,

including newsletter design and more.

jr
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Ragan Communication Workshops, 212 W. Superior St.,

Chicago, IL 60610. 312-922-8245

Presents seminars and publishes a variety of newsletters

specializing in communications skills and newsletter design

and production.

Serendal Group, 8962 E. Hamden Ave., Denver, CO 80231.

303-337-0060

Presents seminars throughout the U.S. and the Far East on

desktop publishing design and newsletter publishing. Also,

quality management systems in the electronic publishing

environment.
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in ads 306
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on newsletters 265, 269-70

on response devices 381

Advertisements

before-and-after comparisons 212-15,

228-29

magazine See Magazine advertising

newspaper See Newspaper advertising
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Airbrushing photographs 153-54

Annotations 338

Appendices 340

Articles, continuation of 45-46, 246, 286

Artwork
altering size and shape of 203-4
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in books 336-38
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captions See Captions

in catalogs 326

clip art See Clip art
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mation graphics
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in newspaper ads 304
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B
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annotations 338
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overview 335
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overview 96-97

spacing and 198

See also Boxes

Boxes
ballot, in response devices 377, 380-81
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overuse of 191-92

overview 98-100
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before-and-after comparison 210-1

1

design considerations 323-24
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overview 320

teasers 320-21
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Builds 352-53
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Business communications
cards 368-69, 373

fax cover sheets 370, 373

letterheads See Letterheads

letters 218-19

reports 242-43, 246-50

resumes 371-72, 373

320

231, 239

266

Callouts 305

Capabilities brochures

Captions

in ads 213

in books 338

in newsletters
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overview 41^12

Cards, business 368-69, 373
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before-and-after comparison 216-17

covers 325

evaluation checklist 332

inside pages 326
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overview 324-25

CD-ROM 111,112,120,313
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Charts and diagrams
before-and-after comparison 244-45

builds in 352
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complexity in 356-57

enhancing 129-32, 357

excessive detail in 189

in presentation graphics 353-58

in reports 243, 246, 248

screens and 102

titles in 348

types 125-29

Citations 338
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Clip art

color 180

in menus 330

overview 112-17

sources of 120, 393-94

Clip files 5

Color

additive vs. subrractive 389

basic concepts of 163-66

jobbing out work 181, 390-91

black and white as 172, 350

bleeds and 105

calibration 389-90

clip art 180

computer's shortcomings regarding 389-90

in diagrams 129, 132

full-color 181-82, 387

in magazine ads 315
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menus and 329

mood and 160-61, 350

overview 157-58

paper, for printing 386

photographs, black-and-white vs. 138

in presentation graphics 349-50

properties of 169-71

relationships of 167-68

restraint and 173

space between elements 388

two-color See Spot color

uses of 158-59

using proofs to check 162

Color wheels 163

Columns
alignment 205
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jumping horizons in 188

in newspapers 281

overview 26-30

in response devices 378, 379

spacing in 184-85, 199

in tabloids 276-77

widows and orphans 196-97

See also Grids

Complementary colors 164

Composite proofs 388

Compressing type 83

Computer graphics 110-11, 122-23

See also Clip art

Computers, color shortcomings of 389-90

Condensed typefaces 63

Contracts See Response devices

Correspondence 218-19

Coupons See Response devices

Credits 269

Cropping photographs 148-50

Dashes, em and en 87

Databases, image 385-86

Decimal tabs 135
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color and 158-59 See also Color

common pitfalls in 183-203
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contrast in 13-15, 203

crowded layout 186-87

developing style 250-51

direction in 10-11

hints for illustrations 109-10
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integration of parts 15-17

misaligned elements 205

photographs in 143-47
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relevance of 3-4, 6-8

resources See Resources

restraint in 18-19
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starting with sketches 4-5

See also particular published piece

Diagrams See Charts and diagrams
Digital photography 394-95

Dingbats 57-59, 119-20

Documentation See User manuals
Downrules 93

Draw programs 123, 124-33

Drawings, starting with 4-5

Drop caps 221

Drop shadows 100, 213, 245

Duotones 177-78

Effects See Special effects

Em dash 87

Employment application forms

See Response devices

En dash 87

Endnotes 338

Envelopes 367-68

EPS format 120

Ethics, photograph alteration and 156

Faxes

cover sheets 370, 373

number in letterhead 364-65

Filling type 85

Flow diagrams 127

Flush-left type 67-68, 194

Flush-right type 69-70

Flyers

before-and-after comparisons 220-23

evaluation checklist 332

overview 327-28

Fonts See Typefaces

Footers 43, 339

Footnotes 338

Forms See Response devices

Four-color 181-82

Front matter 339-40

Graphic design See Design
Graphics See Artwork; Information graphics;

