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Is this book
for you?

his book is written for all the people who now need to design pages,
but have no background or formal training in design. [ don't mean just
those who are designing fancy packaging or lengthy brochures—I mean
the secretaries whose bosses now tell them to design the newsletters, the
church volunteers who are putting out information to their congrega-
tions, the small business owners who are creating their own advertising,
the students who understand that a better-looking paper often means a
better grade, the professionals who realize that an attractive presentation
garners greater respect, the teachers who have learned that students
respond more positively to information that is well laid out, the
statisticians who are seeing that numbers and stats can be arranged in a
way that invites reading rather than sleeping, and on and on.

This book assumes you don't have the time or the interest to study design
and typography, but vou wenld like to know how to make your pages
look better. Well, the premise of this book is age-old: knowledge is power.
Most people can look at a poorly designed page and state that they don't
like it, but they don’t know what 1o do to fivil. In this book I will point out four
basic concepts that are used in virtually every well-designed job. These
concepts are clear and concrete. If you don’t know what's wrong with it
how can vou fix it? Once you recognize the concepts, you will notice
whether or not they have been applied to vour pages. Once you can name
the problem, you can find the solution.

This book is not intended to take the place of four years of design school
[ do not pretend that you will automatically become a brilliant designer
after you read and apply this little book. But I do guarantee that you will
never again look at a page i the same way. | guarantee if vou follow
these basic principles, your work will look more professional, organized

unified, and interesting. And you will feel empowered

With a smile,

dowe
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Joshua Tree
Principle

This short chapter explains the four basic principles in general, each of
which will be explained in detail in the following chapters. But first
I want to tell you a little story that made me realize the importance of
being able to name things, since naming these principles is the key to
power over them.

Many years ago I received a tree identification book for Christimas. 1 was
at my parents” home, and after all the gifts had been opened 1 decided
to go out and identify the trees in the neighborhood. Before I'went out, 1
read through part of the book. The first tree in the book was the Joshua
tree because it only took two clues to identify it. Now the Joshua tree is
a really weird-looking tree and I looked at that picture and said to my-
self, “Oh, we don't have that kind of tree in Northern California. That is
a weird-looking tree. I would know if I saw that tree, and I've never seen
one before.” So I took my book and went outside. My parents lived v a
cul-de-sac of six homes. Four of those homes had foshua trees in the
front yard. I had lived in that house for thirteen years, and I had never
seen a Joshua tree. I took a walk around the block, and there must have
been a'sale at the nursery when everyone was landscaping their new
homes —at least 80 percent of the homes had Joshua trees in the front
yards. And I had never seen one bejore! Once Twas conscious of the tree, onc
I could name it, I saw it everywhere. Which is exactly my point. Once
YOu can name \(llﬂ(‘lhlll}.i vou're conscious of it You have POwWer ovel

You own it. You're in control.

So now vou're going to learn the names of several design principle \n

you are going to be in control of your pag
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Sometimes when grouping like items in close proximity, you need to
make some changes, such as in the size or weight or placement of text or
graphics. Text does not have to be 12 point! Information that is subsid-
iary to the main message, such as the volume number and year of the
newsletter, can often be as small as 7 or 8 point.

Chamber Concert Series

Santa Rosa Junior College

Friday February 8 at 8 p.m.

Alexander String Quartet

Mozart, K387, Bartok#3, Beethoven, Opus 59, #1 {i
Sam Pritchert & Ethel Libitz, violins; /]f

-
Sandra Yarbrough, viola; Mark Wilson, cello ?f{ ‘!\
N

Friday, March 1, 8 p.m. \
Trio Artaria
Beethoven “Archduke” Trio, and trios by Haydn, \\\J
Schoenberg and Magnard
Richard Samson Norartz, violin
Reception following concert in SRJC Art Gallery
Friday, April 26 at 8 p.m.
Santa Rosa Chamber Players
Brahms G Minor Piano Quartet,
Schubert Arpeggione Sonata
Polly Hollyfield, violin; Linda Batticioli, viola;
Norinne Antiqua-Tempest, cello;
Margaret Park-Raynolds, flute; Robin Plantz, piano
All concerts in Newman Auditorium,
Emeritus Hall, Community Education
Tickets $10 and $8
For ticket information phone (707) 527-4371

A Not only is this page visually boring, but it is difficdlt to
find the information—exactly what is going on, where is
it happening, what time is it at, etc.
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The idea of proximity doesn't mean that everyvihing is closer together; it
means elements that are intellectually connected, that have some sort of
communication relationship, should also be visually connected. Other
separate elements or groups of elements should not be in close proximity.
The closeness or lack of closeness indicates the relationship.

Chamber Concert Series

Alexander String Quartet
Mozart, K387, Bartok#3, Beethoven, Opus 59 #1
Sam Pritchert & Ethel Libitz, violins;

Sandra Yarbrough, viola; Mark Wilson, cello
Friday, February 8, 8 p.m.

Trio Artaria

Beethoven “Archduke” Trio,

and trios by Haydn, Schoenberg and Magnard
Richard Samson Norartz, violin

Friday, March 1, 8 r.m.

Reception following concert in SRIC Art Gallery

Santa Rosa Chamber Players

Brahms GG Minor Piano Quartet, Schubert Arpeggione Sonatd
Polly Hollyfield, violin; Linda Batticiali, viela;

Norinne Antiqua-Tempest, cello;

Margaret Park-Raynolds, flute; Robin Plantz, piano

Friday, April 26, 8 r.m.

All concerts in Newman Auditorium, Emetitus Hall
Santa Rosa Junior College

Community Education

Tickets $10 and $8

For ticket information phone 527.4371

A The information was first intellectually grouped tegether (in my
head or sketched onto paper), then physically set in groups on
the page. Notice the spacing between the three performances
is the same, indicating that these three groups are somehow
related. The subsidiary information is farther away—you instantly
know it is not one of the performances.
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You are probably already using the principle of proximity in your work,
but you may not be pushing it as far as you could to make it truly
effective. Really look at those pages, at those elements, and see which
items should be grouped together.

CALF ROPERS!

you could personally learn from, and train with. a world
champion calf roper in a small group or private setting?

Wouldnt it be great if...

you were training in one of the finest indoor facilities anywhere,
with big screen television video taping?

Wouldn't it be great if...

you had unlimited practice cattle to rope to your heart’s content,
or until you drop?

Wouldn't it be great if...

vou could stay in the finest accommodations with the best grub
you ever wrapped your lips around?

Wouldn't it be great if... 1

you knew where to [ind a horse ?
you could begin on, or win on? 5 s Uetene: Texds

Well guess what? It is!

) — ) it Home of.
Call, or write for information at: & %" WoRLD
Rough Rider's Roping Camps CHAMPION|

Moon Rd., Box 36
Tombstone, Texas 74444
(828) 588-0418

Calf Roping Camp

A Apparently the person designing this ad typed two
Returns after each headline and paragraph of body
copy. Thus the headlines are each the sarme distance
from the body copy above and kelow, sc they appear
to be separate, unconnected iterms.

There is lots of white space available here, but it is all
broken up. And there is white space where it doesn’t
belong, like between the headline and its related body
copy. When white space is “trapped” like this, it tends
to visually push the elements apart.
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If there are too many separate items, see which ones should be set closer

to each other. If there are areas on the page where the organization is not
perfectly clear, see if items are in proximity that shouldn’t be

CALF ROPERS'

Wouldn't it be great if...
you could personally learn from, and train with, a world
champion calf roper in a small group or private setting?

Wouldn't it be great if...
you were training in one of the finest indoor facilities
anywhere. with big screen television video taping?

Wouldn't it be great if...
you had unlimited practice cattle to rope to your heart’s
content. or until you drop?

Wouldn't it be great if...
you could stay in the finest accommodations with the best
grub you ever wrapped your lips around?

Wouldn't it be great if...
you knew where to find a
horse you could begin on,
or win on?

Well guess what? It is!

Call, or write for information:
Rough Rider’s ;
Roping Camps R CHAM EION
Moon Rd.. Box 36
Tombstone. Texas 74444 Calf Roping Camp
(828) 588-0418 i

Home of:

A If we do just cne thing to this ad, just move the
headlines closer to their related paragraphs of text,
several things happen:

The organization is clearer. The white space is not
trapped within elerments. The type could e one
point size larger (up to 9 peint), making it easier
to read the main text. There is more room so
the mini-poster is not so crowded.



T HE NON-DESIGNER'S DESIGN B O OK

Proximity is really just a matter of being a little more conscious, of doing
what vou do naturally, but pushing the concept a little further. Once you
become aware of the importance of the relationships between lines of
type, vou will start noticing its effect. Once you start noticing the effect,
you own it, you have power over it, you are in control.

