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Rudiments of Design

Up to now we have beenlooking at the tools, the nuts and bolts, of DTP, and
consideringwhat possibilitiesthey openup for you. From time to time in previous
chaptersyou may have noticed apparentside-tracksinto aestheticsas well: the
influenceof designprinciplesis so pervasivethatit is almostimpossibleto examine
thetoolswithout regardto their effecton thereaderindeed,in somewaysdesignas
anabstracis independendf the meansf achievingit andcouldthereforehavebeen
consideredirst, but in planningthis book | took the view that a considerationof
designfollows aspartof thelogical sequencef the ‘how’ of assemblinglocuments
just as legitimately asit is part of the ‘why’. So now it is time to take the basic
mechanicaloperationsfor grantedand concentrateon the most effective ways of
putting documents together.

Given that whole bookshavebeenwritten on the subjectof designfor DTP (some
arelistedin Appendix2), it would be unrealisticto expectme,in a few pagesto do

morethangive you pointersin the‘right’ (thatis, thetraditional)directionandshow
you how to avoid major, possibly expensive,blunders.But you should always
remembethat designis not an exactsciencean aestheticsensecanonly be trained,
not taught,and onceyou are consciousof the methodsthat work for you and for

your type of documentsyou can cut loose from receivedwisdom and make your

own way. This is wherethe real excitementcanlie in DTP: the truly creativearea
where, given a smattering of talent for it, you can be at the forefront of

developments. However, let us first study the principles.

The Planning Phase

Designis all aroundus, in everythingfashionedby humanhand.Mostly it passes
completely unnoticed(when did you last considerthe designof a housebrick?)
becausdt is perfectly integratedwith the item’s function. In fact, if an object’s
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designcalls attentionto itself it shouldbe considereda failure becausedesignas
suchis ameango anend,notthe enditself. As the startof anessayon fundanentals
of designthatis all very trite, but it is worth keepingin mind at all timesthat a
document’sdesignmust nevercome betweenyou and your reader:no matterhow
cleveryou think you may havebeenyou shouldmakesurethatthe messagewhich
is after all why you are producingthe document,is clearly presentedSo the first
maxim is:keep it simpleThe more frills you add the greater the risks you run.

The secondule is: stayawayfrom the computer at leastat the planningstage.Yes,
it is fun to play at settingup differentarrangementsn the screenandit givesyou a
greatsenseof power,butin theendwhatwill appearwon paperis theimportantthing,
sounlessyou startout with a clearideaof whereyou aregoingyou will endup with
a mess.Instead,start by taking a pencil and somesheetsof paperand sketchout
your ideas. That raises your next problem: where do you start?

Let uslook atit logically andthink of the third rule: put yourselfin the place of the
reader Ask yourself these questions:

« What sort of publicationam | preparing?A newsletter,advertisement,
magazine, school project, poster, menu, invitation...?

« What type of readershipam | aiming for? Professionalsgenthusiasts,
teachers, students, passers-by, parishioners...?

« Whatattitudedo | expectthe targetaudienceto havetowardsit? Do they
haveto be persuadedo readit (for instanceanadvertisement)or will it be
read as a matter of course (for example, a business form)?

« Should the style be formal or informal?

« How will it be read?In detail or just skimmed,looking for important
points (in which case these need to be picked out)?

Otherfactorsthatwill determineyour publication’sstyle alsoneedto be considered,
depending partly on the answers to the first set and partly on other constraints:

«  What will the page size and format be?

e How will the finisheddocumentshe reproducedAnd how will they be
duplicated?

« How will the document pages be bound together?

Clearly theselast items are going to be interwovenwith what you are going to be
ableto achieveandalsoon whatyou shouldbetrying to achievethereis no pointin
going for a colour A3 poster,howeverappropriatethis would be for your audience,
if the only duplicationequipmentavailableis an A4 black and white photocopier.
Let usstartwith theselastthreepointsandseetheirinfluenceon how you candecide
on a design to meet the other criteria.
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Page Size and Format

We sawin Chapterl therangeof standarcgapersizes(A0, Al, etc.);in practice the
mostcommonsheetusedis A4, anda greatmany publicationsare designecaround
this size, evenif the endproductis smaller.A singleflat sheetof A4 makesfor a
potentially boring resultif the documentis mainly textual in nature:folding it to
form a brochureor leafletcanmakeit muchmoreinteresting Figure9.1 givessome
examplesof simplefoldings of an A4 sheet;the first is the most obviousand the
most widely used, and the other two are variantson a double fold, useful for
information leaflets or menus.

1 1 1

Aq fglded
(§ A 5)

Figure 9.1 Three ways of folding an A4 sheet

It maybethatyou don’t havemuchchoiceoverthe pagesizeandformat (you might

be working on a publicationin a series)but if you do, try to designarounda paper

sizethatis easily availablebecausehis will keepprinting costsdown. Something

like anadvertisemenin amagazinawill haveits shapeandsizedeterminedy other
factors,suchashow much of a pageyou canafford. The pagesizeyou opt for will .
affect your choicein thingslike the size of margins,the numberof columns,the

column length and the line lengths and line spacing, which we shall look at later.

Landscapdormat, wherethe page’swidth is greaterthanits height,is rarerthanthe
otherway round (portrait) for normalpublications.It is usefulwhenyou havevery
wide tablesof numbersor otherdatato presentsuchasfinancialaccountsor some
typesof technicalmaterial,but is otherwiseprobablybestavoided.Quite apartfrom
anythingelseit leadsto long lines of text which are hardto read(try neverto have
more than 60—65 characters in a line), and the pages are more difficult to turn.
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Reproduction, Duplication and Binding

The last two chapterswill examinein detail how you can reproducea finished
versionof your publicationon paper(this is often calledpreparingthe cameracopy)

andthenmakemany copiesof it (for which | am usingthe generictermduplication
to avoid confusionwith the printing you cando directfrom a computer) but if you
know at the designstagewhich processegou will chooseit is worth thinking about
what restrictions they may place on your design.

