Chapter 3. Writing and editing are human endeavors

“For me, good editing is a ... testimony that one’s words
are worthy enough to require close attention.”
—James McConkey, Nurture for the damn ego

“Tact istheability to describe others as they see themselves.”
—~Abraham Lincoln

“Writing, in a way, is listening to the others’
language and reading with the others’ eyes.”
—Trinh T. Minh-Ha, Woman, native, other

If you believe that editing involves nothing
more profound than correcting typographical
errors and changing words or phrases to suit
your personal taste or the dictates of someone’s
style guide, your editorial career will be short
and inglorious. In reality, editing is about help-
Ing our author colleagues communicate clearly
with their audience in a manner that makes both
the author and their employer look good and

ymfy xfyxajx ymj fziangshj ymfy ymj~i{j zsijw
stood the author. We achieve this happy result
when the audience understands the intended
message with as little mental effort as possible;
Important messages may be challenging indeed,
but their presentation must never be. To achieve
this goal, we must also communicate effec-
tively with authors, because writing is a human
endeavor, and most authors are both proud of
what they’ve accomplished and deeply inse-
cure about the quality of their writing. When
we take on the role of editor, our work can eas-
ily be seen as critical of the author, since the
Jxxjshj tk tzw wtgj nx yt asi jwwtwx fsi ymjwjg~
demonstrate the author’s fallibility. Sometimes
we must alter their writing quite dramatically to
achieve the goal of communication with read-
ers. How can such an activity not damage the



fzymtwlix xjkzhtsan jshyl gwznxj ymgnw uwni jl fsi
anger them?

The answer lies in turning editing from an
adversarial activity, in which we become the
fzymtulx sjrjpmx fsi zsAflInsl hwnynh! nsyt f
partnership in which the author clearly sees us
as their ally in the struggle to communicate. An
editor and author working together can achieve
synergies that neither could achieve alone. We
editors may be unable to write an original work,
gzy twy |Jq gvznuugi yt ijyghy AF]x tw Hfux s
the writing that authors cannot detect because
they lack the necessary critical distance; the
authors, of course, are experts in the concepts
that they want to communicate. As editors, we
have training that most writers lack in how to
1jyghy fsi htweghy AF|ju JuwnynsiLl fsiymj 1 jxwj
to put those skills to work in the service of our
authors. The author—editor relationship is clear-
ly a human relationship, and editing is equally

Chapter 3: A human endeavor

clearly a human interaction. To become a truly
effective editor, we must thus engage in a mutu-
ally respectful dialogue with the author.

Ns ymnx gttpl Ni{j 1jasji onscreen editing as
editing without a pen by using a word processor
or similar tool. It doesn’t matter whether the
edited text will eventually be printed or will
remain forever on the computer screen. Success-
ful onscreen editing requires more than merely
altering text in a word processor; that would be
no more than rewriting or revising the manu-
script. Rather, the approach must preserve and
enhance the author—editor dialogue by using
technology as a way to facilitate this communi-
cation, not as an end in itself. In using this tech-
nology, we must constantly strive to go beyond
simply facilitating our editorial tasks; we must
also make it easier and more effective for authors
to revise their manuscript in response to our
suggestions.
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Modern word processing technology pro-
vides impressive results, but does not inherently
encourage or discourage a dialogue between
author and editor. In particular, current word
processors provide little or no support for simul-
taneous revision of a manuscript by several
people. This turns the dialogue into an exchange
of messages, often separated by considerable
time—the equivalent of collaborating on a job
using handwritten letters rather than a tele-
phone or putting our heads together over a ream
of paper spread across a desk in the author’s
tkahj3 FoymtzIm ymnx fuuwtfhm permits the give
and take that is part of any such dialogue,
it does not promote this dialogue and cannot
replace a true discussion; in a discussion, the
author and editor can immediately respond to
each other’s concerns and reach an acceptable
compromise. That’san unfortunate lack, because
such discussions reinforce the feeling of a true
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partnership and help authors and editors to
see each other as allies rather than adversar-
les. For this reason, | encourage you to develop
an approach in which you encourage authors
to identify any changes they disagree with and
discuss them with you. In this manner, you have
a chance to explain your concerns (i.e., why you
originally proposed a change), emphasize that
other readers are likely to encounter the same
problem, and propose one or more solutions; in
turn, the author has a chance to explain what
they were trying to say, and to adapt your sug-
gestions as required to accomplish their goal.
This is all very well in theory, but authors
and editors are both human, and prone to all
ymj Afx ymfy fkAnhy mzrfs htrrzsihfyntss
We all have annoyances, prejudices, fears, and a
measure of unfamiliarity or discomfort with the
unique editorial process that develops in each
author—editor relationship. Ignoring these prob-
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lems ensures that we’ll fail as editors. An author
may never learn to like us, or we may dislike an
author’s stylistic and other choices, and this fric-
tion will inevitably raise the level of tension. This
yjsxits rfpjx htrrzshfynts rtwj inkahzg!
but should never be allowed to prevent com-
munication. We must remember that our role is
awxy fsi ktwj rtxy yt mju fzymtwx htr rzsnfyj
with their audience; we do so by helping authors
make effective choices, but in the end, the author
mfxymj asfyxf3-Tsg~ns £kj| | twpugFhjx xzhm
as magazines do we have the authority to over-
rule authors, and even then, we must use this
ut ] Jwozanhntzxg3. Tzw jinnsl rzxy ymzx xmt |
sensitivity to the author’s feelings, must tactfully
point out and explain problems, and must sug-
gest solutions that let the author feel their voice
Is appreciated and preserved. This approach
helps authors to recognize the value of editing,
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and encourages them to work with us in a friend-
ly or at least professional way.

A standard process

The overall process of editing on the screen
IS much the same as the process of editing on
paper, but with a few quirks related to the com-
puter medium. In this section, I've presented
a simple overview of a process used by many
editors that has worked well for me for some 20
years, and that should work equally well for you
[ym £ qyygg rtanahfynts yt xzny ~tzw ujwxtsty
tastes and unique circumstances. Most of the
steps in this process should be familiar to any
experienced editor, but if you’ve been skipping
a step, | highly recommend giving it at least
one try. Each of these steps solves an important
problem, and avoiding any step may someday
cause you considerable grief. The goal of the
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process Is to ensure that you understand what
IS required of you, that the author shares that
understanding, and that you’ll be paid fairly for
the work you do.