QU L
NEVER BEFORE IN
GALARIA HISTORY

HAS ONE BEEN ABLE TO TASTE 50
GALARIA RESTAURANTS AND 50 IN-
TERNATIONALLY-ACCLAIMED WINERIES AT ONE
LOCATION ON ONE DAY. DON'T MISS OUT! JOIN US
FOR THE BIG EVENT OF THE 3RD ANNUAL GALARIA
WINE & CHILE FIESTA THIS SATURDAY FROM 12
NOON UNTIL 4:30 P.M. AT THE EL DORADO HOTEL.
$35 ADMISSION INCLUDES UNLIMITED TASTINGS,
SOUVENIR GLASS & ENTERTAINMENT. PLUS, A POR-
TION OF THE PROCEEDS TO BENEFIT THE GALARIA
FOOD BRIGADE HELPING US FEED OUR HUNGRY
NEIGHBORS. ADVANCE TICKETS STILL AVAILABLE
AT GALARIA NEWS AND AT OUR PLAZA AMERICADO
BOX OFFICE. LIMITED TICKETS WILL ALSO BE AVAIL-

ABLE AT THE DOOR. &_ &_ S\ QN S

Alcrazzs

o

=1 &0f=[2

wy) ﬁ'%%
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A | took this ad right out of the newspaper. Really. One of the
biggest problems with it (besides being all caps) is that all the
information is one big hunk.

Before trying to design with this information, write out the separate
pieces of information that belong together; group the elements.
You know how to do this—simply use your brain.

Once you have the groups of information, you can play with them
on the page.
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Rarely is applying the principle of proximity the only answer to a prob-
lematic page. The other three principles are intrinsic to the design process
and you will usually find yourself using all four. Take them one at a
time—start with proximity

has one been able to taste

il ‘
ever
Defore  [e— balaria
Tore - .
$35 admission included Flesla

unlimited tastings.

.
T r
s . T'his Saturday from
souvenir glass. aud -
/ 12

noon nuntil 1230 .

entertaimment.
at the El Dorado Hotel.

\ portion of the

histor
y proceeds will benefit

the Galaria Food
Brigade. helping
E ‘t‘fq us feed our
hungry neighbors.
CHI LE
S

Se>azZZy

P> = U by =

A This is only one of a buzzilion possibilities for arranging the
groups of information. | alsc used the principles of alignment
and contrast, which you will be reading about shortly.

But the biggest problern with the original ad is that there Is no
separation of information. All the text in all caps in one big klock
also took up all the space, so there was noc extra, blank, “white
space to rest your eyes. It's okay to set the
or 14 point! Really!
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summary of Proximity

When several items are in close proximity to each other, they become
one visual unit rather than several separate units. Items relating to each
other should be grouped together. Be conscious of where your eye is
going: where do you start looking; what path do vou follow; where do
vou end up; after you've read it, where does your eye go next? You
should be able to follow a logical progression through the piece, from a

definite beginning to a definite end.

The basic purpose

The basic purpose of proximity is to organize. Other principles come
into play as well, but simply grouping related elements together into
closer proximity automatically creates organization. If the information is
organized, it is more likely to be read and more likely to be remembered.
As a by-product of organizing the communication, you also create more

appealing (more organized) whife space (designers” favorite term).

How to get it

Squint vour eyes slightly and count the number of visual elements on
the page by counting the number of times your eye stops. If there are
more than three to five items on the page (of course it depends on the
picce), see which of the separate elements can be grouped together into
closer proximity to become one visual unit.

What to avoid

Avoid too many separate elements on a page.
Don't stick things in the corners and in the middle.

Avoid leaving equal amounts of white space between elements unless

each group is part of a subset (see the example on page 21).

Avoid even a split second of confusion over whether a headline, a
subhead, a caption, a graphic, etc, belongs with its related material.
Create a relationship among elements with close proximity.

Don't create relationships with elements that don't belong together!

If they are not related, move them apart from each other.



Alignment

Design beginners tend to put text and graphics on the page wherever
there happens to be space, often without regard to any other items on
the page. What this creates is the slightly-messy-kitchen effect—you know,
with a cup here, a plate there, a napkin on the floor, a pot in the sink, a
spill on the floor. It doesn’t take much to clean up the shightly messy
kitchen, just as it doesn't take much to clean up a slighty messy design
that has weak alighments.

The principle of alighment states that nothing should be placed on the
page arbitrarily. Every item should have a visual connection with
something else on the page. [he principle of alignment forces you to
be more conscious—no longer can you just throw things on the page
wherever there happens to be room.

When items are aligned on the page, it creates a stronger cohesive unit
Even when elements are physically separated from each other, if they are
aligned there is an invisible line that connects them, both in your eye
and in vour mind. Although you might have separated certain elements
to indicate their relationships (following the principle of proximity), the
principle of alignment is what tells the reader that even though these
items are not close, they belong to the same piece. The following pages
illustrate this idea.












I'm not suggesting that you never center anything! Just be conscious of
the effect a centered alignment has—is that really the look you want to
portray? Sometimes it is; for instance, most weddings are rather sedate,
formal affairs, so if you want to center your wedding announcement, do
so consciously and joyfully.

Sometimes you can add a bit of a twist on the centered arrangement,
such as centering the type, but setting the block of type itsell off center.
Or set the type high on the page to create more tension. Or set a very
casual, fun typeface in a very formal, centered arrangement.

You

are
You are warmly

invited to attend! warmly
invited
to

attend!

A Centered. Really rather dull. A If you're going to center
text, then at least make
it obvious!

You You
are are
warmly warmly
invited invited

to to

attend! ' attend!

A Experiment with uncentering A If youre going to center
the block of centered type. the type, experirnent with
making It more dramatic

in some other way.
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Lack of alignment is probably the biggest cause of unpleasant-looking

documents. Our eyes like to see order; 1t creates a calm, secure feeling.

In any well-designed piece, you will be able to draw lines to the aligned
objects, even if the overall presentation of material is a wild collection of
odd things and has lots of energy.

Example 6: Yalue of aresistor in an electnical circuit.

Find'the value of aresistorin an electncal circ uit which vl dissipafe the chargeta 1

percent of its enginal value within on bwentieth of a secandafterthe sutchis closed

Swatch-> ql= 9 wolts
|— = qft}= 0.09 volts
| \ | t= 0.05 seconds
| | | L= 8 henrys
Battery Capacitor{C) Inductor(L) C= 0.0001 farads

I | B
|—— 4—— Resistar- o .
iF) qt]= 5 0 2538893
S| 1350
R_A2L)2 351.5625
SGRT(E1S-B16) 2997395
COS(T*B17) 0.072057
A T2 -0.9375
QFEXP(EIY 3524451

A Simply lining things up makes all the difference here. Notice not
one itemn is on the page arbitrarily—every item has scme visual

connection with another iterm on the page.

If | knew what this spreadsheet was talking about, | might chcose
to move the square chart on the right over to the left, closer to
the big chart, keeping their tops aligned, and not worry about
aligning the square chart with the right edge. If | did move it over,
| would adjust the spacing between the three charts acccording to

their intellectual relationships to each other.
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A problem with many non-designers’ publications is a subtle lack of alignment,
such as centered headlines and subheads over indented paragraphs. At
first glance, which of the examples on these two pages presents a cleaner
and sharper image?

Honor Form

Heresy rheumatic starry
offer tormer’s dodder, Violate
Huskings, an wart hoppings
darn honor lorm

Violate hit wetter fodder
olled Former Huskings hoc
hatter repetition for bang
furry retch—an furry stenchy

Infect, pimple orphan set debt

Violate's todder worse nosing
button otled mouser Violate
honor udder hen, worsted
furry gnats parson—jester
putty ladle form gull, sample
morticed, an unafflicted

Tarred gull
Wan moaning Former
Huskings nudist haze dodder

setting honor cheer, during
nosing

Violate!” sorted dole
former “Watcher setting darn
fur? Denture nor yore canned
gat retch setting darn during
nosing” Germ pup otter debt
cheer!

Arm tarred, todder

“Watcher tarred tur®
aster stenchy former, hoe dint
halt mush symphony further

1
gull

Feeder pegs

“Are badger dint doe
mush woke disk moaning!
Ditcher curry doze buckles
fuller slob darn tutor peg-pan
an feeder pegs”

Yap, Fodder Are [etter
pegs”

Ditcher mail-car caws

an swoop otter caw staple?

Off curse, Fodder Are mulct
oiler caws an swapped otter
staple {etter checkings, an
clammed upper larder inner

resplendent Violate warily checking-horse toc gadder

A This is a very commmon sight: headlines are
centered, text is flush left, paragraph indents are
“typewriter” wide (that is, five spaces or half-an-
inch, as you learned in high school), the “photo-
graph” is centered in a column.

» Never center headlines over flush left body copy
or text that has an indent. If the text does not
have a clear left and right edge, you can't tell the
headline is actually centered. it looks like it’s just
hanging arcund.

All these unaligned spots create a messy page:
wide indents, ragged right edge of text,
centered heads with open space on both
sides, centered photo.



N

DESLIGN . ALITIGNMIENT

R e e e e s T e T T T T T e
All those minor misalignments add up to create a visually messy page.
Find a strong line and stick to it. Even though it may be subtle and vour
boss couldn’t say what made the difference between this example and
the one before it, the more sophisticated look comes through clearly.