Reproduction. If you havea dot-matrixprinteryou cangetquite acceptableesults,
especially for text, but printing half-tone pictures or areasof tint may cause
problemswith unevenribboninking. In any case,if you wantto print smallishtext
in atint areawith a dot-matrixprinter the edgesof the text will be maderaggedby
the tint dots, making it harder,and sometimesevenimpossible,to read,as shown
somewhaexaggeratedlyn Figure9.2. This effectisn’t uniqueto dot-matrixprinters
(look at Figure 6.9 on page 107 for an examplefrom a laser printer) but they
accentuatehe effect becauseof the spreadingof the wet ink in the fibres of the
paper,making the dots larger.In a similar way, a paletint areaprinted on a laser
printerwill look darkerthanthe sametint printedon a high-resolution(professional
quality) typesetterbecauseof the differencesin size of the smallestdot available:
high-resolution devices can reproduce faint tints much more accurately.

Figure 9.2 Making text hard to read by putting it on a tinted background

Don't forget, too, thatthe printableareaon the pagedepend®n the printerusedand
may be less than the paper size.

Duplication. Your main choiceof duplicationmethodis betweenphotocopierand
offsetlitho printing (and possiblystencilduplicator).Chapterl2 explainshow your
decisionwill dependmainly on groundsof quality, quantities,cost and flexibility.
Overall, whicheveryou choosewon’t have much effect on your design(it may be
the other way round), but it is worth keeping the following points in mind:

« dependingon the make of photocopierused,it may make the printed
imageslightly ‘heavier’ thanthe original (by addinga dark edgeto every
black area) or paler (by removing a minute part of every black area);

« because of this, tint areas may look lighter or darker than on the original;
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« ordinary photocopiersion’t alwaysmakea goodjob of printing tinted or
solid black areas, tending to print them in streakst

« offsetlithographyshouldn’thavethesedrawbacksthoughit dependson
the printer’s skill).

Binding Method. Evenif you will only be staplingpagestogetheror usinga paper
clip, rememberto leavean extramargin at the boundedgeif necessargo thatthe
text canbereadconvenientlythereis nothingsofrustratingasnot beingableto read
what is on the page,and causingthe readerto rip the binding apartis a way of

provokingantisocialtendenciesEvenif it doesn’tcausesuchanextremereactionin

the reader,a failure to allow for binding may upsetthe balanceof the pages.The
only type of binding that won’t affect how much of a pagecan be seenis saddle-
stitching, which, as long as it has been done competently,opensflat without
obscuringany of the page.lf you expectto usea ring binding of any sort,makesure
that you leave enough clear space for the holes to be punched.

Page Design

By this stageof the proceedingsn any publicationyou shouldhavea goodidea of
thebasiccharacteristicshatyour documeniwill have.Now let ustakethingsa stage
further: what canwe learnfrom the principlesexpressedn thefirst list of questions
on pagel68?Thefirst thing thatthereader'seyewill seeis the pageratherthanthe

detail on it, so we shall draw back a bit and study the document at the page level.

Single Pages

If you are producingonly a single-pagedocumentyou can afford to adopta more

relaxedapproacthto its designthanto a multi-pagedwork suchasa book: you don’t

haveto worry aboutwhetherthe designwill suit all the different materialthat must

goonthe pagesHowever,eventhensomedisciplineis necessaryf thereaderis not

to be put off before he or she even startsreading,and some sort of systematic
approach to filling the page area is called for.

A single-pagedesign suitable for one-pagedocumentsmay also be suitable for
longerworksthatwill only be printedon onesideof eachsheetof paper.everypage
thereforestandsalone.Beforeyou put pencilto paper,whatis goingto fill the page?
Is it mainly text, mainly pictures,or a mixture of both?Whatwill makethe design
look interestingand attractive?Iin the words of the fourth rule: look for balance A
harmoniously presented page is the key.

Where on the Page?The overall effect of positioningis subtleyet important.The
most naturalthing for a beginnerto do is to placethe mostimportantitem in the
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Figure 9.3 The central touch, or where not to place the focal point

centreof thepagein the beliefthatit will catchthe eyefirst. Curiously,thisturnsout
notto betrue:a centralpositionis too low downthe page.Look at Figure9.3if you
don't believeme. The placewith the mostimpact(the optical centre is aboutone-
third of the way down the page.For muchthe samereasona pageof text shouldbe
positionedsothatthe spaceat the bottomis slightly largerthanat the top, otherwise
it looks too low, asthoughit is falling off the page.We shall seeall throughthis
chapterthat what looks right is not always mathematicallyobvious: unfortunately,
the human aestheticsenseis cued by other things than pure symmetry and
geometrical preision.

In Figure 9.3 the first layout is clearly bottom-heavy though the title is centred
vertically on the page.The choicebetweerthe secondandthird layoutsis debatable
and dependson which item you want to comefirst. Notice, however,that the eye

seemdo find a ‘balance’ point betweerthe first and secondlines thatis somehow
relatedto the sizeandweight of the typein thetwo lines: it us asthoughsomesort

of averaging process is at work when we look at a page.

A horizontally centredarrangementan be successfufor simple documentsput a
moreimaginativeuseof spaces to divide the pageup into a basicareaandplacethe
elementgangedleft or right (but not both on the samepage),asFigure 9.4 shows.
The slightly off-centrelook of the working area,shownshadedjs becausd have
made a small allowance for binding.

Filling the Page.So far the exampleshave beenrathersimple, suitablefor things
like title pagesand posterswith a straightforwardmessageArranging pure text in
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Figure 9.4 Ranging left and right on the working area of a single page

Figure 9.5 Three ways of filling an A4 page with text, but not very interestingly

largerdoseson a pagecalls for someimagination,becausenot only haveyou gotto
attractthe reader’seyein the first place (with somethinglike a headline)but you
mustsustaintheinterestvisually andyet keepthe messagelear.A ‘busy’ pagemay
be distracting, yet a longish piece of text must be broken up somehowinto
manageablehunksby meansof visual pointersor signpostsOn the otherhanda
magazinegpagemay haveseveralshortishstorieson it that shouldbe kept separate,
but the way they are assembledshould neverthelesiold the pagetogetherrather

than fragmenting it.