Determining your pay rate

If you’re working for the same employer as
your authors, you probably won’t be charging
them for your time. Thus, most of this section
on setting fair rates of pay won’t be relevant to
you. However, editors in some workplaces are
treated as a cost center and editing expenses
are charged back to the author’s budget. Since
the accounting methods used to determine this
chargeback vary widely among workplaces,
| can only suggest that you talk to the appro-
priate manager at your workplace to learn the
details of how they handle chargebacks. You
may not be able to change this system, but you
may gain some insights into pricing that will
inform your relationship with that manager.
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Editing should be a profession that brings
us considerable joy and intellectual satisfaction,
but it must also earn us a living and should never
be the sole source of joy and satisfaction in
anyone’s life. Each of our lives offers a strictly
limited number of hours, and that number de-
creases steadily, hour by hour. The rate we
charge for our work must thus compensate us
adequately for spending an hour of our time
on someone else’s priorities rather than doing
something else that we’d rather be doing: spend-
Ing time with a loved one, reading a good book,
or traveling to distant lands. As Henry David
Thoreau observed, “The cost of a thing is the
amount of what I will call life which is required
to be exchanged for it, immediately or in the
long run.”

Ts ymnx ghxxt N xjy £ xyFsifwr wiyj ktw r~
time that is unaffected by the nature of the
work an author asks me to do: whether they
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want me to check the page numbers in a lay-
out or rack my brain rewriting a document
from scratch, an hour of my time will cost them
ymj xFrj frtzsyd Tymjw janytwx xjy inkkjwjsy
rates for proofreading, copyediting, and sub-
stantive editing. Except where this is mandated
by an employer’s pricing policy, and they have
no bargaining power to negotiate a change, |
don’t understand their rationale. An hour spent
on any of these activities is an hour we can no
longer spend on our own priorities, and we
should be compensated for that lost hour.
There are obvious exceptions. The most
Important arises when we really need the work,
and are competing with other editors willing to
work for less money. In that situation, we must
choose a rate we can justify to the client because
if we fail, they’ll take their work elsewhere,
particularly if they don’t understand the value
of our work and will award a contract solely
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on the basis of price. The only good solution to
this predicament involves developing an under-
standing of the going rates in our part of the
| twgn twns tzw agou -8j3L | mfy hogsyx fwg | ngg-
Ing to pay) and a matching understanding of
the competition we face (i.e., what rates we’ll be
htrujysl flfisxy.d Twlfsn fyntsx xzhm fx ymj
Society for Technical Communication (Wwwi
stc.org) and local groups of editors such as the
Editorial Freelancers Association in the U.S.
(Wwww.the-efa.org) and the Editors’ Association
of Canada (www.editors.cd) are good places to
learn this information.

If you're willing and able to do pro bono
work, then by all means feel free to award cer-
tain clients a much lower rate than you’d ordin-
arily accept. For example, lately I've been work-
Ing with an expanding network of authors in
China, and given that Chinese budgets are so
far below those in North America, I've chosen
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to accept less money for my work in exchange
for the pleasure of establishing an ongoing
relationship with these authors. Similarly, it may
be possible to offer lower rates for work that we
particularly enjoy and could never obtain if we
charged our standard rate; literary editing is a
good example, because this work generally pays
far less than technical editing but offers other
compensations, such as the satisfaction of help-
Ing authors tell a memorable story.

How do you set a rate? The number of
questions I’ve received on this issue suggest that
ymj hfthzgfynts nx xzkahnjsyg~ nstg{ntzx ymfy ny
requires some discussion. The most common
approach involves the following steps (I’ve pro-
vided some basic numbers solely as examples to
make the math easy):

1. Decide on the gross amount that you want
or need to earn per year. In this total, include
the cost of your taxes, medical and other
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Insurance, vacation pay, and a pension fund.
(These expenses can amount to an additional
30 to 50% of your base salary.)

Example: $48 000

. Decide how many weeks you want to work

per year.
Example: 48 weeks

. Divide your salary by this number of weeks

to estimate the income you must generate
every week.
Example: $48 000/48 weeks = $1000/week

. Decide how many hours you want to work

per week.
Example: 20 hours (unrealistic, but let’s have
fun with this!)

. Divide your weekly wage by this number of

hours to estimate the hourly income you must
earn.
Example: $1000/20 hours = $50/hour
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The result of these calculations becomes the
basic, non-negotiable hourly rate you require to
earn the desired income. It’s possible to work for
less money for some clients if you can charge
other clients more (or work more hours) to make
up the difference.

The calculation is clearly simple in principle,
but far more complex in reality. For example,
the numbers I've chosen in this example were
intentionally simplistic to make the calcula-
tions easy. In particular, the notion of 20 hours
of work per week assumes that you can realisti-
cally generate this much paid work, and ignores
the many hours of paperwork and other activi-
ties (such as marketing your services) that don’t
directly earn you any money. Moreover, the
resulting rate may be well above what local clients
are willing or able to pay. The important thing
about this calculation process is not that the
numbers are precise, but rather that it gives you
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an objective starting point for estimating your
rate. You'll still have to subject that rate to a
reality check to determine whether it’s feasible.

Now let’s apply a similar process to the task
of bidding on a job. If we’re very fortunate, our
client trusts us enough to simply pay an hour-
ly rate on the assumption that we won’t abuse
this privilege. I'm fortunate that | can work with
many of my clients on this basis, but a growing
szrgjw tk hoysyx mf{j gjlzs yt fxp ktw a}ji2
price bids both so that they can budget for my
services and so that they can cap the amount
ymy~lgg J{gsyzfy~ mf{j yt uf3 Yt uwt{nij fa}ji
estimate that will earn the desired amount, we
must learn to estimate how long a job will take
and thus, how much to charge for the work. To
do this successfully, we must be able to estimate
both our productivity and the amount of work
i gj wpvzwj i yt 183 Tshj ~tz pst] -ktw j}-
ample) how many words you can edit per hour,
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and the number of words in the job, it’s easy to
calculate a cost for the job.
For example, let’s assume that we can charge

the $50/hour we just calculated, can edit 1000
words per hour (including all time spent in
authorial hand-holding and in record-keeping),
and have been offered a 10 000-word job. The
calculation becomes the following:
E 65 555 |twix in{niji g~ 6555 |twixdmtzw

= 10 hours
E 65 mtzux E ) :54mtzw B ):55
E Yt ymx Frtzsyl fii fs~ Fiinntsy jujsxjx

you'll incur: travel, postage, telephone calls,

library research... whatever!