Honor Form wHN
Heresy rheumatic starny stenchy forper int bl
former's dodder Violate mush sympho
uskings. an wart hoppingg
dem [nomes hase Feeder pegs

\ e Lt tier der Arc badger di

cd Former Huskings i K( ( anpe Ditche

r repetition for bat curn 1kl I

fuery retch—ar ryv st @ t i
infech primple orphan set debt

te's fodder worse nosing \ Fodd \r¢ r

Tarred gull

Wan maaming Former

A Find a strong alignment and stick to it. If the text
is flush left, set the heads and subheads flush left.

First paragraphs are traditionally not indented.
The purpose of indenting a paragraph is tc tell
you there is a new paragraph, but you always
know the first one is a paragraph.

On a typewriter, you indented five spaces. With
proporticnal type such as you are using on your
computer, the standard typographic indent is
one em (an em is as wide as the peint size of
your type), which is more like two spaces.

Be conscious of the ragged edge of your type.
Adjust the lines so your right edge is as smooth
as possible.

if there are photographs or illustrations, align
thermn with an edge and/cr a baseline.



[l NON-=-DESIGNER'S DESIGN BOOK

N e et ot e A S— e e
Even in a piece that has a good start on a nice design, the subtle lack of

alignment is often the missing key to a more professional look.

ERat
N "‘ IRottexn

M
T

A Can you see all the places where iterns could e aligned,
but aren’'t? If this is your book, go ahead and circle all the
misalignments on this page. There are at least nine!
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Check for illustrations that hang out over the edge just a bit, or captions

that are centered under photos, or headlines that are not aligned with the

1

text, or a combination of centered text and flush left text

|
[
|
\
| l
W :
T {
S . {
=
EAR
|
A Can you see Nnow what has made the ditterence petween t

exarmple and the one on the previous page? If tt
bock, go ahead and draw lines aleng the strong alignment
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I want to repeal: find a strong line and use it. If you have a photo or a
graphic with a strong flush side, align the flush side of the text along the

straight edge of the photo, as shown below.

Center Alley

Center Alley worse jester pore ladle gull hoe lift
wetter stop-murder an toc heft-cisterns. Daze
worming war furry wicket an shelllish
parsons, spatially dole stop-murder. hoe

dint lack Center Alley an, infect, word orphan

traitor pore gull mar lichen ammonol dinner

hormone bang.

Center Alley's fnrry gourd-murder whiskered,
“Watcher erane aboard: ™

A There is a nice strong line here along the edge of the type.
There is a nice strong line along the edge of the “photograph.”
Between the text and the photo, though, there is “trapped”
Wwhite space, and the white space is an awkward shape. When
white space is trapped, it pushes the two elements apart.

Center Alley

Center Alley worse jester pore ladle gull hoe
lift wetter stop-murder an toe heft-cisterns,
Daze worming war lurry wicket an shelllish
parsons, spatially dole stop-murder. hoe dint
lack Center Alley an. infect. word orphan

traitor pore gull mar lichen ammonol

dinner hormone bang.

Center Mley's n wird-murder whiskered,

“Wateher erane aboare

A “Find a strong line and use it” Now the strong line of the text
and the strong line of the photograph are next to each other,
making each other stronger. The white space now is floating
free off the left edge. The caption has also been set against
the sarme strong line of the edge of the photo.
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If your alignments are strong, then vou can break through the align-

ments consciously and it will look intentional. What a concept.

Guilty Looks Enter Tree Beers

Debt florist’s mush toe
Oentuses furry ladle gull.

sop’s toe hart

Hormone nurture

A Well, | tried not to align it (but 'm too
programtmed). Even though that inset
piece is breaking into the text block,
can you see where it is aligned on the
left? It is possible to sometimes break
completely free of any alignment, if you
do it consciously.

» | am giving you a number of rules here,
but it is true that rules are made to be
oroken. There is a rule, though, alout
oreaking rules: you must know what the
rule is efore you can break it.
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summary of Alignment

Nothing should be placed on the page arbitrarily. Every element should

have some visual connection with another element on the page.

Unily is an important concept in design. To make all the elements on the
page appear to be unified, connected, and interrelated, there needs to be
some visual tie between the separate elements. Even if the separate
elements are not physically close on the page, they can appear connected,
related, unified with the other information simply by their placement.
Take a look at designs you like. No matter how wild and chaotic a well-
designed piece may initially appear, you can always find the alignments
within.

The basic purpose

The basic purpose of alignment is to unify and organize the page. The
result is kind of like what happens when yvou pick up all the baby toys
that were strewn around the living room floor and put them all into one
toy box.

It is often a strong alighment (combined, of course, with the appropriate
typeface) that creates a sophisticated look, or a formal look, a fun look,
or a serious look.

How to get it

Be conscious of where you place elements. Always find something else
on the page to align with, even if the two objects are physically far away
from each other.

What to avoid

Avoid using more than one text alignment on the page (that is, don't
center some text and right-align other text).

And please try very hard to break away from a centered alighment unless
you are consciously trying to create a more formal, sedate (often dull?)
presentation. Choose a centered alignment consciously, not by default.
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Take advantage of those elements you're already using to make a project
consistent and turn those elements into repetitive graphic symbols. Are
all the headlines in your newsletter 14-point Times Bold? How about
investing in a very bold sans serif face and making all your heads some-
thing like 16-point Antique Olive Black? Not only is your page more
visually interesting, but you also increase the visual organization and the
consistency by making it more obvious. You're taking the repetition you
have already built into the project and pushing it so it is stronger and
more dynamic.

Guilty Looks

Wants pawn ter

b it Guilty Looks

worsted fa

Hormone nurture

S

Tree Beers

Wwire nut? j
: o : |
s .y'I 1 |
{L | u' Lo F f
A Headlines and subheads are A So take that consistent
a good place to start for elerment and make it stronger.

creating repetitive elerments,
since you are probably
consistent with them anyway.
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Do vou create multiple-page publications? Repetition is a major factor in
the unity of those pages. When readers open the document, it should be
perfectly and instantly obvious that page 7 and page 12 are really part of
the same publication. The tivo pages shown below and to the right are
part of one publication. Can vou point out all the elements of repetition?

Consistent
double rule
on all pages.

|
> |
% Darn Honor Form

| 2

Coensistent

typeface in
headlines and >

subheads, | ~ Vestibule guardings

and consistent ] Rt PRy

space above Nor symphony
each.

Single rule
repeats across
bottom of
each page.

| 2
Page numbers 2
are in the

same place,
same typeface, A The text has a “bottoming out” point, lut

on each page. not all text must align here if there is a
consistent, repetitive starting point at the
top of the page.

Some publications might choose to repeti-
tively bottom out rather than “hang from
a clothesline” (align across the top). One or
the other technique should ke consistent,
though.




If you have a strongly consistent publication, you can get away with

some surprise elements. I'd suggest you save those surprises for items

you want to call special attention to.

Can you point out the consistent, repetitive elements of this book?

Evanescent wan think, itching udder

‘Fodder, yore hearses jest worsen |

Moan

-late

Arsenate rheumatic
v —
>

v (

v

Wart hopping?

4 All stories

and photos

or illustrations
start at the
satme guideline
across the top
of each page
(alsc see note
below, left).

4 The single,
wide column
takes up the
same space as
two columns,
maintaining
the consis-

.tency of the
outer borders.

A Note the repetitive use of the
triangular shape in the list and in
the caption, opposite page. That
shape is probably used elsewhere
in the publication as well.
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sSsummary of Repetition

A repetition of visual elements throughout the design unifies and strengthens
a piece by tying together otherwise separate parts. Repetition is very

useful on one-page pieces, and is critical in multi-page documents (where
we often just call it being consistent).

The basic purpose

The purpose of repetition is to unify and to add visual interest. Don't
underestimate the visual interest of a page—if a piece looks interesting, it
is more likely to be read.

How to get it

Think of repetition as being consistent, which I'm sure you are already.
Then push the existing consistencies a little further—can you turn some
of those consistent elements into part of the conscious graphic design, as
with the headline? Do you use a 1-point rule at the bottom of each page
or under each heading? How about using a 4-point rule instead to make
the repetitive element stronger and more dramatic?

Then take a look at the possibility of adding elements just to create a
repetition. Do you have a numbered list of items? How about using a
distinctive font or a reversed number, and then repeating that treatment
throughout every numbered list in the publication? At first, simply find
existing repetitions and then strengthen them. As you get used to the idea
and the look, start to create repetitions to enhance the design and the
clarity of the information.

Repetition is like accenting your clothes. If a woman is wearing a lovely
black evening dress with a chic black hat, she might accent her dress
with red heels, red lipstick, and a tiny red rose corsage.

What to avoid

Avoid repeating the element so much that it becomes annoying or over-
whelming. Be concious of the value of contrast (read the next chapter
and the section on contrasting type).

For instance, if she were to wear the black evening dress with a red hat,
red earrings, red lipstick, a red handbag, red shoes and a red coat, the
repetition would not be a stunning and unifying contrast—it would be

garish and the focus would be confused



Contrast

Contrast is one of the most effective ways to add visual interest to your
page—a striking interest that makes you want to look at the page—and
to create an organizational hierarchy among different elements. The
important “rule” to remember is that for contrast to be effective, it musl
be strong. Don't be a wimp.

