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BASIC FINE-TUNING
AND TWEAKING

ecoming typography savvy is like learning to see in a new way.
B Details in the typography of ads, magazines, book covers, movie
titles, and credits, or even bus and subway posters, are progres-
sively more apparent to the eye. And details are key. You should never be
comfortable with your type until all the details are fine-tuned and tweaked
to perfection.

Setting type needs human intervention. A computer cannot evaluate and
make decisions related to good taste, typographic appropriateness, and read-
ability. Using the default settings of your design software or your font with-
out fine-tuning the type, that is, looking it over carefully and making changes
and adjustments, can lead to a very unprofessional look and also can make it
difficult to read.

Prior to the current trend of having “a computer in every home” (or close
to it), which has given virtually everyone the ability to set type, type was set
by highly trained typographers who spent years learning the art and craft of
good typography. They had very sophisticated, expensive equipment capable
of performing complicated tasks on the fly. Desktop computer technology
has come a long way in the last decade and is able to perform just about all
the tasks that were done by typographers. But a computer can't do it on its
own. It requires a human being to tell it what to do and how to do it. The
computer is just a tool, and it still needs a skilled operator to bring out the
best of what it can produce. It is like preparing a wonderful recipe; you can
just throw ingredients together randomly and live with what you get, or you
can measure, taste, and adjust until you have just the right balance and the
result tastes great and excites your taste buds!
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TYPE SIZE
Deciding what size to set your type is a very visual thing, but there are some
guidelines that can help you make that decision.

Let’s talk about text settings first. The primary consideration when set-
ting text is usually readability. Assuming you select a font that was designed
and intended for smaller settings, the average range for text settings is some-
where between 9 point and 12 point and sometimes up to 14 point. Anything
smaller becomes hard to read in longer settings. Much larger than 12 to 14
point, it becomes a strain on the eyes for any length of copy.

The size you select is somewhat dependent on the typeface design, as
the actual cap sizes and x-heights vary from font to font. The x-height of a
font affects its readability and will make different typefaces look larger or
smaller at the same point size. The length of the text should also be consid-
ered, as well as any constraints on the column width, such as a preexisting
grid, for reasons mentioned below in “Line Length” and “Line Spacing.”

Display, or headline, type is primarily meant to catch the eye and draw
the reader into the text. For this reason, there are fewer, if any, constraints
on size. Whatever works with your

layout is probably fine, meaning, try
different sizes and see what looks

best and what balances and comple-
ments the rest of your layout.

The size you select is somewhat dependent

on the typeface design, as the actual cap and
x-height vary from font to font. The x-height
of a font affects its readability, and will make
different typefaces look larger or smaller at
the same point size.

The size you select is somewhat dependent
on the typeface design, as the actual cap
and x-height vary from font to font. The
x-height of a font affects its readability, and
will make different typefaces look larger or
smaller at the same point size.

Both text blocks, ITC Golden Type and Caxton respectively, are set in 12
point but look very different due to their varying x-heights.
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A throng of A throng of bearded men, in sad-coloured garments

bearded men, and grey steeple-crowned hats, inter-mixed with

in sad-co- women, some wearing hoods, and others bareheaded,
loured gar- was assembled in front of a wooden edifice, the door
ments and of which was heavily timbered with oak, and studded
grey steeple- with iron spikes.

crowned hats,
inter-mixed

This line length is comfortable to read and has no hyphenations.
with women,

some wear-
ing hoods,
and others
bareheaded,
was assem-
bled in front
of a wooden

A very short line length can
edifice. v g

lead to too many hyphen-
ations, making the text diffi-
cult to read. (Scarlet Letter)

A throng of bearded men, in sad-coloured garments and grey steeple-crowned hats,
inter-mixed with women, some wearing hoods, and others bareheaded, was assembled
in front of a wooden edifice, the door of which was heavily timbered with oak, and
studded with iron spikes.

A long line length for any length of copy also becomes cumbersome to read, as our eyes struggle to find the beginning of the next line.