Presentation graphics

Grid lines 357

Grids

in ad production 290-98, 311

illustrations and 130, 131

letterheads and 363

in newsletters 258-61

overview 23-25

See also Columns
Gutters 31, 184-85, 248

H
Handouts 358

Hanging indents 342

Headers
in books 339

in documentation 342

overview 43

Headlines

in ads 215, 228, 229, 302^, 313

in brochures 323

floating 190

line spacing in 77

in newsletters 232, 236, 237, 261-63

in newspapers 282-83

overview of use 9-10,33-40

placement of 20, 190-91, 198

reverse type in 249

rotated type in 195

in tabloids 275

tips regarding size, font, and case 33-37, 187

See also Styles; Text; Titles; Type

"Help Wanted" ads 308-9
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Hue 169

Hyphens
en and em dashes vs. 87

excessive 200-201

reduced 234

I

Illustrations

in ads 212-13

aligning 205

altering 117, 121-23

builds in 352

in charts and diagrams 244

drop shadows 100

file formats 120, 121-23

information graphics See Informa-

tion graphics

layout hints 109-10

in letters 219

overview 107

photographs vs. 108-10

ready-made
background textures and patterns 111-12,

117-19

buying 120

clip art See Clip art

dingbat sets and picture fonts 57-59, 74,

119-20

special effects in 132, 204

spot color in 176

in user manuals 226, 227

using effectively 108-11

See also Artwork
Image databases 385-86

Impressers (brochures) 322-23

Indents

exaggerated 200

hanging 342

in newsletters 230, 232, 233, 236, 237
overview 74, 76

Indexes 340

Information graphics

charts and diagrams See Charts

and diagrams
overview 124

screen captures 136

tables 133-35

Introductions 339

Issue number 267

Italics 59,61-62

Jumplines 45-46, 246, 286

Justified type 68, 222

K
Kerning 70-71

Kickers 37

Labels 130, 265, 269-70

Landscape orientation 350-51

Laser printers

bleeds and 105

magazine ads and 311

newspaper ads and 310

screens and 81-82

tabloids and 274

Leaders, in menus 331

Leading 76-79, 90, 238

Lead-ins 268

Legends 131

Letterheads

address and phone number 364-65

appropriateness of 7

envelopes 367-68

evaluation checklist 372-73

logos 362-63, 365

message area 366-67

motto 366

overview and components 361-62

Letters 218-19

Letter-spacing 70-72

Line brochures 320

Line charts 126, 354

Lines See Rules

Line spacing 76-79, 90, 238

Lists, bullet 45

Logos
in brochures 21

1

on business cards 368

cramped 201-2

on envelopes 368

in flyers 222

on letterhead 362-63, 365

for newsletters 256-58, 266-67

in newspaper ads 306-7

overview 46—48

in user manuals 225

See also Nameplates
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M
Magazine advertising