Contrast is created when two clements are different. If the two elements
are sort of different, but not really, then vou don't have contrast, vou
have conflict. That's the key—the principle of contrast states that if two
items are not exactly the same, then make them different. Really
different.

Contrast can be created in many ways. You can contrast large type with
small type; a graceful oldstyle font with a bold sans serif font; a thin line
with a thick line; a cool color with a warm color; a smooth texture with
a rough texture; a horizontal element (such as a long line of text) with a
vertical element (such as a tall, narrow column of text); widely spaced
lines with closely packed lines; a small graphic with a large graphic

Just don’t be a wimp. You cannot contrast [2-point type with H-point
type. You cannot contrast a half-point rule with a one-point rule. You

cannot contrast dark brown with black. Get serious.







Ihe cause of the contrast is obvious. I used a stronger, bolder typeface in
the headlines and subheads. I repeated that typeface (principle of repeti-
tion, remember?) in the newsletter title. Because | changed the title from
all caps to caps/lowercase, T was able to use a larger and bolder type
size, which also helps reinforce the contrast. And because the headlines
are so strong now, I could add a dark band across the top behind the

title, again repeating the dark color and reinforcing the contrast.

Exciting Headline

Thrilling Subhead

Boring Subhead

Another Exciting
Headline

A Would you agree that your eyes are drawn to

this page, rather than to the previous page-
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Contrast is critical to the organization of information—a reader should
always be able to glance at any document and instantly understand what
IS going on.

Laura Mathews
1955 Knoll

Santa Rasa, (€

s Dnve

Related Skills

dedge of faboratory tests and thes signficance

al laboratory. reinforced while provi:

1 with bone marrow biopsy and aspiration, himbar
] re. paracentes racentes  intrathecal chemo ! r
hon Promoted self-car tion of the client to the

particular treatment program

nistra

Extensive expenience with at-home care of and cancer patients, including
¢ maintenand n management, understandmg of medicarce reimburse

ment and social service referrals

Education
1990 Associate iy Saence Nursing [hgh Honors

Santa Rosa Junior College Santa Rosa California

Experience
1992-present Registered Nurse for Home Tealth Plus, Visit Division Al-home
carc of patients with multiple health probic md cancer patients

1990-present Registered Nurse for Memorial Hospital Oncology Unit, Sante
Rosa, California Al

responsibilitics. Ass
adminisicred chemothe

wnaged the care of 45 onee ned lead nurse
¢ yrocedures

crapy «

Assisted with new RN orientat

iscase proces

1985-1986 Nurscs Arde lor Neng » Coast District [Hospital, Fort Bragg
Californi \ssisted with paticr « Med-Surg and Obstetrical setling

) . : I
1985-1986  Lab Assistant for Mendocino Coast District Hospital, Fort Bragg, :
Cabforma. Computer skil cultured lab specimen

Personal Statement
Previous work experience in o fast-paced, ngh-stress environment has fine tuned |

cology

A This is a fairly typical résumé. The information is all
there, and if sormecne really wants to read it, they
will—hut it certainly doesn’t grab your attention.

And notice these problems:

There are two alighments on the page: centered
and flush left.

The amounts of space between the separate
segmments are too similar:

The job titles blend in with the body text.
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Notice that not only is the page more attractive when contrast 1s used,
but the purpose and organization of the document are much clearer.

Laura Mathews

Related Skills

Education

Associate in Science Nursing,

Experience

2eprese, Registered Nurse

Registered Nurse

Nurse's Aide

Lab Assistant

Personal Statement

A The problems were easily corrected.
One alignment: flush left (actually, it's justified).
Within this, there is ancther fiush left. Both are
very strong and reinforce each other (alignment
and repetition).
Heads are strong—you instantly know what this
documment is and what the key points are (contrast).
Segmments are separated by more space thar
the information within each segment (contrast
of spatial relaticnships; proximity
Degfe@ and jo title re i pold (a repetition
Of (L'.é L‘G(_):"'" £t trona contrast tmalkke

you nhotice them.
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If you use tall, narrow columns in vour newsletter, have a few strong
headlines to create a conltrasting horizontal direction across the page

Combine contrast with repetition, as in the page numbers or headlines
or bullets or rules or spatial arrangements, to make a strong, unifying
identity throughout an entire publication.

]
macintosh 705
Mac User Group
I_A'lh'a>t is it?1? Am .I invited? What'll we do Can | get more When is it?

there? involved?
Y Wesvere ! March 16
UG M H

Where is it?

downtonn
Library,

Does it cost
money?

Can | bring a
friend?

[®] "

i

A Besides the contrast in the typefaces in this postcard, there is also
a contrast between the long, horizontal title and the tall, narrow,
vertical columns. The narrcw columns are a repetitive element,
as well as being a contrast.
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The example below 1s a tvpical phone book advertisement. One of the

1 1 3 L N BN ~ lw N cA 1-
problems is that evervthing is basicallv the same size and

weight and

importance; “Builders Exchange Member” is as important, visually, as

D) g 2 T e sl TC spmpe S gl 6 ST g 18 TP g 78 by )
Remodel and rRepalr speclaiists.” bBut should 1t be:

1 ' \ h
Determine what vou want t

.

he focus to be. Use contrast to create that

f ‘nhance 1t with <trone lionm
CUS }..‘.m.. Ce IT wWith strong aiignn

ents and use ol proximity.

vl i 4 A A 2 A Aie dik S i B

NETWORK

REMODEL & REPAIR SPECIALISTS

RESIDENTIAL & COMMERCIAL
* ADDITIONS = ALTERATIONS #
* BATHS # KITCHENS # DECKS =
* SMALL JOBS # PROBLEM SOLVING *
# ARCH./ENG./ OWNER CONSULTATION =
» DESIGN BUILD# CUSTOM WORK #
* MEDICAL OFFICE CONSTRUCTION
FULL SERVICE CONSTRUCTION
BUILDERS EXCHANGE MEMBER

717-567-8910

FREE ESTIMATES

LIC. 123456

*
)
x
x
*
x
x
X
x
x
*
*
)
2 4
x
*
«
z

X X X X K X X X X X X X X X X X X

A Where do you begin to improve this ad

0‘
O
0

Decide on a focus and make that focus big and |
Set it in caps/lowercase, not all caps.
Decide on the groups of information and arrange the
s
U

ogether (proximity), leaving space between the
P

Indicate their relationships.

Remowve conflicting elements
The border is not a focal point—sc why make it so overpowering?
The stars call too much attention te themselves—focus the
attenticn on the purpose of the ad.
t's okay toc have empty corners—one eagle gets the point across!
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sSsummuary of contrast

Contrast on a page draws our eves to it; our eves like contrast. If you are

putting two elements on the page that are not the same (such as two
typefaces or two line widths), they cannot be similar—for contrast to be
effective, the two elements must be very different.

Contrast is kind of like matching wall paint when you need to spot paint—
you can't sort of match the color; either you match it exactly or you
repaint the entire wall

The basic purpose

The basic purpose of contrast is twwo-fold, and both purposes are inextri-
cable from each other. One purpose is to create an interest on the page—
if a page is interesting to look at, it is more likely to be read. The other is
to aid in the organization of the information. A reader should be able to
instantly understand the way the information is organized, the logical
flow from one item to another. The contrasting elements should never
serve to confuse the reader or to create a focus that is not supposed to
be a focus.

How to get it

Add contrast through yvour typeface choices (see the next section), line
thicknesses, colors, shapes, sizes, space, etc. It is easy to find ways to add
contrast, and it's probably the most fun and satisfying way to add visual
interest. The important thing is to be strong.

What to avoid

Don't be a wimp. If you're going to contrast, do it with strength. Avoid
contrasting a sort-of-heavy line with a sort-of-heavier line. Avoid
contrasting brown text with black headlines. Avoid using two or more
typefaces that are similar. If the items are not exactly the same, make them

different!



Review

There is one more general guiding principle of Design tand of Life):

Don’'t be a wimp.
Don't be afraid to create your Design (or your Life) with plenty of
blank space—it’s rest for the eyes and the soul.
Don't be afraid to be assymetrical, to uncenter your format—it often
makes the effect stronger. It's okay to do the unexpected.
Don't be afraid to make words very large or very small; don't be
afraid to speak loudly or to speak in o whisper. Both can be effective
in the right place.
Don't be afraid to make vour graphics very bold or very minimal,
as long as the result complements or reinforces yvour design or your
attitude.

The following pages sum up the four principles outlined in the first half
of this book. Let's take this rather dull report cover and apply cach
principle to it in turn.

What Goes Around

Comes Around

Lessons from hitehhiking < A rather dull but
typical report cover:
centered, evenly
spaced to fill the
page. If you didn’t

read English, you

across the country

Robin Williams might think there
are six separate
topics on tnis page.

January 1. 2001

ch line seems ar



















9] D ESTG N ] R Vioi B W

Little Quiz #2: redesign this ad

What are the problems with this phone book ad? Make a list of the
problems and solutions.

Clues: How many different typefaces are in this ad? How many different
alignments? What could you use as a strong line against which to align
everything else? WHY IS SO MUCH OF THE TEXT IN ALL CAPS? Are the
logical elements grouped together into close proximity? Is there a focal
point? Why not, and how could yvou create one? What could you use as

repetitive elements? Do you need the heavy border and the inner box?