LINE LENGTH

Line length and point size are interrelated, as line length should be some-
what determined by the point size for maximum readability: the larger the
point size, the longer the line length. We read and identify words by the
shapes of the letters, not letter by letter; we also read by groups of words. If
the line length is too short, there will be too many hyphenated words. These
interfere with readability and force the reader to jump to new lines so often
that it affects reading comprehension. On the other hand, line lengths that
are too long can create confusion by making it more difficult for the eye

to find the beginning of the next line in large blocks of text. A general guide
is to have in the neighborhood of 50 to 7o characters per line, but there are
many exceptions to this rule.

BASIC FINE-TUNING AND TWEAKING 131



LINE SPACING (LEADING)
Line spacing refers to the vertical space between lines of type from baseline

to baseline, and it is usually measured in points (except in most word pro-

cessing programs, which offer a limited choice of single, one-and-a-half, or

double spacing). It is also referred to as leading, which is a term from the

days when type was set in metal, and slugs of lead in varying thicknesses

were inserted between the lines of metal type to add space between the lines.

Too-tight leading makes type harder to read, especially in small sizes. You

almost cannot add too much leading, but it depends on the amount of copy

and your layout. Most design programs have a default setting, called auto

leading, which is around 20 percent of the point size. Although you can usu-

ally override this in your preferences settings, this is a good place to start.

You can then manually make adjustments to suit your taste and work with

your layout. Most applications have keyboard shortcuts to do this on the fly.

A very basic guideline for text would be a minimum of 2 points leading

(such as 12/14, or 12 point type with 14 point leading) up to 5 points. Display

type can have less leading in general, since as type gets larger the negative

spaces associated with line spacing (and letter spacing) appear progressively

too large. When setting all caps, throw these rules out the window; all caps

can be set with little or no leading (also referred to as set solid) and often

look best with negative leading. Without descending characters to worry

about, all caps beg to be set tighter than mixed case settings.

Line spacing, to a certain degree, has been trend-related in the last few

decades. When phototypesetting was first introduced in the 1970s, letter
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Auto leading is a feature that allows
your design software to automatically
assign a leading value to the text you
set, based on its point size. Most design
software programs use a default auto
leading setting of 120 percent of the
point size. (This value can be changed
by the user, as can most default values.)
In many cases, the use of auto leading
results in a fractional value. For exam-
ple, for 10 point type, the auto leading
might be a nice, even 12 point; but for

11 point type, it becomes 13.2; for 12, it
is 14.4; and for 14, it is 16.8. Most cur-
rent design programs indicate the actual
auto-leading value, usually in parenthe-
ses; others don’t show it at all.

Pros and Cons
Auto leading can be a real convenience

TYPE RULES!

Auto Leading

when working with text type. By using

auto leading, you can change text sizes

as many times as you like and the lead-

ing will adjust proportionally and auto-

matically. This is a real time-saver when

you are unsure of your final point size

and want the freedom to experiment.
On the other hand, auto leading

does have its pitfalls; follow these guide-

lines to know when to use it and when to

lose it:

m When you are combining type, sym-

bols, or dingbats of different point

sizes on the same line, auto leading

can wreak havoc with the line spacing

in a text block, making one line jump

to adjust to the larger glyph. To avoid

this sometimes unexpected and usually

unwanted occurrence, be sure to use a

fixed leading. (Now you know why lines

of type can mysteriously “jump” when
you add a differently sized element to a
block of copy!)

= Converting auto leading to a fixed
value also ensures that the leading
won't change if the document is opened
on another computer with different
default settings.

m While auto leading can facilitate the
setting of body text, it is not as useful
for display type. Display (or headline)
type in larger sizes needs a lot less lead-
ing than text (see illustrations). This is
especially true with all-cap settings that
have no descenders to fill in the space
between the lines. For display type,
auto-leading settings will generally be
way off the mark. Use your eye, not your
software, to make larger type settings
visually appropriate.
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All caps can be set with little or no leading (also referred to
as set solid) and sometimes negative leading, depending on
the look you are after. The top example of Mekanik is set
with auto leading (about 36/43) and is much too open. The
example below it is set with negative leading (36/30) and
looks much better.