borders 313, 314

color in 315

coupons 314-15

evaluation checklist 317

grids and 311

headlines 313

overview 310-11

photographs in 313

white space 312

Magazines about desktop publishing 408-11

Mailing classes, for newsletters 269-70

Mailing information 265, 269-70 See also Labels

Manuals See User manuals
Margins

inconsistency in 210

in letters 218

spacing and 199

See also Borders; Gutters; Sinks

Mastheads 98

Menus 329-31, 333

Mottos 258, 366

Mug shots 149

N
Nameplates

before-and-after comparison 240-41

bleeds in 104

in newsletters 231, 233, 234, 238, 256-58

overview 46-48

in reports 247

See also Logos
Newsletters

artwork 266

before-and-after comparisons 230-39

credits 269

distribution 270

evaluation checklist 271

grids 258-61

headlines 261-62

lead-ins 268

mailing information 265, 269-70

nameplates 256-58

overview 255

publication information 266-67

size 270

teasers 263-65

text in 232,236,268

Newspaper advertising

placement 286

producing
artwork 304

borders 299-200

callouts 305

classified ads 308-10

evaluation checklist 316

grids and 290-95

headlines 302^4

logos 306-7

placement of elements 290-95

prices and buying information 306

pyramid layouts 295-96, 298-99

quality considerations 310

screens 305

small ads 307-9

templates for 299

white space in 300-302

Newspapers
ads See Newspaper advertising

evaluation checklist 287

headlines 282-83

jumplines 286

overview 281

photographs 283-84

repeating elements 285

tabloid See Tabloids

teasers 285

News services, photos from 397

Numbers, in tables 135

Order forms 326 See also Response devices

Organization charts 349, 352

Orientation of presentation graphics 350-51

Orphans 196-97

Outline type 60, 62

Overheads See Presentation graphics

Pages
bleeds 103-5

borders 96-97

boxes 98-100

organizational components 23-29

See also particular component

rules 93-95

screens 101-2

white space on See White space
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Paint programs 122