Ymj rtxy ikahzgy ufwy tk ymnx hfghzofynts

Is determining our productivity. Although many
rules of thumb exist to help estimate produc-
tivity, these rules are too general to be useful
because they cover a wide range of editorsand a
wide range of projects. As a result, some of these
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numbers are actively misleading because they
wjAjhy sjmymjw tzw ujwxtsfq uwtizhyn{ny~ stw
how that productivity changes for different types
of work. The only way to usefully estimate our
productivity is to track that productivity for long
enough that we obtain a good feel for our own
ability to handle a range of jobs. For example,
I’'ve been tracking my productivities (total num-
ber of words in a document, total number of
hours required to edit the document, and thus,
my rate in words per hour) for more than 5
years, for a wide variety of clients and types of
work. As a result, 1 have a strong idea of the
full range of productivities that I've been able
to achieve for work ranging from near-total
rewrites to quick and easy copyedits. This lets
me bid on a range of projects, sight unseen,
with reasonable probability of earning my
desired hourly rate. There is no substitute for
this kind of self-knowledge.
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If you’re just getting started, and have no
productivity data on which to estimate editing
times, avoid the rules of thumb related to pages
per hour that you’ll often hear bandied about.
Instead, ask to see a copy of what you will be
editing before you commit to a price. (This is
wise even if you do have decades of productiv-
ity statistics. Authors retain a remarkable abili-
ty to surprise us!) Skim through the manuscript
xzkahnjsy~ ymtwtzImg~ ymfy ~tz hfs nijsynk~
both the good and the bad parts, then edit a few
pages of the bad parts to estimate how long this
work will take you. From this, you can calcu-
late your productivity on the worst parts of the
rfszxhuuy fsi uwjinhy Joym xtrj htsaijshj
that the rest of the manuscript should be easier.
Applying the worst-case estimates increases the
likelihood that you’ll still earn your desired rate
of pay should the rest of the manuscript prove
zsjujhyj g~ ankahzod Zsgyxx ~tziwg nsynrfyjo~
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familiar with a particular client’s style, and can
ymzx uwj inhy ymj inkahzgy~ tk ymj | twp ~tzig gj
doing, it’s always best to expect the worst and
charge accordingly.

Although we can offer our clients a discount
for work that ends up being considerably easi-
er than expected, | don’t generally recommend
this. If the client wants to pay us a fair rate for

Simple tracking: | track my own produc-
tivity about as simply as you can imagine—
using a simple table in Microsoft Excel. When
| start and stop work, I jot down the times
and use that information to calculate how
long I've spent on a manuscript. If you need
something a bit more formal, there are many
programs available to automate the process.
Have a look at my list of utility programs in
the references section, under the category of
“time tracking” programs.
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the job, they should agree right from the start to
pay based on how long the work actually takes.
Nk ymj~ | fsy £ a}ji umhjl fsi fwj ymzx yw~nsl
to place the entire risk of a cost overrun upon
us, then they shouldn’t expect a discount. In
the long run, even with careful estimating, we’ll
Inevitably encounter some manuscripts that
take longer than expected to edit, and earning a
slight bonus when a job is easier than expected
compensates us for the inevitable, unexpected-
(~ 1nkahzgy otgx3 Tsj zxjkzg htruwtrxg N{j fi-
tuyg 1 ktw awxy2ynr g hggsyx ix £ m~gwni fuuwtfhm?
| offer to work on an hourly basis, but with a
maximum price established based on my worst-
case productivities. If | can beat that worst-case
price, | pass along the savings to the client and
thereby encourage them to work with me on an
hourly basis in the future.
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Initial negotiations

N\mjs |jawygjinsyt | twp Jnym fs Fzymtul
ymj uwthyxx xmtzqa xyfwy Joym £ hogyfw 1jasnnts
of what the author expects of us. In particular,
1 rzxyhggfw~ 1jasy ymj sfyzwy tk ymj jiany \j
should never rely on nominally standard terms
such as “copyediting”, since it’s only a slight
exaggeration to state that every client has a dif-
kjwgsy i1jasmnts tk |mfy xzhm jannsl ns{to{jxi
naive authors often specify something as unin-
formative as “a light edit”, whereas seasoned
uwtx rf~ zxj s nintx~shwfyh 1jasnnts vzfip-
aji g~ 1t jsx tk xujhnahfyntsx fsi hefzxjx3 Ns
my experience, a clear and detailed description
of what we will do is far more effective than any
rtw Ijsjwiy 1jaswynts hfs j{jw gj3 Htsx jul
for example, the details of and differences be-
tween the following two descriptions:
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Substantive or structural editing: This
activity involves heavy editing of a manuscript
to ensure that both the content and the struc-
ture are logical, clear, and effective. In addi-
tion to rewriting where necessary to improve
the clarity of the text, this form of editing en-
xzwpx ymfy ymj twlfsn fynts fsi At tk ymj yjly
effectively communicate the intended message,
and that the text and graphics work effectively
together. This editing also ensures that the man-
uscript contains no internal contradictions and
IS consistent with the body of knowledge in a
ajoui fyyfnsnsl ymnx pstjoyuly nx sty jxxjsynfy
ktw | twpnshns £ In{js ajqal gzyny itjx Fii hts-
siderable value to our work. Although this edit-
Ing may require heavy revision, no entirely new
material will be written; any omissions will be
nijsynaj i ktwymj Fzymtw yt wpxte{j3

Copyediting: Copyediting involves editing
for grammar, usage, spelling, punctuation, and
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other mechanical aspects of style. It also involves
checking the internal consistency of these aspects
and of facts within the manuscript, but does not
ishizij htsawrfynts tk kfhyxl vztyfyntsxl tw
references.