STRONGEST
SURVIVE

INTELLIGENT
RESPONSIVE

Stacked caps can be a very powerful design technique, as in this

annual report designed by SVP Partners. The lines have been sized so

that the letter spacing isw't compromised. Courtesy of SVP Partners.

But, though the bank was almost always with him,
and though the coach (in a confused way, like the
presence of pain under an opiate) was always with
him, there was another current of impression that
never ceased to run, all through the night. He was
on his way to dig someone out of a grave.

But, though the bank was almost always with him,
and though the coach (in a confused way, like the
presence of pain under an opiate) was always with
him, there was another current of impression that
never ceased to run, all through the night. He was
on his way to dig someone out of a grave.

But, though the bank was almost always with him,
and though the coach (in a confused way, like the
presence of pain under an opiate) was always with
him, there was another current of impression that
never ceased to run, all through the night. He was
on his way to dig someone out of a grave.

The top setting of Expo Sans is set solid
(12/12) and can be hard on the eyes for
any length of copy. The middle text is set

at auto leading, which is about 20 percent
more than the point size, or about 14.4
point; it is comfortable to read, even for
lengthy amounts of copy. The bottom text
is set at 12/18. It has a nice, open look, and
is often used in magazines, annual reports,
and brochures. (A Tale of Two Cities)
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and line spacing had more flexibility than ever before. As a result, designers
deliberately set type very tight as a rebellion from the not-so-distant days of
hot-metal type when this was not possible. Today, line spacing leans toward a
more open look, making for better readability and a cleaner appearance with
more open space.

ALIGNMENT
The following styles can be used to align type:

= Flush left. Flush left is the most common setting for Latin alphabets such
as ours (and usually the default setting). It is the style that is most readable
and that our eyes are most used to. It aligns the text on the left margin and
leaves the right margin to end wherever it may, dependent on the line width.

= Flush right. This style aligns the text on the right with a ragged left margin,
but it is more difficult to read since our eyes have to follow a wavering left-
hand margin when they move to the next line down the column. It should
only be used when a specific design objective is desired.

= Justified, or flush left and right. In this style, space is inserted between
words and individual characters to stretch a line so that both margins align.
This creates a very geometric block of copy that is sometimes desirable.
Although very commonly used, especially by newspapers and magazines,
this is a tricky technique to apply tastefully if you do not take the time to fine-
tune it. When lines of type are stretched in this way, the color, texture, and
readability of the type can be degraded tremendously by the white space that
is inserted to align both edges. In some cases (dependent on your software
and the settings in your preferences), the actual characters are compressed
or expanded electronically to achieve this alignment. This is the ultimate
no-no! Justified settings can also create rivers of white space, which should
be avoided at any cost. All of this manipulation can lead to some very poor
typography.

To avoid some of the problems inherent in justified settings, try making
your line length a bit longer than usual, or make your type smaller; the more
words you can fit on a line, the less space you will have to add to justify it.
Once you have settled on an optimum size and width, it might be necessary
to edit your copy to fix lines that are too open, too tight, or that have too many
hyphenated endings, particularly if there are more than two of these lines in
a row. This can be a lot of work, especially if you have to go back to your copy-
writer to do it, but it will make for a much more professional-looking job.

It is also a good idea to become familiar with your software’s settings



There were six young colts in
the meadow besides me; they
were older than I was; some
were nearly as large as grown-
up horses. I used to run with
them, and had great fun; we
used to gallop all together
round and round the field as
hard as we could go.

A traditional flush-left setting using the typeface
Sauna. (Black Beauty)

There were six
young colts in the
meadow besides
me; they were
older than I was;
some were nearly
as large as grown-
up horses. I used
to run with them,
and had great
fun; we used to
gallop all together
round and round
the field as hard
as we could go.

When justifying type, avoid rivers of
white space and lines with too much
letter spacing or word spacing. Try to
maintain an even color and texture as

much as possible, even if it means edit-

ing the copy or altering the line length.

There were six young colts in
the meadow besides me; they
were older than I was; some
were nearly as large as grown-
up horses. I used to run with
them, and had great fun; we
used to gallop all together
round and round the field as
hard as we could go.