Columns. First, a look at continuoustext: Figure 9.5 representsan A4 pagewith
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different numbersof columns of text on it. The first example,with one solid
rectangleof text, certainlymakeseconomicaluseof the page buttheareacovereds
far too big (the marginsare too small) and the resulting lines are too long: the
reader’'seyewill find it hardto find its way backto the beginningof the nextline
afterfinishing the onebefore.The double-columrandtriple-columnexamplesio at
leasthavelarger marginsbut they are still very plain. Beware,too, of makingthe
spacesbetweencolumnstoo narrow: the eye may jump the gap unintentionally.
Puttinga thin vertical line betweencolumnsconsolidateshe line endsandlets you
makethe gapnarrowerthanif thereis merelya white space(To makea thin vertical
line you canusea very narrowframe (1pt or less)with a black backgroundandno
border.)Narrow columnsare a potentialsourceof troublein technicalwork, where
the wordstendto be longerthan average pecausehereare moreword breaksand
extra problems with hypheation.

How can we liven up the designof columnsof text? One way is to place them
decidedlyasymmetricallyon the page,which is easilyachievedwith the help of the
guide framesor column guidesprovidedin DTP software. Two commonschemes
areusedprofessionallythe three-columrmgrid andthe four-columngrid: just divide
your working area up into three or four equal columns as shown in Figure 9.6.

Figure 9.6 Three-column and four-column grids

Having setup the gridsandarrangedor framesto snapto them,you canfeel freeto

ignore them to someextent, laying out your pagesby taking one or more guide
columnstogether.So, for instance the three-columngrid lendsitself to a one-plus-
two schemeandthe four-columngrid canbe turnedinto two-plus-twoor three-plus-

one. Figure 9.7 puts this into practice: things are already looking more interesting.
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Figure 9.7 Settingup two-plus-ongleft) and one-plus-thredright) textarrangements,
based on three-column and four-column grids respectively

Therearea few thingsto note abouttheseexamplesfirst, they could just as easily
have been one-plus-twoand three-plus-oneSecondly,if your software lets you
position guide frames automaticallywith spacesbetweenthem (Acorn DTP and
Ovationdo, for example),usethis facility. Otherwise,if the framesare snappedo
unspacedyuidecolumns,asshownin Figure9.6,the framescontainingthe text must
havetext repulsionturnedon insidethemto provide the gap betweenthe columns.
Thirdly, the wider columnis the mainfeatureon the pageandso shouldcontainthe
maintext. Fourthly,the narrowercolumnis mostusefulfor somethingdifferentfrom
the maintext, suchasquotationsor notesor commentsdon’t feel duty boundto fill
it completely(askyourselfwhatyou cando to offsetthe effectof the resultingwhite
space though)andthe type size can be different from the main text, to emphasize
their different roles.

afraid of white space You are underno obligationto fill everycrannyof the page
with print, and the most successfuldesignsmake creativeuse of the areason the
pagethathaveno print on them.Naturally a balancehasto be struckbetweerfilling

theworking areawith matterandleavinga hole at a cornerthat makesthe pagelook
lopsided— so how aboutexperimentingwith using a rule, a tint panelor a page
numberasa counteweight?As long asthe notionalrectangleis completedn some
convincingway, theeyewill doits averagingob andall will bewell. To give your-

self a freshlook at the balanceof a page try half-closingyour eyessothatyou lose

A momentago| mentionedwhite space.lt is time to introducerule five: don’t be =



Impression Publisher Plus DTPbook

176 DTP on the Archimedes

the detail: this forces you to see the whole as an average rather than as a set of parts.

Cross-heads.Another way of breakingup a solid massof text, this time adding
horizontalwhite lines, is with cross-headsYou will often haveseentheseheadings
in newspaperandmagazinesThey consistof oneor two wordssetin a contrasting
size and weight of type, and servetwo purposesto make the text fill the space
available (purely practical) and to reducethe solid massof text to manageable
chunks.The headingsare normally any old wordstakenfrom the following text; if
this is donerelatively infrequentlyand subtly, the readingeye will passright over
the headingasthoughit weren’tthere,but the overall effectis more inviting, less
dauntingto the eye.On the otherhand,thetext may divide up naturallyinto sections
and subsections with logical titles: such cross-heads are thensighleeladings

Adding Graphics. Up to now in this chaptemwe havelargelyignoredthe very thing
that makesDTP special:the ability to mix text and graphicsfreely on the page.
Introducinggraphicsinto your designaddsa whole new layer of complexity. Not
only do you haveto decidewherepicturesshouldgo but you alsohaveto integrate
their sizes and densitiesinto the plan. Some publications, such as newspapers,
simplify the procedureby havinga consistentmodular, designthat makesuseof a
tried and testedformula. However, this hasthe side effect of making every issue
look similar — good for continuity and for making readersfeel at home, but
dangerously repetitive if not done expertly.

Evenso, you shouldhavea plan. To startwith, while you developsomeexpertise,
stick to rule six: don’t be afraid of rectanglesModulardesignis a safeprincipleand
needn’tbe boring. The title bar, the headline,the picture, the story — all can fit
togethemeatly on the pageaslong asyou continueto think aboutbalance But (to
repeat an important point) balance doesn’'t mean that everything has to be centred.

Let uslook at a few examplesjn Figure 9.8, of pagelayoutscontaininga headline,

text and a picture so you can seethe effectsof size and position. The headlineis
representetby a solid block, the pictureby atint areaandthe text areasasbeforeby

lines. The beautyof DTP is thatyou cando this exercisefor yourselfwith your own

software and try out hundreds of permutations where | only have room to show six. .

Thefirst examplehasthetextin asinglecolumn;it is a pretty uninspiredayoutwith
theheadlineat thetop andthe pictureon theright. The singlecolumnwon’t work on
an A4 pagewith type smallerthanabout12ptandleadingof lessthan3pt, because
theeyewill tendto jump backto thewrongplacefrom the endof eachline. As 12pt
type is generoudor somethinglike a magazine(thoughit might be all right for a
glossy business document), let us look at using two columns.

The secondattempthas the picture at the bottom right of the page,which fails
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Figure 9.8 Examples of page layouts, some of which work better than others

becausét seemdo be falling out of the page.Curiously,though,if you enlargethe
picture and then changeits shapeby croppingyou can placeit successfullyat the
foot of the page, as in the third example. .

The nextshowshow you canvary the positionof the headline- it doesn’thaveto be
alwaysat the top. However,if you putit atthe bottomit needso be very prominent
to ensure that it is the first thing that is read on the page.