Take a piece of tracing paper and trace the outline of the ad. Then move

that shape around and trace the individual elements, rearranging them
into a more professional, clean, direct advertisement. Work vour way

through each principle: proximity, alienment, repetition, and contrast
& I I J ¢ I

Ancient Gity

Tile & Interiors

“CONTRACTORS’ PRICES
TO THE PUBLIC”

TILE « LINOLEUM i..

INSTALLATION AVAILABLE
* TALAVERA

o SALTILLO OF TILES ON

o MONTERREY DISPLAY

« DALLAS CERAMICS

e AZTEC HOURS:

« MIDSTATE e -
e QUALITY MARBLE

1776 CUPERTINO RD.

(ACRQOSS FROM BIGH SCHOOL NEXT TO EASY PRINT

982-7219

SANTA ANA'S
INTERIOR
HEADQUARTERS

PARKING IN REAR



















Iype (&Life)

Type is the basic building block of any printed page. Often it is irresistibly
compelling and sometimes absolutely imperative to design a page with
more than one typeface on it. But how do you know which typefaces
work effectively together?

In Life, when there is more than one of anything, a dynamic relationship
is established. In Type, there is usually more than one element on a page—
even a document of plain body copy typically has heads or subhcads or
at least page numbers on it. Within these dynamics on the page (or
in life), a relationship is established that is either concordant, conflicting,

or contrasting.

A concordant relationship occurs when you use only

one type family, without much variety in style, size, weight,
and so on. It is easy to keep the page harmonious, and the
arrangement tends to appear quiet and rather sedate or
formal—sometimes downright dull.

A conflicting relationship occurs when you combine
typefaces that are similar in style, size, weight, and so on.
The similarities are disturbing because the visual attractions
are not the same (concordant), but neither are they different
(contrasting), so they conflict.

A eontrasting rclationship occurs when you combine

separate typefaces and elements that are clearly distinct

from each other. The visually appealing and exciting designs
:

that attract your attention typically have a lot of contrast
built in, and the contrasts are emphasized

Most people tend to wing it when it comes 1o ¢ ombining more than onc

typeface on a page. You might have a sense that one face needs 1o be
larger or an clement needs to be bolder. However, when vou can recoy

nize and name the contrasts, you have power over (l ou can then get
to the root of the conflicting probler ter and find more interesting

solutions. And that is the point of this sec































As history marched on, the structure of type changed. Type has trends
and succumbs to lifestyle and cultural changes, just like hairdos, clothes,
architecture, or language. In the 1700s, smoother paper, more sophisti-
cated printing techniques, and a gencral increase in mechanical devices
led to type becoming more mechanical also. New typefaces no longer
followed the pen in hand. Modern typefaces have serifs, but the serifs are
now horizontal instead of slanted, and they are very thin. Like a stecl
bridge, the structure is severe, with a radical thick/thin transition, or
contrast, in the strokes. There is no evidence of the slant of the pen; the
stress is perfectly vertical. Moderns tend to have a cold, elegant look.

\ertical Serifs on lowercase letters
stress are thin and horizontal

(! r“ Sodoni Poster Compressed

' Radical thick/thin transition
in the strokes

Bodoni Times Bold
Fenice, Ultra Walbaum

Modern typefaces have a striking appearance, especially when sel very
large. Because of their strong thick/thin transttions, most moderns
not ‘Q()()(l n]nmw for extende | ol boav coj | he thin Hine
almost disappear, the thick lines are prominer nd the effect on the

page Is called “dazzling
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The word “sans” means “without” (in French), so sans serif typefaces are

those without serifs on the ends of the strokes. The idea of removing the
serifs was a rather late development in the evolution of type, and didn't
become wildly successful until the early part of the twentieth century.

g

Sans serif typefaces are almost always “monoweight,” meaning there is
virtually no visible thick/thin transition in the strokes; the letterforms

are the same thickness all the way around.

Also see the following page for important sans serif information!

No serifs| No stress because
anywhere there's no thick/thin

ans serif

No thick/thin transition Franklin Gothic

in the strokes

Antique Olive Formata
Gill Sans Franklin Gothic
Folio Syntax

If the only sans serifs you have m your font library are Helvetica an
Avant Garde, the best thing vou could do for yvour page vest
sans serif family that includes a strong, heavy, black face. kadl
families above has a wide variel

With that one investment, vou 1

increase for creating ey
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Summary

I can’t stress enough how important it is that you become conscious of
these broad categories of type. As vou work through the next chapter, it
will become clearer why this is important.

A simple exercise to continually hone yvour visual skills is to collect samples
of the categories. Cut them out of any printed material you can find. Do
vou see any patterns developing within a broad category? Go ahead and
make subsets, such as oldstyle typetfaces that have small x-heights and
tall descenders (see the example below). Or scripts that are really more
like hand printing than cursive handwriting. Or extended faces and
condensed faces (see below). It is this visual awareness of the letter-
forms that will give vou the power to create interesting, provocative, and
cffective type combinations.

Ascenders are the parts of letters
that are taller than the x-height.

B | . ] The x-height is the height of the
eI' alCl Xq tmain bedy of the lowercase letters.

Descenders are the parts of letters
that are below the baseline (the
invisible line on which the type sits).

30 point

A Notice the x-height of Bernhard as cotmpared to Eurostile. Look at
¥ the x-height in relation to the ascenders. Bernhard has an unusually
small x-height and unusually tall ascenders. Most sans serifs have

large x-heights. Start noticing those kinds of details.

Eurostile Bold 15 point
Eurostile Bold Extended
Eurostile Bold Condensed

A Extended typefaces look stretched out; condensed typefaces appear
to be squished. Both are appropriate in certain circumstances.
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«In which
category of
type does this
face belong?

The weight of a typeface refers to the thickness of the strokes. Most type
families are designed in a variety of weights: regular, bold, perhaps semi-
bold, extra bold, or light. When combining weights, remember the rule:
don’t be a wimp. Don’t contrast the regular weight with a semi-bold—go for
the stronger bold. If you are combining type from two different families,
one face will usually be bolder than the other—so emphasize it.

None of the typefaces that come standard with your personal computer
have a very strong bold in its family. I heartily encourage you to invest
in at least one very strong, black face. Look through type catalogs to find
one. A contrast of weight is one of the easiest and most effective ways to
add visual interest to a page without redesigning a thing, but you will
never be able to get that beautiful, strong contrast unless you have a
typeface with big, solid strokes.

Formata Light 4 These are examples of
Formata Regular the various weights that

Formata Medium usually corme within a
Formata Bold farnily. Notice there is not
much contrast of weight

between the light and the

Memphis Light next weight (variously
Memphié Medium called regular, mediumn,
or book).

Memphis Bold
Memphis Extra Bold

Ner is there a strong
contrast between the
semi-loold weights and
Garamond Light gl e you ere g2l

, ‘ tc contrast with weight,

Garamond Book don't be a wirnp. If the
Garamond Bold contrast is not strong,

Garamond Ultra it will look like a mistake.
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Structure

The structure of a typeface refers to how it is built. Imagine that you

were to build a typeface out of material you have in your garage. Some
faces are built very monoweight, with almost no discernible weight shift
in the strokes, as if vou had built them out of tubing (like most sans
serifs). Others are built with great emphasis on the thick/thin transitions,

like picket fences (the moderns). And others are built in-between. If

vou are combining type from two different families, use two families with
different structures.

Remember wading through all that stuff earlier in this section about the
different categories of type? Well, this is where it comes in handy. Each
of the categories is founded on similar stractures. So you are well on your
way to a type solution if you choose two or more faces from two or

more categories.

Ode Qde Ode < Little Quiz:

<« In which

category of
type does this
face belong?

Can you name

Ode (e Ode =

categories
represented
Ode Ode 0Ode ‘o
category
per line)?
Ode Ode Ode o«
read that
section
A Structure refers to how a letter is built, and as because
you can see in these examples, the structure this simple
within each category is quite distinctive. concept
is very

» Major Rule: Never put two typefaces from )
the same category on the same page. Important.
There's no way you can get around their
similarities. And besides, you have sc many
other choices—why make life difficult?
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Did you read The Mac is not a typewriter or The PC is nol a typewriter? (If you
haven't, you should.) In that book I state you should never put two sans
serif typefaces on the same page, and you should never put two scrif
typefaces on the same page—wntil you have had some typographic training.
Well, this is your typographic training—you are now qualified and licensed
to put two sans serifs or two serifs on the same page.

The law is, though, that you must pull two faces from two different
categories of type. That is, you can use two serifs as long as one is an
oldstyle and the other is a modern or a slab serif. Even then you must be
careful and you must emphasize the contrasts, but it is perfectly possible
to make it work.

Along the same line, avoid setting two oldstyles on the same page—they
have too many similarities and are guaranteed to conflict no matter what
vou do. Avoid setting tivo moderns, or two slabs, for the same reason.

Avoid using two scripts on the same page.