N\mjymjw tw sty ~tz flwjj Joymymjxj xughnah
1jasnyntsxl ymj nrutwyfsy utnsy nx ymj g{jo tk
jyfg ymj~ uwtefnn g3 Ifhm ajasmnts hojfw~
1jasjx j}fhye~ |mfy ~tz |nyg 1t kew ymj fzymtud
rather than leaving it to their imagination.

Initial negotiations with an author should
iInclude a discussion of other details, such as
the style guide the author expects us to use and
what kinds of things (e.g., formatting) we should
feel free to correct without querying the author.
In addition, because we’ll be working on a
computer, we must specify what word processor
Ing gJ zxji fsi |mfy agy kewrfyx fwj Fhhjuy-
able. The ideal situation is one in which we use
the same word processor as the author, thereby

_23_



removing the worst of the potential format
iIncompatibilities. Graphics formats are a par-
ticular source of problems, since graphics em-
bedded in a word processor occasionally display
incorrectly. Both these issues provide a good
example of the kind of negotiation we should
engage in with authors: Can we edit graphics
directly in the software used to create them, or
does the author want to make corrections based
on our feedback? Could we review graphics in
Adobe’s PDF (Acrobat) format? Acrobat elimi-
styjx rtxy inxugf~ uwtgy rxt gzy UK agpx fwj
inkahzoy yt janyi ymj~ qjy zx i1 fsstyfyntsx fsi
comments, but prevent substantive editing. In
such cases, it’s more effective to ask the author
yt htu~ymj yj}y kwtr alzwjx nsyt £ | twi uwthjx-
sor document that we can then edit.

Initial negotiations should also address a
key brass-tacks issue: how you’ll communicate
with and exchange your work with the author.
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I’ll discuss this in some detail towards the end
of this chapter.

Contracts are not optional

There are occasional situations in which
we can safely work without a contract. These
typically involve a long-term client who pays
uvtruy~ fsi Jnym st kzxxl fsi | mtxj astshnfy
stability (which we should investigate periodi-
cally) is excellent. For example, I've been work-
ing with a former employer for several years,
fsi mf{j kzq htsaijshj ymfy N zsijwxyFsa ymjnw
needs and that they’ll pay me on time and in
full. Those rare times when there’s been a mis-
understanding, we’ve worked together to resolve
the problem with minor fuss and bother and
no hard feelings on either side. As a result, |
have never required this client to sign a binding
contract. What | have done instead is clearly
specify in writing or e-mail any unusual details
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that don’t fall under our existing understanding
of the nature of my work.

This is about the only situation in which
we should even consider working without a
contract, and the archives of the Copyediting-L
www.copyediting-L.infd) and Techwr-L (www,
techwr-L.com)) discussion groups are full of tales
of woe that could have been eliminated by means
of a simple contract.

At a minimum, a contract represents a
straightforward description of the entire nature
of the work we will do and ensures that we make
at least some effort to discuss the proposed work.
The contract thus summarizes and formaliz-
es the results of the preliminary negotiations
ymfy (j i zu yt ymj xyfwy tk fotgl fsi xujhnahfi-
ly states the basis for payment. If human com-
munication were always clear and precise, and
free of subjective considerations and assump-
tions, such a statement might never be neces-
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sary. But given the fallibility of such communi-
cation, a written statement of intent is essential
to minimize the risk of misunderstandings. The
goal of creating a contract is to eliminate mis-
understandings so you can work productively
together, not to club a recalcitrant author into
submission through deft blows with a lawyer.
The fact that swarms of lawyers earn a lucra-
tive living resolving contract disputes should be
a clue that we cannot entirely eliminate this risk,
but that doesn’t mean we shouldn’t try.

Indeed, when worse comes to worst, a con-
tract becomes our only tool for ensuring that a
inkahzoy hongsy ywifyx zx Joym wjxughy fsi uf~x
us for the work we’ve done. It also ensures that
If the scope of the work changes, we can insist
on compensation for that new work, and can
specify our understanding of the expanded
scope in an amendment to the contract. Most
clients are neither evil nor incompetent, but
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some are, and these are the ones against whom
we desperately need a contract for protection.
Many clients are overworked, overtired, and
unfamiliar with the nature of our work. Again,
a contract educates them and thereby protects
us against their misunderstandings and ensures
that we can meet their needs—something we
hfsly 1t zsgpxx | J awxy zsijwxyfsi ymtxj sjjixd

Never begin work on a project, no matter
how lucrative or how tight the deadline, until
~tz mf{j fy gty T awr xyfyjrjsy tk nsyjsy
signed in writing. E-mail messages may consti-
tute this proof, but I suspect that because e-mail
messages are relatively easy to forge, the juris-
prudence in this area will continue to evolve
for some time. A printed and signed contract
Is still your best bet for any large or expensive
job; e-mail may be acceptable for smaller jobs.
Even if you have not hired a lawyer to review
the contract (an excellent idea for large, expen-
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sive, or potentially risky or contentious work), a
written and signed statement counts as a legally
binding contract in most jurisdictions. Unfor-
tunately, legal English is not the same English
spoken by editors, and what seems to us to be
hojfw | twinsl rf~ htsAnhy Joym ymj qjIfy 1ja-
nitions of certain terms or may violate certain
local regulations designed to protect both parties.
In a perfect world, we wouldn’t need such pro-
tections. But then again, were it a perfect world,
1j Janytwx | tzoa mf{j yt asi mtsjyxy | twps

In an emergency (e.g., you’ve worked with-
out a contract and the author refuses to pay
~tz.l ~tz mf{j tsj asfy uwtyjhynts? htu~wnlmy
law. Under modern copyright law, any rewrit-
ing of text that you have done for an author is
copyrighted in your name until you receive pay-
ment for that work and transfer the copyright for
~tzw | twp yt ymj fzymtwd - Tk htzwxjl ymj twnln-
nal, unedited text that surrounds your edits is
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copyrighted in the author’s name.) If an author
refuses to pay you, you have a legal right to
Insist that they not use your writing. In some
cases, sending a copy of the edited manuscript
to the author’s publisher with a note that you
have not been paid and that use of any of your
edits represents a violation of your copyright
will encourage an author to pay; publishers are
quite rightly scared of the costs of a lawsuit
resulting from their publication of your work
without your permission. If the author is pub-
lishing the work by themselves, as is often the
case with corporate clients, a good lawyer can
still obtain a court judgment that forces the cli-
ent to withdraw any copies of your work from
circulation, often at great expense to the pub-
lisher, and may even be able to obtain punitive
damages from a sympathetic court. The down-
side of such a strategy is that it can earn you an
undesirable reputation among potential clients,
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it can be expensive to pursue such legal action,
and the outcome is not guaranteed. But if all
else fails, don’t neglect this strategy.