Flush right is a little harder to read, but acceptable in short
amounts where it is desired for design purposes.

There were six young colts in
the meadow besides me;
they were older than I was;
some were nearly as large as
grown-up horses. I used to
run with them, and had great
fun; we used to gallop all
together round and round the
field as hard as we could go.

Centered type adds symmetry and elegance but decreases
readability when used for large amounts of copy.
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for hyphenation and justification (H&]J). You can actually tell it how much it
is allowed to stretch or squeeze the spacing of a line of type, as well as your
hyphenation preferences. Mastering this might seem a bit overwhelming at
first, but it is well worth the time it takes to become familiar with these set-
tings and how they affect the look of the type.

= Centered type. This style can be very effective when used for short blocks
of copy, such as titles and headlines, subheads, invitations, announcements,
and poetry. It centers the lines of type without adding extra space, making a
ragged right and left edge. This technique adds symmetry and elegance but
decreases readability when used for large amounts of copy.

= Wrap-around type (run around or text wrap). This is type that aligns around
the contour of an illustration, photo, or other graphic element. It can be
applied to either the right, left, or both margins.

= Contoured type. Contoured type is set in a particular shape for purely aes-
thetic reasons. It is usually justified to achieve a particular contour. If there
are narrow line widths, it will probably require editing the copy and hand-
working the rags to avoid too-open letter and word spacing as well as rivers of
white space and stretched or squeezed lines.

It did so indeed, and much sooner than she
had expected: before she had drunk half
the bottle, she found her head pressing
against the ceiling,

l DO WISH and had to stoop

to save her neck

| HADN’T from being br.o-
DRUNK QUITE [adiaad

put down the bot-
SO MUCH. tle, saying to her
self ‘“That’s quite
enough-Ihope I shan’t grow any more-
Asitis, I can’t get out at the door-1 do wish
[ hadn’t drunk quite so much!’

Type can run around a pull-quote inserted in a reverse box. Align the box with
the baseline and cap height of neighboring lines. (Alice in Wonderland)
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“You promised to tell me your history, you know,’
said Alice, ‘and why it is you hate —C and D; she
added in a whisper, half afraid that it would be
offended again.

‘Mine is a long and a sad tale! said the Mouse,
turning to Alice, and sighing.

‘It IS a long tail, certainly,” said Alice, looking
down with wonder at the Mouse’s tail; ‘but why
do you call it sad?’ And she kept on puzzling
about it while the Mouse was speaking, so that
her idea of the tale was something like this:—

‘Fury said to a
mouse, That he
met in the
house,
“Let us
both go to
law: I will
prosecute
YOU. —-Come,
I'll take no
denial; We
must have a
trial: For
really this
morning I've
nothing
to do”
Said the
mouse to the
cur, “Such
a trial,
dear Sir,
With
no jury
or judge,
would be
wasting
our
breath”
“I'll be
judge, I'll
be jury”
Said
cunning
old Fury:
“I'll
try the
whole
cause,
and
condemn
you
to
death.”

In this excerpt type set in ITC Woodland is contoured as a wonderful play on the words, ““Mine is a long and a sad tale!” said the

Mouse.” (Alice in Wonderland)
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These spreads from U&lc show how Mark van Bronkhorst contoured the type to mirror shapes from the facing page. It might look easy
to do, but the copy and the line breaks were edited and hand-worked to eliminate holes and rivers, keeping the texture and color of the
type even. Courtesy of Mark van Bronkhorst.

TYPE RULES!