. You can't let

There are five

different typefaces tll(‘ %6‘6’('5‘
in this one little I
quote. They don’t stop your
look too bad
together because trom enjoying
of one thing: ' /
they each have a ///(' coctlermelon.

different structure;

they are each
from a different
category of type.
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At first, different typefaces are as indistinguishable as tigers in the zoo.
So if you are new to the idea that one font looks different from another,
an easy way to choose contrasting structures is to pick one serif font and
one sans serif font. Serif fonts generally have a thick/thin contrast in
their structures; sans serifs generally are monoweight. Combining serif
with sans serif is a time-tested combination with an infinite variety of
possibilities. But as you can see in the first example below, the contrast
of structure alone is not strong enough; you need to emphasize the dif-
ference by combining it with other contrasts, such as size or weight.

(monoweighty SAMNS Seﬂf <« You can see that the

contrast of structure alone

-9 is not enough to contrast
(hick thim -~ VS, SE€I lf type effectively. Enhance

the contrasts.

Oiled Mudder Harbored Oiled Mudder Harbored

Oiled Mudder Harbored Oiled Mudder Harbored

Wen tutor cardboard Wen tutor cardboard

Foe garter pore darker born. Toe garter pore darker born.
Jud wenchy gut dare Sud wenchy gut dare

Door cardboard worse bar Door cardboard worse bar

An soda pore dark hat known. An soda pore dark hat known.

A As these examples show, the combination of typefaces
with two different structures is not enough. it's still
weak—the differences must be emphasized.
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Setting two sans serifs on one page is always difficult because there is
only one structure—monoweight. If you are extraordinarily clever, you
might be able to pull off setting two sans serifs if you use one of the rare
ones with a thick/thin transition in its strokes, but I don't reccommend
even trying it. Rather than try to combine two sans serifs, build contrast
in other ways using different members of the same sans serif family. The
sans serif families usually have nice collections of light weights to very
heavy weights, and often include a compressed or extended version (see
Contrast of Direction).

Your
altitude I I F
is your

4 Look—two serifs
together! But notice
each face has a
different structure,
one from the modern
category and one
from the slab serif.
| also added other
contrasts—can you
name them?

< Here are two sans serifs
MAXI M Iz E together; but notice | combined
. a monoweight sans with one
your opltions, of the only sans serifs that has
she 5ays. a thick/thin transition in its
letterforms, giving it a different

1

atruntire also maximized the
JClure. 1 a

‘.a.(‘:f. @)Y 1SING a ’l";v('

larger ze, ¢ {, ang romar
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In addition to cach individual capital letterform being different from its
lowercase form, the form of the entire all-cap word is also different. This
is what makes all caps so difficult to read. We recognize words not only
by their letters, but by their forms, the shapes of the entire words. All
words that are set in capital letters have a similar rectangular form, as
shown below, and we are forced to read the words letter by letter.

You're probably tired of hearing me recommend not using all caps. |
don’t mean never use all caps. All caps are not impossible to read,
obviously. Just be conscious of their reduced legibility and readability.
Sometimes you can argue that the design “look” of your piece justifies the
use of all caps, and that's okay! You must also accept, however, that the
words are not as easy to read. If you can consciously state that the lower
readability is worth the design look, then go ahead and use all caps.

giraffe turtle
GIRAFFE TURTLE

A
Bvery word in all caps has the same form: rectangular.

Ihe best remedy for a brused heart 1s not. as so many seem o think
. ,

rCpose upon a manly bosom. Much more efficacious are honest work
i

phvsical activity, an
[

WEALTH.

A
Caps versus lowercase (contrast of form) usually needs
strengthening with other contrasts.

rdall

Size is the only other contrast added In exammple.
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Another clear contrast of form is roman versus italic. Roman, in any
typeface, simply means that the type stands straight up and down, as
opposed to italic or script, where the type is slanted and/or flowing.
Setting a word or phrase in italic to gently emphasize it is a familiar
concept that you already use regularly.

G g nerdette 4 The first line is roman

type; the second line

is italic. They are both
G g n erdettg Nofret; their structures

are exactly the same,

but their formms (shapes)

are different.

B ¢ f ar ﬂl m g awa }/ « Particularly notice that

“true-drawn” italic (first
line) is not simply slanted

B 6 fa]" ﬂu n g a Way rotman (second ling). The
letterfortms have actually
been redrawn into differ-
ent shapes. Look carefully
at the differences between
the f, a, g. vy, and e.

Be far ﬂung aWay «Sans serifs faces

usually (not always) have
“oblique” versions, which

B e fa r f/ un g a Way ook like the letters are
just tilted. Their roman
and oblique formms are
not so very different
from each other.
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Direction

An obvious interpretation of type “direction” is type on a slant. Since

this is so obvious, the only thing I want to say is don't do it. Well, you
might want to do it sometimes, but only do it if you can state in words
why this type must be on a slant, why it enhances the aesthetics or
communication of the piece. For instance, perhaps you can say, “This
notice about the boat race really should go at an angle up to the right
because that particular angle creates a positive, forward energy on the
page.” Or, “The repetition of this angled type creates a staccato effect
which emphasizes the energy of the Bartok composition we are announcing.”
And please, never fill the corners with angled type.

0"‘! « Type slanting upward to

i 1 the right creates a positive

“ energy. Type slanting down-
ward creates a negative
energy. Occasionally you

can use these connctations
to your advantage.

101

4 Sometimes a strong re-

Long headline spanning both direction of type creates a
dramatic impact or a unique
i format—which is a good
madmmenom justification for its use.

Subhead

Second interesting headline

anothernewsletter

<« In which

category of
type does this
face belong?
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< In which

category of

O Or type does this
face belong?

Color is another term, like direction, with obvious interpretations. The

only thing I want to mention about using actual colors, is to keep in
mind that warm colors (reds, oranges) come forward and command our
attention. Our eyes are very attracted to warm colors, so it takes very
little red to create a contrast. Cool colors (blues, greens), on the other
hand, recede from our eyes. You can get away with larger areas of a cool
color; in fact, you need more of a cool color to create an effective contrast.

(This book, obviously, 1s only black and white, so we are going to have to fuke it on this page.

But “real” color is not the point of this section.)

4 With a pen, color
~N “Scarlett” red. Notice that
FLORENCE even though the name
“Scarlett” is much stmaller;

it is dominant because of
the warm color:

CrD )
Tea rlell 4 Color “Florence” red. Now
Y the larger name in the
warmm color overpowers
the smaller name. You
usually want to avoid this.

4 Color “Scarlett” light

blue. Notice how
FLORENCE st

~D ‘

L\J('(/ /’/(‘/ / 4 Color “Florence” light
blue. To centrast with
a cool color effectively,
you generally need to
use moere of it.

Scarlett Florence is my daughter’s namme.
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A light, airy typeface with lots of letterspacing and linespacing creates a
very light color (and texture). A bold sans serif, tightly packed, creates a
dark color (with a different texture). This is a particularly useful contrast
to employ on those text-heavy pages where there are no graphics.

A gray, text-only page can be very dull to look at and uninviting to read.
It can also create confusion: in the example below, are these two stories
related to each other?

—

Ladle Rat Rotten Hut

Wants pawn term, dare worsted ladle
gull hoe hift wetter murder inner ladle
cordage, honor wtch offer lodge, dock
florst. Disk ladle gull orphan worry
rar cluck wetter ladle rat hut,
rasin pimple colder Ladle

Ladle Rat Rotten Hut's

iy inner florist, an yonder
tenches, dun stopper

LOTquE Wet SIFAINCR

Hoe-cake, murder,” resplendent Ladle
Rat Rotten Hut, an tickle ladle basking
an stittered oft. Honor wrote taror
cordage offer gron-murder, Ladle Rat
Rotten Hut murn
“Wal, wal, watll” set dsk
“Evanescent Ladle Ratr Rotten Hut
Wares are putty ladle gull gonng wizard

anomalous woof
cket woot,

ladle basking
Armc
reproal ladle gull

goring tumor grom-murder's,’

‘Grammar

king

debror pore o1l worming worse Lon
mner ket En inner tlesh, duk ab-
dominal woof lipped honor  ber,
paunched honor pore o1l worming, an
gatbled erupt. Den disk  rarchet
xmmor

konor grom-murder’s nut

-gun, any curdled ope
mnner bet

Inner ladle wile, Ladk
Hut a maft attar cordage, #n ranker
v ball. “Cor sweat hard,”

e Rat Rotten

setter

Ladle Rat Rol

woof, disgracing 1 vene.

Hut entity bet-rum

in-murder’s bet
" crater ladle gull

Iy, "Water bag wer gut! A
nervous sausage bag ice
“Battered lucky chew whitt, sweat

hard,” setter hloat

wetter wicket small honon phase

O Grammar, water bag nowse! A
nervous  sore  suture  anomolous
prognosts

Battered small your whiff, doling,”
wheskered dole woot, ants mouse wone
waddling

At

ipped own pore
ut an garbled erupt

Mural: Yonder nor sorghum-stenches
shut fadle gulls stopper torque wet
strnen.