Initial edits

Having agreed upon the nature of the job,
we can move on to our initial edit or edits. In
on-paper editing, most editors insist on perform-
Ing at least two passes through a document:
once to correct all the major problems, and a
second time to correct anything we missed the
awxy ynrjl fx | jo fx fs~ juwtwx | j nsywtizhji
through our editing. In more demanding jobs,
we may need three or more passes through the
Vi }y yE ysxzuj ymfy | yowg xfymag i Joym ymj vzfy-
ity of the work. This doesn’t change when we
move to onscreen editing, so plan to allow time
for at least those two passes. Where possible,
allow some time to elapse before you revisit a
document. For example, | try to arrange my
xhmjuzqy xt ymfy N hfs 1t r~ asfq jiany fy qjfxy

_ o



one day after the initial edit, since experience
has shown that this elapsed time gives me the
necessary critical distance to approach the man-
uscript with fresh eyes and lets me spot errors |
would otherwise have missed. In addition, the
delay gives me time to ponder what I've read
and develop a fuller understanding of the man-
uscript that helps me focus more intensely on
communicating the right meaning.

When we’ve completed the initial edit, we
return the manuscript to the author and cross
tzw asljws \j rf~ sj{jw xjj ymj 1thzrjsy
again, and once it’s in the eager hands of the
author, we have no control over what will happen
to our edits. If we’re lucky, we’ll get a chance
for a second or even third edit (see Ymj asfy jiny!
later in this chapter) to correct any errors the
author introduced in response to our edits, but
that’s a luxury freelancers must often forego.
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Tsj pj~utnsyyt pjjuns st fy ymox xyflj?
Authors will not agree with all of our edits.
Sometimes this is because they simply don’t
zstijwxyfsi ymj uwtgqyr3 Tymjw ynrjxL nyix gj-
cause we guessed wrong and made a change that
altered the meaning or that made no sense
to the author. In both cases, it’s important to
emphasize that we’re willing to work with the
author to explain why a seemingly unnecessary
change was necessary, or why we misunderstood
the original wording badly enough to intro-
duce an error through our edits. If we misun-
derstood something, it’s clear that other readers
will make the same mistake, and that’s why the
uwtgyj r sjjix yt gj a}jil sty nlstwjil Rfpj
sure that authors know they should never dis-
regard a revision without clearly understanding
why we made that change, and that they should
feel free to discuss and resolve the problem.
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Saved work and backups

Computers and the software that infests
them remain unreliable tools. Both the operat-
Ing system and the word processors we use as
our primary tools crash unacceptably often, and
the only solution is to save our work frequent-
=3 -Ktw 1jyfgx €ts mt| yt htsalzwj xtky | fwj yt
automatically save our work and create back-
zu aqjxt xjj General behavior of your word processor
In Chapter 4. If your software doesn’t provide
comparable features, teach yourself to manual-
ly save the document every 5 to 10 minutes, or
Imjsj{gw ~tzKj htrugyji £ ufwnhzgfw~ 1nka-
cult part of the edit.) The rule of thumb is that
~tz xmtzoi xf{j f 1thzrjsy xzkahnjsyr~ kwj-
quently that if your system crashes, you won’t
mind redoing all the work performed since the
last time you saved a document.

Rtxy nrutwfsy tk fygl [mjsj{jw ~tz asmm
your editing for the day, make a safe, reliable
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backup. This seems self-evident, but many
friends and colleagues have lost large amounts
of work (and potentially lost a client due to
missed deadlines) because they failed to make
adequate backups of their work. What with
{mzxpx st tymjw o] fwjl wtggywnjxl Attiaxins-
attention due to fatigue, and other unfortunate
occurrences, you’ll eventually lose a computer
agjl fsi xtrjpynrjx j{js ymj Jmtyy htruzyjws
The only way to protect yourself against such
inxfxyjux nx yt rfpj tsltnsl gfhpzux tk ymj agjx
that you’re editing. Appendix | provides a com-
prehensive overview of what you need to know
to develop a successful backup strategy.

Particularly in the middle of the editing cy-
hgjl [mjwy ~tz rf~ jihmfsly fag |ym fzymtwx
xJ{Jwfy ynrjx gjktwy astop nsl ymj rfszxhwuy!
you should retain copies of at least the follow-
sl agjx?
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E The original manuscript submitted by
the author: If your word processor or oper-
fynsl x~xyjr gy ~tz “gthp" f agg xt ymfy ny
hfsy gj rtiaajil ymx nx £ mjqukzg | F~ yt
uwtyjhy ymj agjl gzy ymj nrutwyfsy ymsl nx sty
yt | twp ns ymfy twnlnsfy agjl

= Ymj awxy {jwxnts ~tz |ngg | twp ts? |
asinyxnrugjxy fsi rexy hts{jsnjsyyexf{j f
sj | htu~ tk ymj tmnlnsty agj fx xtts fxN tujs

Ad hoc backups: Until you've developed
T kzg2Ajulju gfhpzu xywyj I~ mpwyix £ zxjkzg
ynu ktw uwtyjhyns 1 ~tzw {fqzfgq aqgx? hwyfyj fs
e-mail account with Google or any other
online service that offers a large amount of
storage space. (Most now offer at least 1 Gig
of storage.) You can now e-mail yourself a
htu~ tk jfhm agj [mjsj{jw ~tz kjjoymj sjji
to create a backup, whether that’s after a
couple hours of work or at the end of the day.
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ny ktwymy awxy ynr jL fsi Fan "2) " -kew "janygu’.
ytymj agj strj fx fwjrnsijw Kew j}frugl
If the original is named Geoff.doc, the edited
version becomes Geoff-e.doc.