Pantone Matching System 389

Paper, choosing 386

Paragraph spacing 74-75, 90

Patterns, background 111-12, 117-19, 132

Periodicals on desktop publishing 408-11

Periods, word space after 19

PERT diagrams 128

Phone numbers
in ads 212-14,228,229

on letterhead 364-65

Photographs

adding single color to 177-78

alteration, ethics of 156

in brochures 323

in catalogs 325-26

choosing 139-43

color

black-and-white vs. 138

full-color 181

columns and 29-30

contrast and brightness 142, 153

cropping 148-50

design considerations 143—47

drop shadows 100

emotion in 140

enlarging and reducing 151

flipping and flopping 152

illustrations vs. 108-10

intentional "mistakes" 143

in magazine ads 313

in newsletters 234, 235, 265

in newspapers 283-84

organizing 337-38

permission for using 156

proportion and 10

reasons to use 137-38

sequences of 147

sources for 394-97

special effects with 154-56

stock 313, 396

as table of contents 265

in tabloids 274-75

technical considerations 140-43

touching up 153-54

See also Artwork
Picture fonts 119-20

Pie charts 125, 189, 353, 356

Point size 66

Portrait orientation 350-51

Prefaces 339

Presentation graphics

audience handouts 358

builds 352-53

choosing graphic type 353-58

choosing medium 345-46

color in 349-50

clutter in 193

design principles 346-49

evaluation checklist 359

horizontal or vertical orientation 350-51

overview 345

screen presentation tips 346

speaker's notes 358

typefaces 347

visual formatting 357-58

Prices

in ads 307

lists of 216-17

in menus 331

quotation forms See Response devices

Primary colors 163

Printers, laser See Laser printers

Printing

ads 310,311

choosing right paper 386

color 387-88

flyers 328

service bureaus 181,390-91

See also Laser printers

Product sheets 328-29, 333

Product-specific brochures 320

Proofs

checking color selection with 162, 388

examining 21-22

Proportion

importance of 9-10

leading and 78

type size and 64-65P

Pull-quotes 43-44, 94, 268

Pyramid ad layouts 295-96, 298-99

Quadrant layout 369

Quotation marks 88

Quote-outs 43-44, 94, 268

R
RAM, full color documents and 181

References 338

Reports 242^43
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Resources

books 399-107

periodicals 408-11

seminars and training 411-13

Response devices

address and phone number 381

ease of filling out 380-81

evaluation checklist 382-83

instructions 376-77

in magazine ads 314-15

overview 375

response areas 377-79

title 376

Resumes 371-72, 373

Reverse type

in ads 302, 303, 308

in newsletters 235

overview 80, 82-83

in reports 247, 249

Rivers (of white space) 183-84

Rotating type 84, 195

Rules

bleeds in 104

in charts and diagrams 245

excessive heaviness of 192

excessive use of 191-92

in letterheads 367

in nameplates 240

in newsletters 230, 233, 238, 239

in newspaper ads 300

overview 93-95

in response devices 380

in tables 135

in user manuals 227

Sales materials

brochures 320-24, 332

catalogs 324-26, 332

choosing right format for 319-20

flyers 327-28, 332

menus 329-31, 333

product sheets 328-29, 333

See also Advertisements
Sans-serif type 53-56, 78, 347

Saturation (color) 169

Scanners 395

Screen captures 136, 341

Screen presentations 346

See also Presentation graphics

Screens

in ads 215

in charts and diagrams 245

color and 170, 174-75

in newsletters 231, 235

in newspaper ads 303, 305

overview 101-2

in response devices 380

in tabloids 280

on type 80-83

Script fonts 56-57

Seminars on desktop publishing 411-13

Separations 181, 388

Serif type 52-53

Service bureaus 181, 390-91

Shadows
around illustrations 100

around type 60, 62

Sidebars

boxes around 98

screens and 102

as text element 44

Silhouetting 154

Sinks 91-92

Sketches, starting with 4-5

Slides See Presentation graphics

Small caps 59, 62

Spacing

between elements 197-99

column 184-85, 199

letter 70-72

line 76-79,238

paragraph 74-75

word 73,183-84

See also White space

Speaker's notes 358

Special effects

with photos 154

3-D 132

unnecessary 204

Specifications, product 328-29

Spot color

in ads 315

without black ink 179

duotones 177-78

in illustrations 176

impression of more than two colors 175

overview 172-74

preparing for printing 388

screening 174-75

Spreads, designing by 15-17

Standard Advertising Units 286
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Stock photos 313, 396

Stress 64

Stretching type 83

Stripping 181

Styles 25-26

Subheads 37-40

floating 190

in nameplates 241

in newsletters 236

placement 190-91

in resumes 371

rules and 93

size 187

spacing 198

in user manuals 227, 342

See also Headlines

Subtractive color 389

Surveys See Response devices

Symbols 57-59

Tables 133-35

Tables of contents

in books 339

boxes and 98

in newsletters 263-65

in user manuals 225

Tabloids

ads 277-79, 280

back cover 280

content 277-80

evaluation checklist 287

front page 274-75

inside pages 276-77

overview 273-74

previewing 280

See also Newspapers
Tabs 74, 75, 200

Teasers

brochures 320-21

in newsletters 263-65

in newspapers 285

Technical documentation See User manuals
Telephone numbers See Phone numbers
"Tell-all brochures" 321-22

Text

in ads 214-15,290-98

boldface 59, 60-61, 219

in books 340

bullet lists 45

captions 41-42

contrast between other elements and 203

excessive, in slides and overheads 193

footers 43, 339

headers See Headers
headlines See Headlines

irregularly shaped blocks of 194

jumplines 45-46

kickers 37

logos 47-48

nameplates 46-47

in newsletters 232, 236, 268

overcrowding 186-87

pull-quotes 43-44

sidebars 44

spacing and 198, 199

subheads 37-40

underlined 60, 63, 196

See also Type
Textures, background 111-12, 117-19

3-D effects 132

Thumbnail proofs 21-22

Tick marks 357-58

TIFF format 120

Tiling 274

Timelines 128

Titles

in catalogs 217

in illustrations 130

in newsletters 235

in response devices 376

Tracking 71-72, 73

Training in desktop publishing 411-13

Training materials See User manuals
Transparencies See Presentation graphics

Trapping (in color printing) 388

Triads (color) 164

Two-color printing See Spot color

Type
in ads 307, 312-13

alignment 67-70

appropriateness of special effects 86, 204

brochures and 323

captions and 338

color and 159 See also Color

dashes 87

faces See Typefaces

filled 85

kerning, tracking, and letter-spacing 70-72

line spacing 76-79

overview 51

paragraph spacing, tabs, and indents 74-76

in presentation graphics 347, 357



Index <f23

83

reverse and screened 80-83

rotating 84, 195

setting along path 85

size See Type sizes

stretching and compressing

style 59-63

typefaces See Typefaces

weight 63-64

word spacing 73

See also Text

Type sizes

in ads 215

columns and 27, 184-85

excessive number of 210, 239

overview 64-67

proportion and 9-10

See also Type
Typefaces

appropriateness of 6-8

contrast in 193

decorative and script fonts 56-57

dingbats 57-59,74,119-20

excessive number of 202, 210

in fax messages 370

juxtaposing 221, 231, 234, 240

in menus 330-31

number per page 87

picture fonts 119-20

in presentation graphics 347

in resumes 370

serif vs. sans-serif 52-56

tone of 52

See also Styles; Type
Typography, defined 51

u
Underscoring 60, 63, 196

User manuals
before-and-after comparisons 224-27

evaluation checklist 343

overview 341-42

V
Value (color) 170

Volume number 267

w
White, as text color 350

White-on-black printing

White space

basic use of 89-92

effect of 13-14

excess 183-84, 185-86

insufficient 186-87

in letterheads 363

in magazine ads 312

in menus 331

in newsletters 259-60

in newspaper ads 300-302

in reports 246, 249

in tables 134

See also Margins
Widows 196-97

Word spacing 73, 183-84

Wrapping type 85, 229

X
x-height 66-67

See also Reverse type

See Reverse type

See also Tracking

z
ZIP Codes 381



Design and Conquer
WITH INSIGHTFUL GUIDES FROM VENTANA PRESS

The Presentation Design Book, Second Edition

$24.95, 378 pages, illustrated

Business presentations can affect your career forever.