H Chase

The Comue Looking Glass

Ol Singleton

Singleton stood at the door with his
tace to the hght and his back 10 the
datkness. And alone in the dim
emptines of the sleeping torecastle he
appeared hgger, colossal, very old; old
ume tumself, who should
here mto this place as quiet
her to contemplate with

e short wictory of sleep,
the consoler. Yer he was only a chald ot
1 lonely relic of a devoured and
gencration. He stood, snll
. as ever unthinking; a ready man
with 2 vast empty past and with no
future, with his childlike pnpulbses and
his man's passions already dead within
tus tattooed breast

Joseph Conead

A This is a typical page in a newsletter or other
publication. The monotonous gray does not
attract your eye.
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If you add some “color” to vour heads and subheads with a stronger
weight, or perhaps set a quote, passage, or short story in an obviously
different “color,” then readers are more likely to stop on the page and
actually read it. And that's our point, right?

Besides making the page more inviting to read, this change in color also
helps organize the information. In the example below, it is now clearer
that there are two separate stories on the page.

Old Singlecon

. . Singleton stood at the door

putt mt k A L Lok with his face to the light and his
F ,_v . ‘; ' . ) . back to the darkness. And alone
in the dim emptiness of the
sleeping forecastle he appeared
bigger, colossal, very old. old as
S Father Time himsel), who should

have come there into this place

as quiet as 8 sepulcher to con
H k template with patent eyes the
i . . short victory of sleep, the con-
soler. Yet he was only a child of
ume, a lonely relic of a devoured
and forgatten generation. He
stood, still strong. as aver un
thinking. a ready man with a

vast empty past and with no

tuture. with his chidhke m

Mural: Yonder nor sorghum pulses and his man's passions |

stenches shut ladle gulls stopper ‘
S K torque wet strainers, already dead within his tattooed

breast

A This is the same layout, but with added
“color." Also, look-again at the exarmples

1\ ~aA A\ 3 n -~ - 4+
03—the weighty contrast or

paqge creates a variation in color.
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Below, notice how you can change the color in one typeface, one size,

with minor adjustments.

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an toe
heft-cisterns. Daze worming war furry
wicket an shellfish parsons, spatially
dole stop-murder, hoe dint lack
Center Alley an, infect, word orphan
traitor pore gull mar lichen ammonol
dinner hormone bang,.

4 8 point Nofret Light, 96 leading.

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming

war furry wicket an shellfish

parsons, spatially dole stop-murder,

hoe dint lack Center Alley an,

Center Alley worse jester pore ladle gull hoe

lift wetter stop-murder an toe heft cislerns
Daze worming war furry wicket an
shellfish parsons, spatially dofe slop
nrarder, hoe dint lack Center Alley an

infect, word orphan traitor pore gull

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming
war furry wicket an shellfish
parsons, spatially dole stop-murder,
hoe dint lack Center Alley an,
infect, word orphan traitor pore

Center Alley worse jester
pore ladle gull hoe lift
wetter stop-murder an toe
heft-cisterns. Daze worming
war furry widket an shell-
tish parsons, spatially dole
stop-murder, hoe dint lack

48 point Nofret Light, 12 leading,
extra letterspacing. Notice it has
a lighter color than the example
aloove.

48 point Nofret Light ltalic,
12 leading, extra letterspacing.
This is exactly the same as the
one above, except italic. it has
a different coler and texture.

4 8 point Nofret Regular;
96 leading. This is exactly the
sarme as the first exarnple,
except it is the regular version,
not the light.

4 8 point Nofret Bold, 96 leading.
This is exactly the same as the
first example, except it is the
bold version, not the light.
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C

ONTRAST COLOR

These are just vanilla examples of color, without any of the extra little

manipulations you can use to change the type’s natural color. Most good

type books display a wide variety of typefaces in blocks of text so you

can see the color and texture on the page. An excellent type sp(*(’im(*n

book from a type vendor should show you cach face in a block of text

for color comparisons.

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns.
Daze worming war furry wicket
an shellfish parsons, spatially
dole stop-murder, hoe dint lack
Center Alley an, infect, word

A American Typewriter, 8/10

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns.
Daze worming war furry wicket
an shellfish parsons, spatially
dole stop-murder, hoe dint lack
Center Alley an, infect, word
orphan traitor pore gull mar
lichen ammonol dinner hormone

A Imago, 8/10

Center Alley worse jester pore ladle gull
hoe lift wetter stop-murder an toe heft-
cisterns. Daze worming war furry
wicket an shellfish parsons. spatially
dole stop-murder. hoe dint lack Center
Alley an. infect. word orphan traitor
pore gull mar lichen ammonol dinner

A Photina, 8/10

Center \”L\ worse jester pore ladle ;u”
hoe lift wetter stnp—mur(lcr an toe heft-
cisterns. Daze worming war }‘urry wicket
an shellfish parsons, :patia”‘\' dole stop-
murder, hoe dint lack Center .\”c)‘ an,
in{ud, word nrp}mn traitor pore ;‘u]] mar

]ik"ll&'l] ﬂl]llll(‘ll(‘] (li!]llk‘r ll(ﬂ'l'ﬂﬂnt‘ ])ﬂll;‘.

A Bernhard, 8/10

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns. Daze
worming war furry wicket an
shellfish parsons, spatially dole
stop-murder, hoe dint lack Center
Alley an, infect, word orphan
traitor pore gull mar lichen
ammonol dinner hormone bang.

A Metmphis Medium, 8/10

Center Alley worse jester
pore ladle gull hoe lift
wetter stop-murder an toe
heft-cisterns. Daze worm-
ing war furry wicket an
shellfish parsons, spatially
dole stop-murder, hoe dint

A Eurostile Extended, 8/10
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Combine the contrasts

Don’t be a wimp. Most cffective type layouts take advantage of more than

one of the contrasting possibilities. For instance, if you are combining
two serif faces, each with a different structure, emphasize their differ-
ences by contrasting their form also: if one element is in roman letters, all
caps, set the other in italic, lowercase. Contrast their size, too, and weight;
perhaps even their direction. Take a look at the examples in this section
again—each one uses more than one principle of contrast.

For a wide variety of examples and ideas, take a look through any good
magazine. Notice that every one of the interesting type layouts depends
on the contrasts. Subheads or initial caps emphasize the contrast of size
with the contrast of weight; often, there is also a contrast of structure
(serif vs. sans serif) and form (caps vs. lowercase) as well.

Ity to verbalize what vou see. If you can pnt the dynamics of the relationship
into words, yvou have power over it. When you look at a type combination
that makes yvou twitch because you have an instinctive sense that the

taces don't work together, analyze it with words.

Before trying to find a better solution, you must find the problem. How effective is
their contrast of weight? Size? Structure? To find the problem, try to name
the similaritics—not the differences. What is it about the two faces that
compete with each other? Are they both all caps? Are they both type-
faces with a strong thick/thin contrast in their strokes?

Or perhaps the focus conflicts—is the larger type a light weight and the
smaller type a bold weight, making them fight with each other because
cach one is trying to be more important than the other?

Name the problem, then you can create the solution.
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An exercise in combining contrasts

Here is a fun exercise that 1s casy to do and will help fine-tune your
tvpographic skills. All you need 1s tracing paper, a per or pencil (the little
colorful plastic-tip markers are great for this), and a magazine or two.

Trace any word in the magazine that appeals to you. Now find another
word in the magazine that creates an effective contrast with the one you
just traced. In this exercise, the words are completely irrelevant—you are
looking just at letterforms. Here is an example of a combination of three

faces that 1 traced out of a news magazine:

4 The first word | traced was “hawk.”
Once | did that, | didn’t even have to
lock at any more sans serifs. “Rebate”

aWk has a very different form from “hawk,
market timerbig and | needed something small and

light and with a different structure
as a third face.

Trace the first word, and then make a conscious, verbal decision as to
what vou need to combine with that word. For instance, if the first word
or phrase is some form of sans serif, you know that whatever vou choose
next won't be another sans serif, right? What do yvou need? Put your
choices into conscious thoughts.

Try a few combinations of several words, then try some other projects,
such as a report cover, a short story on one page with an interesting title,
a newsletter masthead, a magazine cover, an announcement, and any-
thing else that may be pertinent to vou. Try some colored pens, also.
Remember, the words don’t have to make any sense at all.

The advantage of tracing from magazines is that you have an abundance
of different typefaces that you probably don't have on your computer. Is

this going to make vou lust after more typefaces? Yes.
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The process

Where do you begin when you start to design or re-design something?

start with the focal point. Decide what it is you want readers to see
first. Unless you have chosen to create a very concordant design, create
vour focal point with strong contrasts.

Group your information into logical groups; decide on the relation-
ships between these groups. Display those relationships with the close-
ness or lack of closeness (proximity) of the groups.

As you arrange the type and graphics on the page, create and maintain
strong alignments. If you sce a strong edge, such as a photograph or
vertical line, strengthen it with the alignments of other text or objects.

Create a repetition, or find items that can have a repetitive connection.
Use a bold typeface or a rule or a dingbat or a spatial arrangement.

Take a look at what is already repeated naturally, and sce if it would be

appropriate to add more strength to it.