§BAT AFPIA
BOTHARE PERFECTLY CENTERED

OMTHE PAGE.

at 50,000 cycles per second
{the neighbors think we're i
they cananly hear up to

in our path = family
members, bulldings, light aireraft - and raturn to

Our brains quickly shape
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st food menu! We zoem

aple imide sc

The text in this smart piece by
Hornall Anderson Design Works, Inc.
was contoured into a triangle to com-
plement the concentric circles in the
background. Once again, it looks easy,
but is difficult to do well. Courtesy of
Hornall Anderson Design Works, Inc.

at Black Mountain

/Polish family that eventually reachgd the
size of eight sons and one daughter. [ was in the middle. Because

when we moved across the Delaware to~then-rural GloucesterCounty, New
Jersey — my long out-of-work father was looking etfer prospects — my
parents considered it quite an achievernent when 1 became the
first in the family to graduate from high school. Not only
that, but upon graduation I also won a half scholarship in the School
of Journalism at Rider College in Trenton. However, once at
Rider, soon seeing that 1 wouldn’t be able to work, go to
school full-time, and pay off the other half of the tuition, I realized I'd have to quit
after my freshman year. So, in my last term, I received permission to take ali the
advanced courses in writing and modern literature. Anyhow, by then I'd
decided 1 wanted to be a “real writer,” not a journalist. But | was baffled
as to where to go to learn how to become that; and if [ found such a
place, how could I afford it, since 1 was totalty broke. By chance,
in the winter of 1951, I heard Ben Shahn' give a lively lecture
at the Philadelphia Museum of Art in which he extolled
the unconventional and innovative virtues of a place
called Black Mountain College in the western hills of North
Carolina, where he'd spent the past summer teaching paint-
ing. He was especially enthusiastic about a giant of a man, a
poet, named Charles Olson, who was the writing teacher. <
My ears pricked up. It sounded like the piace for me. ¢ The only per-
son 1 knew in Phiily who might know something about this Black Mountain
was a young woman named Mary Reed, who taught painting at Moore
institute of Art up on North Broad Street. She said: “Oh, yes, Black Mountain - I
hear it’s a hotbed of communists and homosexuals.” ¢ Hearing that, in the
oppressive McCarthyite years, my young, queer ears really pricked up. It definitely
sounded like the place for me. » T wrote a letter of inquiry to the college, noting
my poverty, and received an invitation from the then-registrar Connie Olson, wife
of the above-mentioned “giant.” She said there were “work scholarships” available
and invited me down for a three-day visit. » As it ended up, three others who also
wanted to look the place over went down with me: two other gays (we always man-
aged to find, and cling to, each other in those dangerous days), Roger Carlson and
Marge Burnet, who were students at Rider,
and Mary Ann Fretz, who was a student of
Reed’s at Moore Institute.? Fortunately,
by Michael Rumaker Marge Ihad a new green Chevy and loved
to drive. ¢ Early in june we set out
on our 600-mile journey south.

An interesting text shape, coupled with
the geometric text architecture above

it, make an exciting page out of text set
in conservative typefaces in this catalog
designed by Eva Roberts. Notice the use
of bullets to separate the paragraphs.
Courtesy of Eva Roberts.

VOLUME || NUMBER 2
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PUBLIC ARCHITECTURE

PUTS THE RESOURCES OF ARCHITECTURE IN THE SERVICE OF THE
PUBLIC INTEREST. WE IDENTIFY AND SOLVE PRACTICAL PROBLEMS
OF HUMAN INTERACTION IN THE BUILT ENVIRONMENT AND ACT AS
A CATALYST FOR PUBLIC DISCOURSE THROUGH EDUCATION,
ADVOCACY AND THE DESIGN OF PUBLIC SPACES AND AMENITIES.
1126 FOLSOM STREET, No. 3, SAN FRANCISCO, CA 94103-1397
T415.861.8200 F 415.431.9695 WWW.PUBLICARCHITECTURE.ORG

In developing an identity for Public Architecture, Jeremy Mende
eschewed the traditional practice of drawing logos in favor of creating
what they call a literary wordmark: the firm is described in words
rather than metaphorical pictures. The strong forms of Trade Gothic
and the resulting “block” reinforce the idea of clean, elegant, modern-
ist architectural form. Courtesy of Mende Design.

IIiTirIiig,
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The zigzag theme of this dynamic editorial spread mimics the off-kilter lifestyle of the skateboarders it talks about. The diagonal stripes on the top
enclose the headline set in Futura Thin press type and represent police tape around construction sites where many skaters like to skate. Designed
by Art Chantry for the alternative music magazine The Rocket. “The layout looked like the kids to me,” says Art Chantry. Photo by Pete Kuhns.
Courtesy of Art Chantry Design Co.
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This beautifully constructed spread showcases 12 weights of the Cholla typeface family in an unexpected, yet visually exciting way. Elaborately

contoured text blocks create a geometric grid that separates yet draws attention to each weight. Typeface and spread designed by Sibylle Hagmann.