Thefifth exampleillustratesthe dangerof splitting the text without guiding the eye.
The headlineis partof theway downthe page resultingin confusionfor the reader:
wheredoesthe text follow from thetop left block? Doesit run to thetop right or the
bottom left?
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The lastillustration is basedon a three-columngrid: the narrowtitle bandwith the
picture (a photograptof the author?)underneatfsatisfactorilyoffsetsthe austerityof

therelativelywide text column.Thereis no realfeeling of lopsidednesghetitle and
picturelook asthoughtheyarein whatis simply awide left margin,althoughif you

areworried you could completethe rectanglewith a horizontalrule (say)at the foot

of the narrowcolumn.And cross-headsr othersubheadingsanbe placed(ranged
left) in the margin, like little flags, rather than in the text column.

Although | introducedthis sectionby mentioningA4 pagessmallerpagessuchas
A5 or othersof similar proportionscan also be divided up in thesegeneralways,
thoughit is betternot to usemorethantwo columns(unlessyou are preparedo use
a fairly small type size) because of the narrower page.

This by no meansexhaustghe possibilitiesof pagelayout, asyou canimagine.For
instance,in a magazine-typepublication a headingor title that is two or more
columns wide can extend over a story consistingof two or more single-width
columns,andrules useddiscreetlycan separatalifferent storieson the samepage,
And so on: your imaginationand designsenseare literally the only limitations to
what you can achieve.

Double Pages

If yourdocumentwill be printedon both sidesof the paperandextendsover several
pages,some of the pageswill be visible together. That being so, designthem
togetheraswhatis calleda double-pagespread Onceagainbalanceis the goal, but
this time eachpagecontributesonly half of the design.The asymmetryon eachpage
dueto a bindingallowance(thatis, in the spineof the publication)cannow be made
partof a symmetricalpair of facing pagesinterestingly the traditionalarrangement
is to havea narrowermarginin the spinethanat the outsideedgesto counterthe
appearancéhat the type is falling off the edgeof the page.In fact, making the
marginsequalmay endup looking right if the spinedoesn’topenflat. Or elsehaving
each page asymmetric in the same direction might (or might not) work.

Designinga double-pagepreador asingleoccasiorcanbe unexpectedlyricky and
canundermineyour whole purposeA recentcaradvertisemenshowingonepicture
spreadacrosstwo facing pageshada headingrunningacrossthe top: WE WON'T
CRAMP YOUR STYLE. It is a pity thatthe designerapparentlyfailed to allow for
the fact that the M was tucked into the spine and was thereforeinvisible at first
glance;l say‘apparently’becausé refuseto believeit wasdeliberate A bit of fore-
thought would have shifted the heading so the spine hit a space between words.

PageHeads.If you areproducinga documenif manypageshattells somesort of
story (it couldbe a novel,a manual,a magazineor a setof articles)your readerswill
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almostcertainly appreciatebeing keptinformed of whereaboutshey arein relation
to the whole document.Use page headsto do this: they are normally rangedleft,
rangedright or centred,but can be anywhereat the top of the page (or, to be
different, at the bottom of the page— seebelow) that fits in with the pagedesign.
Once again, consider your readersand make the page head distinctive both
typographically(size andweight) andin its position:don’t let it be confusedwith a
subheadingor atitle. You canusea rule (asin this book) or two to confirm the
specialstatusof the pageheadasbeingseparatérom anythingelse,or white typein
a black frame. But don’t makerules or black areastoo prominentor they will be
distracting or overpowering (balance, balance...)

What wordsyou usein the pageheadare up to you: this book’s style specifiesan
unchangingleft-hand one — the book title — and a right-handone that echoesthe
chaptettitle. Foramanualit might be moreappropriateo usethe chaptettitle onthe
left and the main sectionheadingon the right; you could also include the chapter
number on the left and the section number on the right, as in Figure 9.9.

48 Working with Frames [3: 2] Stacking and Nesting 49

Figure 9.9 Three-part page heads: ‘busy’ but useful for complex documents

PageNumbers. The mostusualandutterly traditionalpositionfor pagenumberg(in

the tradea pagenumberis known as a folio) in a reference-typéookis in the top

outside corner: this allows a specific pageto be found quickly. In a company
prospectusnovelor parishmagazinet is arguablylessimportantto be ableto find a

particular page quickly, and subjectto the constraintsof good sensethere is
considerabldlexibility overwhereit canbe placed.Magazinesoften havethemon

the outermarginor atthe foot of the page,'tabbed’ asshownalongsidgbut beware: m
theymay getpartly trimmedoff if the printerhasto cutthe pagesdownto size).This .
may give you ideas— how abouta ‘phone book’ type of arrangementwherethe
numberstravel down the outsideedgeasyou progressthroughthe publication?Or .
insteadof a rectangleyou could usea triangle pointing into the page.Or maybea

circle or ellipselined up on the inner margin at the foot of the page?To be honest,

the page footing below looks a bit anarchic, but with some massaging it could work.

However,let us not get carriedaway with details,fun thoughit is. Almost without
realisingit we haveleft the provincesof pagedesignand zoomedin on the typo-
graphical level.

A page footing
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Typographical Design

A full descriptionof typographyis way beyondthe scopeof this book, but a few
pointerson how you can usetype faces,sizes,weightsand arrangementsuccess
fully will not go amiss.

Text as an Image

Designandtypographyreally go handin hand,but at leastto startwith you canplan
the shapesn the pagebeforeworrying aboutchoosingthe typefacesyou will use.
However,your choiceof fonts andtype sizeswill makeor marthe pagedesignyou

have carefully drawn up. Extreme examplesof font excesswere usedin recent
advertisement$or the PostOffice on the LondonUndergroundand part of one of

themis reproducedasbestl canin Figure9.10.1t is a real hotch-potchthat at first

glancerepelsratherthanattractsthe eyeto the messageYes, all right, it did its job

because spottedit, butit treadsavery risky path;seeif you candecidethethinking

behindthe particularchoicesof fonts and sizes.Whenit comesto fonts, your best
bet(unlessyou haveyearsof experienceo backyou up) will be generallyto stick to

rule seven:keepthe type facesand sizesfew. In otherwords, masterthe traditional
and straightforward before you try the avant garde.

You know, 1 couLpn T BELIEVE MY EYES
Flvis wearing NoTHING BUT A (G-STRING WALKED
INTO THE POST QFFIGE YESTERDAY.