= Gfhpzux fkyjw jfhm rfotw |twp xjx-

sion: For example, for long and complicated
edits where it may become necessary to return
to a previous version and start over from that
point, it's helpful to create "checkpoint"
versions. Using the same names as in the
previous example, | might use Geoff-e-
November 11.doc as the version completed at
the end of that day, or Geoff-e-November 11-
10 AM.doc fkyjw 1tnsl £ rfotw gy tk ajnsl
up, early in the morning before the coffee has
taken effect and thus, before I'm sure that I'm
thinking clearly.
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E The original copy of the revised man-
uscript received from the author, plus
ymj awxy {jwxnts ~tziwj jinynsl? These
might become Geoff-r.doc and Geoff-r2.doc,
respectively. Alternatively, I may replace the
“-r” (for “revised) with the date of the ver-
sion.

Ui T gobn feju

In an ideal situation, we’ll have a chance to
see an edited manuscript after an author has in-
corporated our edits. This is our last chance to
hfyhm fs~ymisl |j roxxji ymj awxy ynrjoOfsi
It’s often distressing how many things we miss,
particularly when we’re in a hurry—but more
nrutwyfsyg~ nyix tzw hmfshj yt a} fs~ uwtgyj rx
the author has introduced while reviewing our
edits. If it’s possible to do so, try to include a full
asfty jiany ns ymj htsywfhyl fsi nshgzij ymj htxy
of this edit in the estimated cost.
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Checking on the author: Asageneral rule,
it’s safer if the editor implements the correc-
tions, since it’s our job to be obsessive about
doing everything right and we obsess better
than most authors. This approach has an
additional advantage: it lets us identify those
cases when an author thinks they’ve respond-
ed appropriately to a comment, but they re-
ally, really haven’t. If the author wants to do
all the implementing, it’s worthwhile compar-
islymj 1thzrjsy |j xjsyymjr Joymymj asfy
document that they returned so we can catch
any errors and determine whether they’ve
rejected any edits that shouldn’t have been
rejected without some discussion. Most mod-
ern software offers a “compare documents”
feature that provides a quick reality check.
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N\mjs | jwj htsaijsy ymfy ymj fzymtw |ng
communicate with us to resolve any unclear
comments or to negotiate alternatives to our
suggested changes, we can simply assume that
the author accepted all our edits or has inserted
comments to explain why not. In that case, we
hfs wjfi ymvtzlIm ymj asfq {Jwats tk ymj rfs-
uscript looking for any errors that escaped us
ymj awxy g3 ME]j{gw ok | xzxughy ymfy ymj
author will disregard some of our changes with-
out understanding why we proposed them or re-
sponding to us to describe the problem, it may
gj kwznykzq yt htrufwy ymj asfq {jwats tk ymj
manuscript with the original edited version to
ensure that all our comments were addressed.
This comparison is particularly important for
manuscripts with implications for human health
and safety or with legal implications. If you
followed my advice in the previous section,
you’ll always have a copy of your edited version
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of the manuscript to use in this comparison. If
~tz jrughy ymfy ymnx asfq jany Jng gj syhjxxfu~t
be sure to include it in your plans and budget
for that part of the job.

Follow-up

Tshy K wpyzwsji £ rfszxhwuy yt fs
author and submitted our invoice, the hard part
IS over. But that doesn’t mean we’re done yet.
Editing is @ human endeavor, and keeping in
touch with the author is a way to maintain a
friendly working relationship. The goal of this
follow-up is to help the author understand that
they’re more than just an invoice to us and that
we’re still willing to work with them to resolve
any of the myriad small details that somehow
sp{gwxjjr yt gj wpxte{ja ymj awxy ynrj ymwez Im3
N\J xmtzqu j}ujhyyt gj htrujsxfyji ktwxnlsna-
cant, ongoing work after we submit our invoice,
but it’s a kindness to the author and a wise in-
vestment in an ongoing relationship to answer
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a few follow-up questions, free of charge, while
ymj Fzymtw uzyx ymj asmxmisl ytzhmjx ts ymjnw
manuscript. In my experience, that kind of will-
Ingness to treat an author as something more
than a supply of ready cash repays itself ten-fold
in customer loyalty and free word-of-mouth
advertising.

Archiving

Nyx | nxj yt wjyfns htunjx tk janyjn agjx ktw
some time after submitting an invoice for the
work, since it becomes necessary to return to an
old manuscript surprisingly often. At least once
per year, I've had to supply an author with an
tql htu~ tk Fagy [mjs ymj~ qtxy ymymw tsg~ htu~
to a virus or a computer crash. In addition,
[j rt~ |fsyytxjj mt] |j mfsiggn £ xughnah
editing problem or style issue for a past client,
Wi fs tgn rfszxhwuy ymfy jlugfisx £ ankahzgy
concept we must understand before we can
tackle a new job, or simply review our own
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| twp yt xjj ymj pnsix tk janyx |J 1t xzkahnj sy~
often to justify creating macros or other short-
cuts. (See Chapter 11 for details on automation.)
N\mjs Nawxy aghnijiyt | twp fx Fhwjjofshjul r~
archives of old manuscripts also provided a
valuable source of contact information for past
clients, a useful source of references, and (with
the author’s permission, of course) a portfolio
of my work.

Archival copies should also include all cor-
respondence with an author during the course
of our work, as well as copies of any correspon-
dence, contracts, invoices, and other relevant
information. This is useful for legal reasons, but
It also preserves knowledge that may prove use-
ful in future dealings with a client. Such records
r T~ fgwy zx yt uf~rjsy ikahzonjxt nintx~shwf-
sies of how clients prefer to work with us, and
other useful tidbits.
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Tk htzwxjl ymjwjx fs nrutwfsy jhjuynts
to any rule, and when it comes to archiving, that
exception can have important consequences. In
some cases, a client may request that we either
destroy all copies of the work we’ve done for
them, or protect that work in such a way that
only we will ever be able to see it. For example,
| once completed work for a client whose man-
zxhwnuy ns{te{gi1 mlmg~ htsanjsynfqy rfyjunfy
related to law enforcement and certain pend-
Ing court cases. As a result, the client requested
that | exclude his manuscript from my archives
and delete all copies once the work was com-
ugyjs -N ini xtl gzy ini sty jwfxj ymj asfy htunjx
for several months after completing the work,
just in case; as it happens, the client did indeed
wjvzmwg F xghtsi htu~ tk ymj rfszxhwuy agjx
(Fyjw. Nk ~tz | twp Jnym htsaiajsynfy tw hgbonaj i
material, it may be necessary to use passwords
yt uwtyjhy ymy janyji aggx tw ujwmfux j{js uzw-
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chase special-purpose encryption software such
as PGP (www.pgp.com)|) that can protect the in-
formation from prying eyes. If the consequenc-
Jx tk ymyxj aggx kfogsl nsyt ymy Jwesl mfsix fuj
serious, we must take correspondingly serious
measures to protect ourselves and our clients.