Courtesy of Sibylle Hagmann of Kontour Design.
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A “wall of type” was created by Bob Aufuldish of Aufuldish & Warinner for this CCA Architecture Lecture Series
poster. Meticulous attention was paid to typeface size, style, and alignment selection to achieve this effect without
images, tints, or color. Courtesy of Aufuldish & Warinner.
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This minimally designed fly
leaf for a SMART Kromekote
brochure makes its point
simply yet effectively through
the use of scale, color, nega-
tive space interrelated, and
Justified text blocks. Designed
by Nesnadny + Schwartz.
Courtesy of Nesnadny +
Schwartz.

What if Picasso had comfortably
painted the clowns and acrobats of
his Rose period for the rest of his
life? Could anyone else have cre-
ated the masterwork Guernica?
Artist complacency might have
deprived the world of O'Keeffe's
desert scenes and Capote's in Cold
Blood. The distinguished portrait
photographer Arnold Newman had
the prescience to capture these
originals on film; artistic giants
who made their mark because they
were relentlessly striving to create
their own vision. As a salute to new
Kromekoteplus and the creative
professionals who use it, SMART
Papers presents to you a selection
of artists who were never satisfied.

Consistently
raising the bar
is integral to
being the best.

The best keep getting better.

One
morming, as Gregor
Samsa was waking up from
anxious dreams, he discovered
that in bed he had been changed into

The

Meta
morpho
S I S KFEE ?I?az

proper room for a human being, only semewhat too small, lay quletly

a monstrois verminous bug. He lay on his
armour-hard back and saw, as he lifted his head
up z little, his brown, arched abdomen divided up
into rigid bow-like sections. From this height the blanket,
Just about ready to slide off completely, could hardly stay
In-place. His numerous legs, pltifully thin In comparison to
the rest of his circumference, flickered helplessly before his eyes.

"What's happened to me," he thought. It was no dream, His room, a

between the four well-known walls. Above the table, on which an unpacked
collection of sample cloth goods was spread out — Samsa was a travelling
salesman — hung the picture which he had cut out of an illustrated magazine

alittle while ago and et in a pretty gilt frame, It was a picture of 2 woman with
a fur hat and a fur boa, She sat erect there, lIfting up In the direction of the viewer

a solid fur muff into which her entire forearm had disappeared.

Gregor's glance then tumed to the window. The dreary weather — the rain drops were
Wy

falling audibly down on the metal window ledge — made him quite melancholy.

don’t | keep sleeping for a little while longer and forget all this foolishness,” he thought,

But this was entirely impractical, for he was used to sleeping on his right side, and in
his present state he couldn't get himself Into this position. No matter how hard he threw
himself onto his right side, he always rolled again onto his back. He must have tried ita
hundred times, closing his eyes so that he would not have to see the wriggling legs, and
gave up only when he began to feel a light, dull pain in his side which he had never felt.

*0 God,” he thought, “what a demanding job I've chosenl Day in, day out, an the road
The stresses of selling are much greater than the work going on at head office, and, in
addition to that, | have to cope with the problems of travelling, the womies about train
connections, imegular bad food, temporary and constantly changing human relatisnships,

which never come from the heart, To hell with It alll* He felt a slight itching on the
top of his abdomen. He slowly pushed himself on his back closer to the bed post
so that he could lift his head more easily, found the itchy part, which was entirely
covered with small white spots he did not know what to make of them
and wanted to feel the place with a leg. But he retracted it
immediately, for the contact felt ke & cold shower
all over him,

The contoured text on the right strikingly mirrors the shape of the cornered bug on the left. Shifting baselines and erratic breaks in the
title further reflect the bizarre, fantastic turn of events in this famous short story by Franz Kafka in which a man wakes up as a bug
(or cockroach). Illustration and design by Gonzalo Ovejero.
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AVEDA At Aveda, beauty begins from the ground up. Creator
of hau‘ care and beauty pmducu and services, Aveda integrates

envir tal resp e practices into every aspect of its
business. Reduce, re-use and recycle initiatives are key to its
facturing pr And its E | Lifestyle Stores

and Aveda Concept, Salons and Spas promote services and
products created from organically grown plants and other
“renewable sources of wellness.” Packaging too is designed to
reduce pre- and post-consumer waste, and collateral materials
are printed on recycled paper with natural soy-based inks.