HE BOUGHT A Mercurycard THEN walked out AGAIN.

Figure 9.10 Typographical chaos or clever design?

Choosing a Text Font. This is the most basic and probably the most important
decisionyou haveto makeafter designingyour layout. Not only will the font you
choosefor the body text determinehow readablethe wordswill be,butit will adda
flavour to the words, makea statemenfboutthe statemenin the text. The mental
association®f a serifedfont such as Trinity (Times), which is widely usedand
recognisabldrom The Timesnewspaperlend an authority to what you are saying
(whichis perhapsvhy SigmaPresschoseit for their books...).It is alsopopularfor
businessorrespondenc&omethingike Londonfont (Garamond)with its classical
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lines, might be moreappropriateor a book of poetryor literature.Homerton,on the
otherhand,is a cleanandclearfacethat childrenwould find easyto readin primer
books(thoughthe shapeof thelettera, a, is wrongfor youngchildrento readeasily;
thereis a Primary font which is better). Chance(Zapf Chancery)is a very elegant
scriptfacewith a calligraphicstyle,andsois usefulfor formal items,from wedding
invitationsto businessards.Paladin/PembrokéPalatino)hasa formal yet modern
appearance; like Trinity it carries some authority.

Ratherthanjustlooking at fonts, try listeningto whatthey sayto you. (I expectthat
soundgretentiousbutthink aboutit.) In Figure9.11threedifferentfonts (Chancea
Garamond equivalent and Primary) show typical uses that they might be put to.

Menu [Sir Lewis Morris] was com-  John and Jane go
plaining about what he con- :
HoneydewMelonandOrange ~ sidered the studied neglect to the pictures.
. . of his claims when possible
PanFriedBreastofChicken successors to the laureate- Spot stays at
inaRedWineSauce ship were being discussed home.

AmelodyofFreshVegetables ~ after Tennyson s death. Said
the author of The Epic of Joh dJ lik
Hades: It is a complete con- ~JONN _an ane like

spiracy of silence against me the pictures.

a conspiracy of silence!

TraditionalEnglishTri e

CoffeeandPetitsFours What ought I to do, Oscar? They have gone to
. Join it, replied Wilde with .
Cigars happy readiness. see Rambi.

Figure 9.11 Three fonts, three uses(the middle text is reprinted from A Book of
Famous Wits (1912), by Walter Jerrold, p. 318, by permission of Methuen & Co. Ltd)

Justone word of advice:if you are using a script font suchas Chance,Churchor
OldEnglish,don’t usethem in all capitals becausethey weren't designedfor it.
RememberDON T USE THEM IN ALL CAPITALS - they arehardto read

(that font was Sophie).

Mix and Match. You canmix perhapgwo differentfonts on a page(remembethat
a double-pagespreadis seenat onetime), and usetwo or threein onetype family,
beforethingsgetout of hand.Sansserif type suchasHomertonis betterin headings
thanin extensivetext; a serifedfont suchas Trinity or Pembroke(alias Paladin)is
moreeasilyreadin quantitythanHomerton.Soyou could safelyuseTrinity asyour
bodytextandHomerton(if bold, thennottoo large)for headingsChoosefonts that
work together rather than competing for attention.

Titles and Headings. For a slightly refinedtouch, if that is appropriateto your
publication,useanitalic font (asopposedo obliqueor slopingroman;seepages8
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and9) for titles andheadingsTrueitalic fonts are generallymoreeleganthantheir
correspondingomanoriginalsusedasbody text. A bold face givesimpact,a shout
rather than a discreet cough to attract attention.

Emphasis.Containyour enthusiasnandsaveemphasigor specialoccasionsJustas
in talking to someoneelse,if you yell all thewhile you will eitherloseyour voiceor
loseyour listener.Trying to emphasiseverythingleavesyou emphasisingiothing:
it is self-defeatingSo you canuseitalics for mild emphasior somesort of differ-
entiation of types of things (as| have done for the namesof Archimedesappli
cations),or bold if you needsomethingo standout a little more.Using CAPITALS
is a real shout and is, perversely, harder to read than lower-case.

Special Features. Sometimesyou may be inspired to use a particularfont in a
headingor a pieceof text simply becausédt hasa particularfeaturethat makesit
especiallyrelevantor attractiveto use.For example the Warsaw (Tiffany) family
hasinteresting‘spikes’ that may conjureimagesof thorns: perhapsfor an Easter
edition of a parish magazine? Used with restraint, such devices can be very effective.

ReversedText. The word ‘reversed’in this contextdoesn'tmeanback-tofront in
spacebut reversedin colour, white text on a black background.lt is a useful
techniquefor providing contraston a page but takecarewith it: usinga serifedfont
or simply too small a size will lose clarity. This is anotherplace where the final
reproductionmethodmay place restrictionson your design,becausea dot-matrix
printerwill tendto fill in thewhite areasmorethana laserprinter. Figure9.12shows
typical limitations in type face and size.

Reversedtext in 10pt Reversed text in 10pt
Trinity is ratherhardto Homerton is easier to
read becausethe vari- read because of the
ation in line thickness | even thickness of the

Reversedtext in
14pt Trinity is a
lot easierto read:

helps to define which letter lines; there are
letter is which; here, no serifs. However,
serifs are weakened. bold would be better.

the fine lines and
serifs are visible.

Figure 9.12 The effect of type face and size on legibility of reversed print .

Text on Tints. Thedecreasetkegibility of smallishtext printedon atint background
wasdemonstratedh Figure9.2. Largertext, though,canbe printedin black or white

on atint and will be easily readableprovidedthereis a good degreeof contrast.
Figure 9.13 attemptsto quantify this for different tint densities,correspondingo

greyson the standarcpalette(Acorn DTP providesfewertints thanthis). If youwant
to be subtle you can use white text on 13% tint.
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13% tint
26% tint

67% tint

80% tint

The rangeof tints availablecan be extendedn two ways. The first is by usingthe
coloursin the paletteaswell asthe straightgreys;in monochromeprinting they will
provideintermediategrey values.The creamcolour of thetitle bar (colour12) is the
lightestyou can getin a 16-colourscreenmode. Secondly,if you have sufficient
computemrmemory,you canusea 256-colourmodesuchasMode 15 to defineextra
greys more or less to order.