Dpnnvojdbujpo boe gnf.
exchange issues

Even if most of our work is eventually done
on the computer, there are certain practical
matters that can’t be fully computerized. The
biggest one involves how to communicate with
our authors, and in this section, I’ll discuss the
main options and how to handle the main issues
effectively. The next-biggest problem involves
how to transfer original and edited manuscripts
between author and editor. If we’ll be editing
manuscripts on the screen, it doesn’t seem to
make much sense to exchange them with our
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authors on paper, but there are good reasons
why this might sometimes be necessary. In this
section, I'll also discuss several of the consider-
ations you’ll need to account for to successfully
Jrhmfslj aggx ym fzymewx3

Communication

As I've mentioned previously, the author—
editor relationship should be a dialogue, not a
one-way transfer of information. The purpose
of dialogue is to develop a means of working
effectively together—ideally in a friendly man-
ner, but at a minimum, in a professional man-
sy Ympwy fwj xj{jwfq pj~ 1tfox ymfy 1jasj ymj
types of communication that must take place
over the course of this dialogue:

E Ljyynsl yt pst] jfhm tymjw? During this
awxy umfxjl | j gjInsymj infyelzj ymfy nsoynfyjx
a relationship with the author. In addition to
all the formalities (introductions and other
ugjfxfsyngx. ymfy fhhtrufs~ fs~ awxyynrj
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conversation with someone we’ve never met,
this initial dialogue provides our opportuni-
ty to reassure the author that they’re in good
mfsix fsi yt gzmi ymjw htsaijshj ns zx3
It’s also our chance to get a feel for whether

i xmtzgr gj jJvzfyg~ htsaijsy ns ymj

N\mtix wyxutsxngqjD It’s particularly im-
portant to ensure that authors understand
their responsibility in the editorial process.
Although we always make a good-faith effort
to introduce no errors, the author is the real
Jrujwl sty zxt fsi rzxy htsawr ymfy tzw
work is correct. (We do our best to ensure
correctness, but it’s rare that we have the
same level of expertise as the author.) When
there’s any doubt, they must learn to ask us
ktw hgfwnahfynts wkymjw ymfs xnr-ug~ fhhjuynsl
a questionable edit and thereby introducing
a preventable error into the manuscript.
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author. An author who seems disorganized or
evasive sends a strong message that we should
yfpj JhwF hfwj yt 1jasy xhmjizgxl htsawr
understandings about the work, and protect
ourselves (by, for example, signing a contract
before beginning the work).

- Reaching a mutual understanding:
The next step in the dialogue is to identify the
nature of the work that will be required and
explain to the author what this involves. Never
assume that you and the author understand
each other based solely on an initial discus-
sion. Always summarize this discussion so the
fzymtw mfx £ hmfshj yt htsawr ymfy ~tz{j
understood their needs correctly, and offer
them a chance to provide their own summa-
W~ ymfy htsawrx | mjymjw ymj~{j zsijwxytti
our needs.

- Resolving differences of opinion: It’s
rare for us to agree with an author about
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everything, whether that agreement concerns
ymjmw sygix tw ymj agyfogx €k xujhnah jinyx3
There’s a famous saying that “the client is al-
ways right—even when they’re wrong”, and
it’s important to keep that in mind. We are
experts in our profession, but most of the au-
thors we work with are experts in their profes-
sion, and If we’re unable to persuade them
that we’re right by means of logic, appeals to
authority (e.g., a respected style guide), and
examples, it’s necessary to take a long step
back and recognize that it’s the author’s man-
uscript, not ours. In the end, the author has
asfq fzymtwy~l fsi g |j hfs 1tk |j anx-
agree strongly enough with their choices is to
nsxixy utqyjo~ gzy awrg~ ymfy tzw sfrjx sty
be associated with the resulting manuscript.

£ Solving problems: Most of the time, edit-

Ing a manuscript is quite straightforward, but
every now and then, problems arise. These

—_ 36—



may result from an error on our part, an un-
usually critical reviewer of the author’s work,
tw fuwtgygr Joym £ ] twi uwthjxxtw agjs3 Ymj
hardest thing for most editors to learn may
be to take responsibility for our own errors
and strive to make things right for the author.
When that’s necessary, we should do that
without trying too hard to absolve ourselves
of blame. But when we did do everything
right, and the author still blames us for a
problem, we need to learn how to make
things better without defending ourselves so
xyweslo~ymfy | fnjstyg ymy hpysyl Tkyystymj
best approach is to steer the conversation to a
discussion of how we can make things better
wfymjw ymfs kthzxisl ts |mt yt gifrjs3 - Tk
course, some clients should be awj1 |mjs ymj~
become more trouble than they’re worth. But
that should always be a last resort, when all
else has failed.) Some authors simply need
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to vent steam and get over their stress, and
providing a quiet and sympathetic sounding
board is sometimes all that’s necessary to get
past the problem.

E Arranging payment: \mjs |j awy sjlt-

tiate the terms of the contract, one of those
terms should always be the payment date
and the penalties for late payments (typically,
Interest charges or other fees). To avoid a sit-
uation in which we’re forced to invoke those
penalties, we should remind clients of the
payment deadlines on our invoice, and send
a polite reminder if we haven’t been paid well
before the deadline. If the deadline passes,
we’re well within our legal rights to insist on
payment of any penalty fees, and I've done
this with government departments that had
no excuse other than incompetence for late
payment. For other clients, it may be wiser
to accept a slightly late payment without in-
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sisting on our rights; the penalty fee may not
be large, and is unlikely to be large enough
to make it worth the risk of alienating the
client and losing their future business. Try to
get what is owed to you and to avoid letting
clients take advantage of you, but think care-
fully about how hard you can insist without
endangering your relationship.