Learn to design materials that fit the mood, the

message and the milieu—combining basic design

guidelines with suggestions for using charts,

overheads and visuals to support the spoken word.

Also featured are tips on type, color and style, and a

look at multimedia and animation.

Looking Good in Print, Third Edition

$24.95, 464 pages, illustrated

With more than 300,000 copies in print, the

granddaddy of them all is still the bestseller of them all!

This groundbreaking guide to effective design and layout

has become the recognized standard throughout the

industry, covering the fundamentals of professional

design along with tips on resources and reference

materials.

Looking Good in Color t*
$29.95, 272 pages, illustrated

Low prices and high power offer colorful DTP

possibilities. But color without concept is pale indeed.

This guide starts with the basics—the color wheel, how
much is enough, how much is too much—and offers

proven techniques for showing your true colors!

Generously illustrated in full color. For users of any

platform.

Toc^TJL



Looking Good With QuarkXPress

$34.95, 544 pages, illustrated

Looking Good With QuarkXPress showcases the graphic devices,

layouts and design tools built into the latest version of QuarkXPress.

The basic principles of graphic design are brought to life on every

page with examples of newsletters, brochures and more in a

straightforward guide that is accessible to users at all levels. The

companion CD-ROM features valuable templates, fonts, clip art,

backgrounds and XTensions for both Macintosh and Windows users.

Advertising From the Desktop

$24.95, 464 pages, illustrated

Advertising From the Desktop offers unmatched design advice

and helpful how-to instructions for creating persuasive ads. With

tips on how to choose fonts, select illustrations, apply special

effects and more, this book is an idea-packed resource for

improving the looks and effects of your ads.

Newsletters From the Desktop, Second Edition

$24.95, 392 pages, illustrated

Now the millions of desktop publishers who produce newsletters

can learn how to improve the designs of their publications. Filled

with helpful design tips and illustrations, as well as hands-on tips

for building a great-looking publication. Includes an all-new color

gallery of professionally designed newsletters, offering desktop

publishers at all levels a wealth of ideas and inspiration.

Check your local bookstore or software retailer for these

and other bestselling OAA/TilO rofA
titles, or call toll free: HUU/ # *#O-3*»0SJ
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Wilktlc Web!
Walking the

WorldWideWeb
Your Personal Guide To Great Internet Resources

Tour the best of the best. Shannon

Turlington takes you on a

memorable trip to more than 300
exciting Web sites. With in-depth

descriptions of why each one is

special, Turlington shows how
easy it is to visit and enjoy these

innovative, engaging and

informative sites!

PFull text on CD-ROM-
browse at your leisure off-

line. Then when you've plotted

your trip, log on and use this

hyperlinked version of Walking

the World Wide Web to point

and click your way to the world's

most exciting sites.

Free! One-year subscription

to Online Companion™—

a

full online version of Walking the

World Wide Web residing on

Ventana Online™, featuring

updates and new additions

regularly

—

a $19.95 value!

Ventana Online also provides free

instant access to the latest versions

of all the free software mentioned in

Walking the World Wide Web—
including updates and change

notes, the moment they are

available. All with point-and-click

convenience, in a friendly format

for Mac and Windows.

$29.95, 360 pages, illustrated.jstrated.
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Join the 100,000-plus individuals, businesses and organizations making

their marks on the Internet s World Wide Web. Get started
today building your business, entertaining the

masses or spreading the news. All the tools you'll need are here for

just $149!
"W.

All the tools you need
Create professional Web pages from scratch with this

comprehensive kit that includes HTML editors,

Web browsers,Web servers, graphical converters,

sound and video tools, images, templates and more!