Figure 9.13 The legibility of text on tints

Unfortunately tints andframebordersaretwo featureshatnewcomergo DTP tend
to overwork mostand usewith the leastdiscipline (seeFigure 6.9). Unlessapplied
sparinglyandthoughtfully they will makeyour documentdook obviously prepared
by DTP. You may be happywith this — it may evenbe worth doing deliberatelyfor

effect sometimes — but as a rule (number eight)o avoid the ‘DTP feel’
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Filling the Headline Rectangle.A neatrectangldilled with a headlineor title, with
oneword to aline, is a tidy designprinciple thatis often usedin magazinesThere
arethreewaysof achievinga rectangulashapewith a singleword on eachline, each
with its strengthsand weaknessesWhich you choosewill dependon the circum
stances.

1. Changingthe type size. This is probablythe most obviousbut may be the least
useful.If the wordsare of significantly different lengthsthey will endup in wildly
varying type sizes;this may makea relatively unimportantword unsuitablylarge.
The time to considerthis technique,then, is when the words are aboutthe same
length and the mostimportantword is the shortest(becausdt will endup in the
largesttype). Figure 9.14 showstwo different effects,one good,one not so good. |
useHomertonBold font in all the examplesso that you canvisualisethe important
differences more easily without their being mixed up with variations in fonts.

HAMSTER WEEKLY
QUARTERLY  NEWS

Figure 9.14 Emphasising the right and the wrong things

2. Stretchingthe lines to fit. If you haveone of the programsthat let you convert
wordsto Draw imagesyou canconvenientlymassagéhelinesto fit thelengthof the
longestword — or you cansquastthe longestword somewhatFigure9.15 usesthe

same texts as before. This time the ‘weights’ of the words are more nearly equal.

HAMSTER  HARROGATE

WEEKLY

QUARTERLY nNEWS

Figure 9.15 Constant size: more nearly constant emphasis

3. UsingexpandedpacesThisis a modern-lookingwvay of filling theline: inserting
spacebetweenthe lettersof shorterwords so that they all end up the samelength,
but with an‘airy’ look. It avoidsthe disadvantagef the other methodswhich add
heavines®r distortionto the words;asFigure9.16 demonstrateghe shortestvords
now have less, not more, prominence,and the overall size can be smaller, more
discreet.l shall hint hereat how it is done:rememberthat spacesare stretchedby
justification but hard spacesaren’t; don’t pressReturnif you want a line to be
justified; you canpreventsinglelettersfrom beingtakenontoa newline by tricking
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HAMSTER  HARROGATE
WEEKLY

QUARTERLY N E w s

Figure 9.16 Titles with open spaces

the softwarewith hard spacego widen eachletter; if thereisn’'t enoughspacein a
line to add full spaces between letters, use kerning or tracking.

The Logo. Thefinal areathat! wantto mentionwheretext canbe madeto provide
an image beyondthe words is in the logo, which is a (normally stylised) design
composedeither of letters or words entirely, or in combinationwith a graphic
element.The wordsare often distortedin someway or containunusualtypographic
juxtapositionstheaimsare(1) to catchtheeye,(2) to definesomeeasilyidentifiable
and memorablemage,and (3) to fix somekind of identity in the reader'smind. It
may be a corporateidentity (very important these days, and talented designers
commanchigh fees)or it maybethetitle designfor a magazineor newsletterA few
random examplesare shown in Figure 9.17; again, give some thought to the
purposedehindtheir quirks— andlook at othersto seekthe principlesin designing
logos. This should give you ideas for when it comes to creating your own.

TheGuardian @ PIRPELINE
Radifimes

(I%HlLE

°IPNDE
+

Figure 9.17 Textual and graphic logos — a very few from very many

If it seemghatwe havecomefull circle in this sectionandarebackwith the avant
garde,you shouldn't be too surprised.Designof the image, like all fashion,isn’t
somethingthatis cut anddried but is evolving all the while: yesterday’snnovation
is today’s commonplace, tomorrow’s cliché and the next day’s antique.

Text as a Pattern

Looking beyondthe detail of font andsize,we canseethattext alsomakesa pattern
on the page; typography has messageshere too. Some of the guidelines are
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traditional, basedon experiencewith hot-metaltypesetting;someof the adviceis
modernandcomesfrom recentdevelopmentshathavearisenonly becaus® TP has
made them possible.

Headings, Justification and Indention. There are conventionsassociatedwith
laying out text and associatedheadings basedon what looks tidy andis therefore
easierto read.In traditionaljustified text, thefirst line of everyparagraphs indented
and eachparagraphblock is unspacedrom the one beforeor after. The first para
graph,though,shouldn’tbe indented,nor shouldany after a heading.On the other
hand,if your text designis to put spacebetweerparagraphsdon’t indentthem(like
this text).

In unjustified(‘raggedright”) setting,paragraphsirebestwithoutindentionbecause
an indent will add raggednesgo the left edge as well as the right; instead,
paragraphshouldbe spacedFigure9.18 showssomeexampleof whatl mean;you
can design others for yourself.

Rivers of White. Oneof the disadvantagesf columnsthatarenarrowin relationto
the type size, as alreadynoted, is the problemof hyphenationand justification. If
youdon’'t adopta ‘tight’ enoughstyleto the setting(in otherwords,if theinter-word

Heading

This paragraphis indentedin the
‘standard’way, with aboutan em space
at the start. It looks untidy.

This secondparagrapthasthe same
treatment;note the justification of the
text.

The third paragraph.for complete

ness, is similar to the first and second.

Heading

This paragraphs not indentedbecause
it immediatelyfollows a headingIt has
a tidier aspect.

This secondbaragraphs indentedas
normal; note the continuedjustification
of the text.

The third paragraph.for complete
ness, is similar to the second.

This piece of text is ranged left or
unjustified and shows the effect of
spacing between paragraphs.

It is also indented at the first line
of each paragraph as in the example
above; this doesn’t look too good.

As you see, the indents make the
paragraph ‘blocks’ look messy.

This piece of text is ranged left or
unjustified and shows the effect of
spacing between paragraphs.

This time the paragraphs aren’t
indented: the overall effect is a lot
tidier.

The neat edge to the left of the text

counterbalances the ragged right edge.