Organica, its corporate restaurant, serves only fresh-ingredient
foods grown without | pesticides or synthetic fertilizers.
Kitchen refuse is composted, wax-coated produce boxes are

reused and plates, uten-

sils and drinking glasses
are the washable kind.
Aveda has made an
example of its Minneapolis
corporate headquarters
as well, Surrounded by
65 acres of wetland and
organic landscaping and
adjacent to a 1,000-acre

protected wetland, Aveda’s facilities utilize landscape win-
dows and skylights to make the most of direct sunlight.

As a result of these efforts, corporate office and manufacturing
waste has been reduced by 33 percent, solid waste per employee
by 29 percent and solid waste per gallon of product by 66
percent, the company says. “Aveda is a lifestyle product and
service company committed to supporting two ecosystems:
the planet and the human body,” claims founder and chairman
Horst Rechelbacher. “Each thrives on harmony and balance
and is vitally interc ted.” Explaining why Aveda became
the first company to sign the strmgem CERES Principles
(Corporations for Envir ly Responsible Economics)
in 1989, Rechelbacher has stated, “We must conduct

all aspects of business

as responsible stewards
of the environment by
operating in a manner
that protects the earth.
We believe that corpo-
rations must not com-
promise the ability of
the future generations
to sustain themselves.”
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A very whimsical and charming use of contoured type to create a head of hair with copy that talks about a hair
care company. Designed by VSA Partners, Inc. Courtesy of VSA Partners.




A FEW WORDS ABOUT RAGS

When setting type with a ragged margin (flush left or flush right), become
aware of the shape that the ragged line endings are making. A good rag goes
in and out in small increments. A poor rag is one that makes unnatural
shapes with the white space. When this occurs, make manual line breaks or
edit your copy to improve the rag.

WIDOWS AND ORPHANS

A widow is a very short line, usually composed of one or two words or a
hyphenated word, at the end of a paragraph. This is typographically undesir-
able, as it is disturbing to the eye and creates the appearance of too much
white space between paragraphs or at the bottom of a page. It is considered
very poor typography, so adjust it by manually rebreaking the rag or editing
the copy.

An orphan is related to a widow (no pun intended!) in that it is a single
word or very short line appearing at the beginning of a column or a page.
This terminology is not as commonly used and understood as widow, but the
concept is the same, and so is the solution: fix it!

Adobe Text Composer

InDesign offers two methods for text composition:
Adobe Paragraph Composer (the default setting) and
Adobe Single-line Composer. Either method, or a
combination of both, can be used for both justified
and ragged copy.

Adobe Paragraph Composer attempts to minimize
unattractive hyphenations by evaluating all the lines
of text in a paragraph and making breaks accordingly.
For justified text, it creates more even spacing with
fewer hyphens.

Adobe Single-line Composer takes the traditional
approach, that is, composing text one line at a time.

Paragraph Composer can be a valuable tool for text
composition, particularly justified text. But when mak-

ing manual changes to line breaks or hyphenations,
switch to Single-line Composer for the lines in ques-
tions; this allows you to edit rags and hyphenations
manually without affecting the surrounding lines.

Adobe Paragraph and Single-line Composer can be
accessed two ways:

« Go to the Paragraph Palette menu

« Select Adobe Paragraph Composer (the default) or
Adobe Single-line Composer.