Bestselling design guide
The bestselling HTML Publishing on the Internet

arms you with advice, instructions and experience

for creating powerful pages that take full advantage

of the Web's vast capabilities. Learn to design, construct

and hyperlink your pages with this in-depth guide.

Take the interactive

CD-ROM/Web tour
Hyperlinked electronic editions of two Ventana

bestsellers, Netscape Quick Tour and Walking the World

Wide Web, provide valuable instructions along with a

hyperlinked tour of top Web sites. Save money browsing

off-line, then log on—the CD-ROM becomes your home

page and launches you straight into cyberspace!

VENTANA

HoTMeTaL PRO™ • Netscape Navigator™ 1.1 • Adobe® Acrobat® Reader
• Common Ground Viewer • Drag-N-Drop • GIFtool • GIFtrans • GoldWave

• Mapedit • Panorama • Paint Shop Pro • Canyon Software utilities

• Templates • Image Club clip art • RTF to HTML • Polyform • HTTPD server

• EMWAC server • CGI back-end program • Microsoft® Internet Assistant™

To order, use the orderform or visit your local software or computer book outlet.



To order any Ventana Press title, complete this order form

and mail or fax it to us, with payment, for quick shipment.

Advertising From the Desktop

Internet Publishing Kit for Macintosh

Internet Publishing Kit for Windows

Looking Good in Color

Looking Good in Print, 3rd Edition

Looking Good With QuarkXPress

newsletters From the Desktop, 2nd Edition

The Presentation Design Book, 2nd Edition

Walking the World Wide Web

SHIPPING:

For all standard orders, please ADD S4.50/tirst book, SI .35/each additional

For Internet Publishing tf/ orders, ADD S6.50/firs1 kit, S2.00/eoch additional.

For two-day air," on books, ADD S8 25/first book, S2.25/each additional.

For "two-doy air" on the kits, ADD SlO.SO/first kit, S2.00/eoch additional.

For orders to Canada, ADD S6.50/book.

For orders sent COD- ADD $4.50 to your shipping rate.

North Carolino residents must ADD 6% sales tax.

International orders require additional shipping charges.

ISBN Quantity Price Total

1-56604-064-7 X

X

X

X

X

X

X

X

X

$24.95

$149.00

$149.00

$29.95

$24.95

$34.95

$24.95

$24.95

$29.95

Subtotal

Shipping

TOTAL

=

$

1-56604-232-1 $

1-56604-231-3 $

1-56604-219-4 $

1-56604-047-7 $

1-56604-148-1 $

1-56604-133-3 $

1-56604-014-0 $

1-56604-208-9 $

ditional.

dditional.

$

$

$

Nome

Company

Address (No PO Box)

City

Payment enclosed VISA MC Ace! #

Exact name on card

Daytime telephone

State Zip

Exp. date_

Signature

Mail to: Ventana Press, PO Box 13964, RTP, NC 27709 ~ 919/544-9404 Fax 919/544-9472

Check your local bookstore or software retailer for these

and other bestselling OAA/7/IO COCA
titles, or call toll free: OUU/ # **OmDOOV
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"There is a genuine

pleasure to be had from

watching the miraculous

transformation from a

design frog to a desktop-

published prince."

PC Magazine

"A graphic design guide

primer for anyone who
wants to design better-

looking.. .desktop-pub-

lished printed material."

MacWEEH

"Looking Good in Print is

an excellent and valuable

resource.

PCWEEK

Design Your Own Destiny!
Good design is no secret. But it's no

accident, either. And with all the

computing tools, tricks and tech-

niques at your fingertips, how

do you know where to begin?

^STf^
Looking Good in Print, the most

widely used design companion for

desktop publishers, illuminates and

illustrates the proven components of effective design

techniques. You learn how to

Direct the reader's eye exactly where you

want it.

Choose images that enhance and please for

maximum impact.

Enhance your documents with typography

that offers emotional—as well as aesthetic

—

influence.

Create colorful balance that inspires without

intruding.

Avoid common miscues that undermine your

best efforts.

'Whether you use a PC or a Mac. and regardless of

which software you prefer. Looking Good in Print is

your indispensable creative guide. With this colorful

new Third Edition, your desktop-published document*

will look—and work—better than ever.

PRESS

Ventana Pivss

ISBN: 1-5661 14-047-7

SL'4.^ IS

Computers
Desktop Publishing

ISBN l-SbbDM-DM7-7
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