Figure 9.18 Two layouts to avoid (on the left) and two to consider (on the right)
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spacingis generallylarge),the reader'seyewill tendto join up the spacesetween
wordsin a vertical direction,giving theimpressionof ‘rivers of white’, asshownin

Figure 9.19. Possiblecuresare careful hyphenationa different choiceof type size
or, in extreme cases, slightly rewording problem passages.

Widows and Orphans. Thesequaintnamegeferto a partialline at the top (widow)
or bottom (orphan)of a text column, as shownin Figure 9.20. They should be
avoided if possible because they upset the rectangular shape of the column.

Orphansare only really a problemif paragraphsare indented:in this book, para
graphsaredefinedby white spacenotindention,soasingleline startinga paragraph
atthefoot of a columnisn’t serious Widows, on the otherhand,l havehadto weed
outin everyinstance On the Archimedes adjustmentgo the pageto avoid widows
and orphanshave to be made manually becausenone of the DTP programsyet
allows automaticcontrol (unlike on othermachines)A pagecontainingillustrations
canbe usedasan adjustmengpoint by simply putting more space(half a line or so)
above and below a picture.

However,if your pageis puretextit canbe hardto adda few pointsof spacesay
betweerparagraphsyithout it showingby comparisorwith otherplaceslt canalso
be difficult to adda line to thelengthof a page.The easiesthing to dois to leavea

The underlying difficulty of justification The underlying difficulty of justification
in lines of diminished length is the in lines of diminished length is the
tendency towards excessive spatial tendencytowardsexcessivespatial frag-
fragmentationeadingto an inescapable mentation,eadingto aninescapableon
conclusion that deliberate meandering clusionthat deliberatemeanderingvater
waterways are flowing through the waysareflowing throughthe typography
typographyundertheirresistibleinfluence under the irresistible influence of gravity.
of gravity.

Figure 9.19 The ‘rivers of white’ phenomenon (left) and a partial cure by hyphenation

a widow.

This columncontainsa
widow. There’s a widow
in this column. There'sa
widow in this column.

There’'sawidow in this
column. There's a widow
in this column. There'sa

Figure 9.20 Widows and orphans

This column containsan
orphan.There’sanorphan
in this column.There’san
orphan in this column.
There’s an orphanin
this column. There’s an
orphan in this column.
There’s an orphanin
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column short by a line (put a one-line text-repelling frame at the bottom of the
column): an orphanis thus movedto the start of the next column, and a widow
becomegrecededy a full line. If you do this, try to makethe sameadjustmento
all the columns on a page for the sake of evenness.

A traditionalsolutionwasto introducefeatheringbetweerthelines, by which all the
lineson a pagewerespacedut equallyby minuteamountgo allow the bottomline
to be takenover to the next pagewithout shorteningthe pageby oneline. You can
do this by adjustingthe leadinglocally pageby pageor columnby columnif you
wish, thoughit doesmeanthat text linesin adjacentcolumnsof text won't line up
and the difference in leading may look untidy or at best a little odd.

Whicheverstratagemyou adopt,makesureyou checkthat an improvementin one
placehasn’tcreateda problemon a later page.If all elsefails you may haveto bite
the bullet and edit the text to makea line or loseonein the offendingcolumn.You
don’'t necessarilyhave to edit the problem paragraphitself: chooseone that is
alreadyalmostflowing ontoa newline, or elsehasonly oneor two wordson a new
line, to minimise the changes needed.

Copy-fitting. Dependingon thetype of publicationyou arepreparingyou may have
to placeseveralstorieson onepagewith a modulardesign.In thatcase whatdo you
doif thereis too muchtext for the spaceallocatedto oneor moreof the storiesand
you have no flexibility in the form of graphicsthat can be madesmalleror even
omitted?Editing downto lengthis muchthe bestthing to do, butif thisis out of the
guestion for whateverreasonyou havethreetypographicoptions,althoughnoneis
ideal.

First, you canreducethe type size in the offending stories;this will havethe side
effect of appearingo makethosestorieslessimportantbecausehey arein smaller
type. Secondly,you can reducethe leading in the storiesto squeezethe lines
togetherratherthan makethe type itself smaller;this will makethe affectedstories
appearheavier’ andmoredifficult to readbecausehereis lesswhite spacebetween
lines. Thirdly, you canadjustthe aspectratio of the text in individual storiesso that
the lettersare narrowerin somethanin others;if the changesare slight they may
passunnoticed,but rememberhow sensitivethe eye is to evensmall differences.
Figure9.21lillustratesthe threepossibilitiesandtheir effects,thoughnecessarilyn a
rather artificial way because of the small number of lines in the example texts.

As you cansee,eachof the ‘solutions’ leadsto inconsistencyof appearancen the
page,whichis a potentialsourceof distractionto the readerasit lendswhatmay be
irrelevantemphasigo different stories.If you wantto make suchdistinctionsit is
betterthat they shouldbe intentional,with a specificpurposeratherthanmerelyas
an expedient.
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Story 1

This story is going to fill
the spaceallocated to it
exactly. On the whole, as
W. C. Fields was once
heardto remark,I'd rather
be in Philadelphia.At the
time, it mustbe supposed,
he was somewhere else.
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Story 1

This story is going to fill
the spaceallocated to it
exactly. On the whole, as
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be in Philadelphia.At the
time, it mustbe supposed,
he was somewhere else.
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This story is going to

overun by one word the
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was part of the definition

of swansthat they were
white, how is it that black
swanswere discoveredin
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Story 2

This storyis goingto overun
by one word the space
allocatedto it. If it was part
of the definition of swansthat
they were white, how is it
that black swans were dis-
covered in Australia? Did
somebody cheat?
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by a whole line the space
allocatedto it. If the barber
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the barber?Even growing a
beard doesn’t help him!

Story 3

This story is going to
overun by a whole line
the spaceallocatedto it. If
the barberclaimsto shave
all those people in town
who don’'t shave them
selves, who shaves the
barber? Even growing a
beard doesn’t help him!

Story 3

This story is going to overun

by a whole line the space
allocated to it. If the barber
claimsto shaveall thosepeople
in town who don't shavethem

selves,who shaveghe barber?
Even growing a bearddoesn't
help him!