- "Relationship management': Because
some clients may only take advantage of our
services infrequently (e.g., when we only edit
a client’s annual report), it’s important to
keep in touch so they know we still exist. At a
minimum, send out “season’s greetings” and
New Year’s wishes in December, and never
zxj xujhnah bwjjynsix xzhm fx =R jww~ Hmunxy-
mas” unless you know the client’s religion. If
you know of any other important holidays
your client may observe, such as the Chinese
new year or Indian Diwali festival, send out
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appropriate greetings for that holiday too—
ideally in the client’s native language if you
can learn the correct protocol. (I've research-
ed and stored copies of Chinese, Finnish,
French, Japanese, Italian, and Spanish greet-
Ings, and I'm working on expanding my
repertoire.)

How often should you communicate with
fzymtwxD Fs~ tk ymj inkahzongx N rjsyntsji
earlier in this section may indicate a need for
Immediate communication. But don’t stop with
ymj gfwj rsnrzrs Fo| f~x htsawr ymfy ~tzij
received any material that they send you, and
contact them within a day or two if they haven’t
htsawrjiymfyymj~wjhpn{j 1 xtrjymsl ~tz xjsy
them. With e-mail, there are no guarantees that
~tzw rjxflj rfijny ufxy rxhtsalzwji xufr
agygwxl Fsyn{mwzx xtky | fwjl fsi sjy|] twpgfxji
J2rfng agyjuxd \nymtzy gjnsl fsst~nsl fgtzy nyl
keep clients advised of your progress towards a
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deadline (provide appropriate status updates),
and warn them of any potential delays as far
In advance as possible so you won’t have to
surprise them with a missed deadline; it’s always
better to negotiate an extension well in advance
than to simply return work late, with no expla-
nation.

Think ahead, too, and alert your most im-
portant clients to any impending absences or
busy periods. For example, whenever | know
that I’ll be leaving on vacation, | warn all my
key clients at least a month in advance—but |
tell them that I’'m leaving a week earlier than
my actual date of departure. That way, if any
work arrives at the last minute—and it always
does—I have an extra week to handle it. Please
note that I’'m not advocating that you lie to
clients; in an ideal world, I won’t work right up
to my point of departure because I really will
need a few days to pack, get the pets taken care
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of, clean house, pay bills, stock the fridge for my
return, and so on. Similarly, if | receive enough
advance warning to know that I'll be buried
with work at a particular time, I’ll warn my cli-
ents that I’'m unlikely to be available at that
time. This allows them to adjust their sched-
ules to send me work before or after that busy
period with the minimum possible disruption. It
may also have the salutary effect of reminding
clients that you exist and that they should send
you more work.

How to communicate with authors is a bit
of a judgment call. Each individual has their
own preferences; busy people often prefer
e-mail because they can answer at their leisure,
nervous people often prefer a phone call be-
cause they can interact with you in real-time
until you’ve soothed their nerves, and legalisti-
cally inclined people may prefer a fax or regis-
tered letter so they have a printed record of your
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conversation. No one method is inherently
superior, so it’s more a question of paying
attention to the other person’s needs and
learning what kind of communication they
prefer. When in doubt, ask them! It con-
stantly amazes me how many people prefer
to assume that they know what a client
wants and avoid asking; many end up with an
unpleasant surprise when it turns out that they
guessed wrong.

Tsj asfy mxzj wjefyji yt htrrzsihfynts
concerns the fact that a modern editor’s clients
are often scattered around the world; | current-
ly have clients and colleagues on every conti-
nent except Antarctica and in most time zones.
For me, e-mail works best because my corre-
spondents can receive their e-mail and respond
at their convenience; there’s never any risk of
accidentally waking them with a phone call (or
of being awoken myself, as has happened once
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or twice) in the middle of the night. However, a
phone call has sometimes been necessary, and in
that case, it helps to know when it’s appropriate
to call. Many current atlases will allow you to
calculate time zones, either directly (from times
marked on the map) or indirectly (each 15° of
longitude is roughly equivalent to a time differ-
ence of 1 hour later if your client is east of you,
and 1 hour earlier if they live to the west). The
easiest way, though, is to use a resource, such as
the World Time Server (www.worldtimeserver.
com), that lets you enter your current date and
time and learn the corresponding date and time
anywhere in the world.

TTdvsjuz boe dpogefoujbnjuz

At the start of this section, | noted that
there are reasons why we might not exchange
agjx Joym tzw fzymtwx g~ j2rfngl j{js nk | jugg
be working entirely on the screen to edit and re-
vise a manuscript. The biggest reason is securi-
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ty, which can become quite important when the
rfyjunfy | jwg jannsl nx htsanjsynfy fsi rzxy
be protected. Unfortunately, although e-mail is
highly convenient, it provides little or no secu-
rity in its basic form. There are several other
Issues we need to be aware of so we can protect
ourselves.

If security is important, take appropriate
precautions to protect yourself against viruses
and other nasty programs (collectively referred
to as “malware”) that can damage the software
components of your computer, harvest e-mail
addresses, record your keystrokes, and some-
times even steal documents. These precautions
are doubly important for editors because the
worst-case scenario is that we might inadver-
tently transmit this malware to a client after
it has damaged our own computer. At a min-
Imum, every computer user connected to the
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Internet now needs at least the following basic

protections:

E Fsyn{nwzx xtky ] fwj? Symantec's Norton
Antivirus (Wwww.symantec.com)), available for
both Mac and Windows, has been a steady,
reliable choice for many years, but its perfor-
mance has degraded in recent versions, and
an increasing number of users have begun to
complain of various problems caused by the
software. Fortunately, there are many alter-

natives. For Windows computers, AVG (Www.

grisoft.com) and F-Prot (Www.f-prot.com
are two alternatives with good reputations;
for the Macintosh, check out Intego's Virus

Barrier (Www.intego.com) or ClamXav (Wwww.,

markallan.co.uk/clamXav).

E Fsynxu~ | fwj xtky | fwj? Spybot Search and
Destroy (Www.safer-networking.org/en) and
Ad-Aware 2007 Free edition (www.lavasoft.de

N—
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