Or:

« Go to the Paragraph Palette menu or the Control
Palette menu

« Select Justification

« Select an option from the Composer menu.
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Not many days after we
heard the church-bell
tolling for a long time,
and looking over the

gate we saw a long,
strange black coach

that was covered with
black cloth and was
drawn by black horses;
after that came another
and another and another,
and all were black, while
the bell kept tolling,
tolling. They were car-
rying young Gordon to
the churchyard to bury
him. He would never ride
again. What they did with
Rob Roy I never knew;
but ‘twas all for one little
hare.

Not many days after we
heard the church-bell
tolling for a long time,
and looking over the gate
we saw a long, strange
black coach that was
covered with black cloth
and was drawnby black
horses; after that came
another and another and
another, and all were
black, while the bell kept
tolling, tolling. They
were carrying young
Gordon tothe churchyard
to bury him. He would
never ride again. What
they did with Rob Roy

I never knew; but ‘twas
all for one little hare.

When setting type flush left, such as this text set The rag in the example at left can be easily cor-
in ITC American Typewriter, be aware of the rected by making manual line breaks.

shape that the ragged line endings are making.

A good rag goes in and out in small increments.

A poor rag, such as this one, makes unnatural

shapes with the white space. (Black Beauty)

The next unpleasant busi-
ness was putting on the iron

The next unpleasant busi-
ness was putting on the iron

shoes; that too was very
hard at first. My master
went with me to the smith’s
forge, to see that I was not
hurt or got any fright. The
blacksmith took my feet in
his hand, one after the other,
and cut away some of the
hoof.

shoes; that too was very hard
at first. My master went with
me to the smith’s forge, to
see that I was not hurt or got
any fright. The blacksmith
took my feet in his hand, one
after the other, and cut away
some of the hoof.

This example of a horrible widow (left) can be corrected by making a minor adjustment in the line length (right).
(Black Beauty)
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Baseline Shift

There are a number of functions built into the software we use every day
that are seldom used but extremely useful. One of those functions is base-
line shift. This feature shifts a character or group of characters up (positive
numbers) or down (negative numbers) relative to the baseline, in tiny
increments.

Baseline shift is a great tool for fine-tuning your typography. Try using it to:
= Optically position symbols, such as register, copyright, and trademark
(®, ©,and ™).

= Adjust the position of bullets, dashes, ornaments, and other font-based
graphics.

= Tweak the position of parentheses, braces, and brackets relative to the
type they enclose.

m Be expressive with type by raising and lowering individual characters to
create a jumpy, jittery effect.

m Create fractions manually. Use baseline shift to raise the numerator in
diagonal fractions.

Khaki
Khaki™

4'78-6268
T 4'78-6268

| feel
| feel jittery!

2006) (2006)

Baseline shift can help fine-tune your
typography in a variety of ways, as illus-
trated in these “before and afters.”

It is important to note that baseline shift does not change the actual line
spacing of a character; so when making overall changes in the leading, the
baseline-shifted position will be preserved proportionally.

Baseline Shift in Adobe InDesign & QuarkXPress

To apply baseline shift in Adobe InDesign:

« Highlight text

« Go to Control Palette or Character Palette

- Locate Baseline Shift field

« Click on the Up or Down arrow key (Shift + click
increases the increments)

or

- Type a numeric value in the Baseline Shift field. Positive
values raise the text; negative values lower the text.

[NEN=]
| Teansform Paragraphl ¢ Character W (1)
ConduitiTC 3
Ligh 3
T =T12 o B I&lenmpn 3
Baseline shift can A Fnre B mb )
. =Ti00% = Z 100% =
be accessed via the |'L = iT 3
. A2 o Tz
Character Palette in _
Adobe IHD@SigI’I Language: | English: USA &

To apply baseline shift in QuarkXPress:

« Highlight text.

« Select the Text Palette from the pop-up menu (click on
the A) off the Measurements Tool Bar.

« Click on the up or down arrow to the right of the base-
line Shift Field, or enter a value manually.

or

- Highlight text

« Use keyboard command shift / opt / com and then +
to raise or - to lower in one point increments.

or

« Highlight text

« Go to Style > Baseline Shift or Character Attributes
Palette (shift / com / D).

« Locate Baseline Shift field.

« Indicate desired value in positive (to raise) or negative
(to lower), whole or fractional values.
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