Figure 9.21 Threewaysof squeezing storyinto a space(look up the classicalGreek
story about Procrustes):(a), the original stories;(b), typesizeadjustedto fit; (c), line
spacing reduced; (d), aspect ratio altered
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Special Graphics

On the matterof how graphicscanbe usedin pagedesignthereis little to be added
to what| havealreadysaid,but apartfrom emphasisinghe needfor visual balance
betweenthe various elementson the pagel wantedsomewherego mentionin a
positive light somethingl was ratherdismissiveabouton pagel2, andto suggest
that other effects are possible by combining several layers.

‘Unscreened’ Half-tones

Half-tones are the normal way of reproducingphotographsand the like, but for
specific subjectsa good result can sometimesbe obtained by using a sort of
unscreeneeéffect, whereeverythingis eitherall black or all white. Figure9.22is an
exampleof what | mean:it is dramaticand striking. Facesusually work well, but
dependingon your publicationalmostany relevantpicturethatis easilyrecognisable
to the readership would suit.

Figure 9.22 A half-tone converted to an unscreened version

Preparingsuchan imagefrom a half-tonesprite original (which is what you would
expectto start with) is quite simple. Your bestbet is to start with a bold and
contrastyoriginal: loadit into Paint andalterthe palettesothatall the greysbelowa
certainlevel turn white, andall therestareblack. To do this, you shouldfirst ensure
that the sprite has a palette (the ‘Palette’ option in the Edit submenushould be
ticked), then choose'Show colours’ from the Paint submenu.This will call up a
window called Colourswith which you choose pneby one,the coloursyou wantto
change:onceyou have clicked on a colour to pick it, bring up the ‘Edit palette’
dialogue box in the Paint submenu(the box itself is unfortunately called Edit
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Colour). Thenclick on the black or white square(or dragall threeslidersto 0 or
255) to convertthe colour to black or white respectively,and click on OK. Work
your way throughall the greysandthenstudytheresult.Is the cut-off point too low
or too high?In otherwords,is it almostall white or black?In that case alterwhere
the mid-rangecolours makethe changefrom black to white. If you can’t getit to
look right, perhapsthere wasn’t enoughcontrastin the original and the resulting
greyswere a bit washedout, makingthe black/whitedecisionpoint arbitrary when
you came to convert it.

This techniqueis fine for a 16-coloursprite,especiallyasit is often only six of the
coloursthatareusedasgreys.But whatabouta 256-coloursprite?It couldtakeyou
foreverto makethe conversionby hand.Fortunatelythe softwarethat comeswith
somescannersuchas Scan-Light(ComputerConcepts)and digitiserssuchas the
Hawk V10 (Wild Vision) canbe usedfor colour manipulationin a more convenient
way, making even 256-colour sprites readily convertible to this form.

Layering Text over Graphics

Graphicsneedn’t only be positioned alongsidethe textual information as mere
illustration: careful use of a large graphic behind reasonablybold text can be
effective, providing strong visual supportfor the words. Figure 9.23, which is
adaptedfrom the coverof an A4 brochuredescribingthe servicesof a psychiatric
unit for the Deaf,is an exampleof this. The handsconveyanimportantmessagén
British Sign Languagefor the benefit of Deaf readers:the sign is for the word
‘psychiatry’, thusconfirmingthe text. For this approacho work, the graphicmustbe
fairly subtly portrayed (for instance,in a grey outline such as here) and any
overlyingtext bold enoughto standup to the potentially distractingeffect of having
an illustration behind it.

Multiple Graphic Effects

The effect shownin Figure9.24,which looks like two transparentvordsprintedon
a grey backgroundwith a picture of the seashowingthrough,was very simple to .
achieve althoughit took sometime. It shouldbe fairly easyfor you to work out how

it wasdone;all thetoolsaredescribedn variousplacesthroughoutthe book,andthe

title is of course a hint. It is left, as they say, as an exercise for the interested reader.

Colour

Colour printing is a very specialisedsubjectand for the averageuser the repro
duction and duplication costs are prohibitive. Designingfor colour introducesa
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Harteld Hospital
61 Glendown Road
Wimbledon
London
SW19 2PS

The Supra Regional
Mental Health Service
for Deaf People

Voice telephone: 081-174 0000
ext. 4287
Minicom: 081-170 8536

Figure 9.23 Multiple layers of information: use with care!

whole setof otherconsideration®eyondthosefor black andwhite, which are quite
sufficientto be going on with. However,evenin documentghatwill be printedin
blackandwhite the carefuluseof tint areasandcolouredtext (thatwill printin grey)
canaddextradimensiongo the page,giving a sortof layeredeffect. Unfortunately,
the grey levels you get from printing the screen colours aren’t wholly predictable.

Don't try to print very smalltextin colour on a non-colourprinter, becausehe dot .
patternof the grey tint will breakup the letter outlines, making them difficult to l
decipher. Figure 9.25 demonstrates this characteristic.

If you are ableto print or duplicatein colour, remembetthat your aim in using it

must be to attractattention,not to distractit. Bewareof colour clashes:separate
coloursthatarefine in themselveganbe disastrousvhenusedtogether Also think
aboutvisibility if you want to print text of one colour on a differently-coloured
background, in much the same way as illustrated for black and white in Figure 9.13.
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Figure 9.24 A special textual effect

Printing smalkextin

Printing smalkextin

Printing smalltextin
Printing smallextin
Printing smallkextin
Printing smallextin

Figure 9.25 The effect of text colour on printing in black and white in small sizes

Two Final Rules

| beganthis chapterwith the thoughtthat designis all aroundus. Given thatthis is
true, look aroundyou: let other people’sideasinspire you. Thereis no needto
reinventthe wheel, just follow the penultimaterule: don't be ashamedo borrow.
Look around, copy the parts you like and see how they can be made to work for you.

And the last rule? Well, it follows from the previousonein a senserules are for
breaking Onceyou havegainedaworking experienceof usingthe receivedwisdom
expoundedn this chapteryou maywell wantto setyour sightsbeyondsuchsimple
preceptsNo doubtmuchof whatyou will encounteoutsidethis bookin your search



Impression Publisher Plus DTPbook

194 DTP on the Archimedes

for designideaswill appeato disobeyoneor moreof therules.Think aboutwhy, if
suchdesignsseemto work for someoneelse theyshouldn’talsodo sofor you. Then
makeyour own experimentsaandbreakyour own trail; the mistakeswill be madein
privacy, even if the successful result is public.