Unless you have chosen to create a concordant design, make sure you
have strong contrasts that will attract a reader's eve. Remember—
contrast is contrast. If everything on the page is big and bold and flashy,
then there is no contrast! Whether it is contrasting by being bigger and

bolder or by being smaller and lighter, the point is that it is different and
so your eye is attracted to it.
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AN exercise

Open your local newspaper or telephone book vellow pages. Find any
advertisement that you know (especially with your newly heightened

visual awareness) is not well-designed. You won't have any trouble find-
ing several, I'm sure.

Take a piece of tracing paper and trace the outline of the ad (no fair
making it bigger). Now, moving that piece of tracing paper around, trace
other parts of the ad, but put them where they belong, giving them strong
alighments, putting elements into closer proximity where appropriate,
making sure the focal point is really a focal point. Change the capital
letters into lowercase, make some items bolder, some smaller, some
bigger, get rid of obviously useless junk.

Tip: The neater vou do this, the more impressive the result. If you just
scratch it on, your finished piece won't look any better than the original.

(And that's a trick we always used in my graphic
design classes—whenever you have a client who
insists on his own dorky design and doesn't want
to think seriously about your more sophisticated
work, make vour rendering of his design a little
messy. Spill some coffee on it, let the edges get
raggedy, smear the pencil around. don't line things
up, etc. For the designs that you know are much
better, do them brilliantly clean and neat on ex-
cellent paper, mount them onto illustration board,
cover them with a protective flap, etc. Most of the
time the client will think lo and behold your work
really does look better than his original concept
and since he is a VIP* (which you are no longer)
he won't be able to pinpoint why his doesn’t look
so good anymore. His impression is that yours
looks better. And don't yvou dare tell anybody |

told vou this.)

*VIP: visually illiterate person
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Answers: QUiz #1 (page o8

Remove the border to open up space. Beginners tend to put borders around every-
thing. Stop it! Let it breathe. Don't contain it so tightly!

Proximity:

The headings are too far away from their related items: nove them closer.
There are double Returns above and below the headings: take ont all double
Retarns, but add a little extra space above the headings so they are more closely connected
to the following material they belong with.

Separate personal info from résumé ttems with a little extra space.

Alignment:

Text is cenlered and flush left, and second lines of text return all the way to
the left edge: create a strong flush left alignment—all heads align witl each other, all bullets
align, all text aligns, second lines of text align with first lines.

Repetition:

There is already a repetition of the hyphen: strengthen that repetition by making
it a more inferesting bullet and using it in front of every appropriate itent.

There is already a repetition in the headings: strengthen that repetition by making
the headings strong and black.

The strong black impression in the bullets now repeats and reinforces the strong black

int the headings.

Contrast:

There isn't any: use a strong, bold face for contrast of heads, including “Résimé” (1o be
consislent, or repelitive); add contrast with the strong bullets.

By the way: all the numbers in the new version are a point size smaller so
they don't call undue attention to themselves.

Answers: QUiz #2 (g o)

Different typefaces: There are four different sans serifs (Helvetica, Avant
Garde, Optima, and Formata Bold). There are two serif faces (Aachen Bold and
New Century Schoolbook). Choose wo of those: one nice strong bold (such as
the Aachen Bold) and one sans serif

Different alignments: Oh my gawd. Some clements are flush left, some are
centered, some are centered in the middle of empty space, some have no
connection or alignment with anything else in the world.

strong line: [he graphic image of tiles could provide a strong line against
which to align other elements

Lack of proximity: Group the information. You know swhat should be
grouped together.

Lack of focal point: Scveral items are competing for attention. Choose one.
Lack of repetitive elements: How about taking those bullets and making
them stronger, including the bullet between tile and linoleum. Perhaps use a
square bullet, to repeat the square tile. Repeat the bold face in the large phone
number, since this is a phone book ad.

Remove the border inside the border. Use square corners on the remaining
border to reinforce the square corners of the tile and to keep the edges clean
TAKE OFF THE CAPS LOCK!!!

The example on the next page is only one of many possibilities!
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Answers: QUiz #6 (pogc 124

Fancy Perfume: Conflict. There are too many similarities: they are both all

caps; they are both about the same size; they are both
“frufru” typefaces (kind of fancy); they are similar in weight.

Dogfood: Contrast. There is a strong contrast of size, of color, of form

(both caps vs. lowercase and roman vs. italic), of weight, and
of structure (although neither typeface has a definite thick/
thin contrast in their strokes, the two faces are definitely built
out of very different materials).

My Mother: Conflict. Although there is a contrast of form in the caps vs.

lowercase, there are too many other similarities that conflict.
The two faces are the same size, very similar weight, the same
structure, and the same roman form. This is a twitcher.

Funny Farm: Conflict. There is potential here, but the differences need to

be strengthened. There is a contrast of form in the caps vs.
lowercase, and also in the extended face vs. the regular face.
There is a slight contrast of structure in that one face has a
gentle thick/thin transition and the other has monoweight,
extended letters. Can yvou put your finger on the biggest
problem? (Think a minute.) What is the focus here? “Health
Insurance” is trying to be the focus by being larger, but it
uses a light weight face. “Funny Farm” is trying to be the
focus, even though it's smaller, by using all caps and bold.
You have to decide which one is the boss and emphasize one
of the concepts, either "Funny Farm” or “Health Insurance.”

Let's Dance: Contrast. Even though they are exactly the same size

and from the same family (the Formata family), the other
contrasts are strong: weight, form (roman vs. ilalic and caps
vs. lowercase), structure (from the weight contrasts), color
(though both are black, the weight of “dance” gives it a
darker color).

Answers: QUiz #7 (uc 125

L.

o

4

(o))

Don't. Two scripts will conflict with each other because they usually have
the same form.

Don't. Tvpefaces from the same category have the same structure.

Don't. They will fight with cach other. Decide what is the most important.
and emphasize that item.

Don‘t. Most scripts and italics have the same form—slanted and flowing.
Do. You instantly have a strong contrast of structure and color

Do. You instantly have a contrast of structure and color.

Don't. Iwo fancy faces will usually conflict because their fancy features
both compete for attention. '

Don’t. Your purpose in putting type on a page is usually to communicalte.
Never forget that.

Do.

Do. The basic law of breaking the rules is to know what the rules are in
the first place. If you can justify breaking the rules—and the result works—

g0 ahead!
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There are hundreds of books available on all aspects of design and
typography. The ones listed on these two pages are just the ones that |
happen to like best, which doesn’'t mean the others are not also wonder-
ful books. If you want more books on any field in the graphic arts, I

highly recommend you join this book club:

Graphic Design Book Club
1507 Dana Avenue
Cincinnati, OH 45207 515.531.8250

Magazines

These magazines are indispensable. Everyone should have them and read them
cover to cover. Tell them [ sent you

Technique Magazine
10 Post Office Square, Suite 600 S
Boston, MA 02109-4616
) )

617.422.8650 phont

617.423.4426 fax
This great magazine is a series of short, crisp articles on every aspect of design
\'(‘I'}' \,11('@“( l!u\‘,—'f easy (o Zu:lu\'. nd recreate Anv computer, any progr 1M
BEFORE& After: How: to design cool stuff
1830 Sierra Gardens Drive, Suit
Roseville, CA 95661

916.784.3880 phont

916.784.3995 |
Although this little magazine focuses primarily on PageMaker
every issue contains s ch g S 1CS121N Wlsdom dl 1strate ) Cl¢

that | recommend it 10 ¢ ( €SS (¢ ¢ progi
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Typefaces

in this book

There are 103 fonts, or typefaces, in this book. Now, when someone

(especially a font vendor) tells you there are 103 fonts, they are including

all the variations of one font—the regular version is a font, the italic is

another, the bold is another, etc. Since vou are (or were) a non-designer,

I thought you might be interested in knowing exactly which fonts were

used in this book. I also thought about telling you the page numbers

where you'd find each font, but I do think the process of identifying

them is a valuable process—it forces you to look very closely at the type.

So here is a list, each font in I4-point type. I did put the faces into

categories for you, which gives you a good start. Have fun!

Primary faces

Main body text:

Chapter titles:

Main headlines:

Chapter numbers:

Callouts:

Nofret Light, 10/14 (which means 10-point type
with 14-point leading), 8% extra letterspace.
From Adobe

Nofret Medium, 60/60

Antique Olive Black, from Lintotype-Hell
Antique Olive Nord, 200/160, 15% black

Langer, designed by Paul Lang, from Nonotype

Cover: Glasgow, from Epiphany Design Studio
Oldstyle
Bookman \ppl

‘ 3(‘1‘1‘] l‘l a 1‘(1

Cochin, ftalic, Bold, Bold Italic

Garamond Light, Book,
Bold, Ultra

Goudy, Italic
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Egyptian, &o
element, 12
em, as paragraph indent, 57
excercises
combining contrasts, 126
redesign poster, 150
redesign ads, 129, 130
expanded type, 9|
extended text, 12
type good for, 84, 86
type not good for, 85
eye, eye flow
defined, 12
examples of, 16, 17
open, 151

flush left, 52

flush right, 52
focal point, 120
form contrast, 108

Gottschall, Edward, 10

gray page
what 1o do about it, 103, 118

hang from a clothesline, 16
hitchhiking, ¢35

idea file, 71
inspiration
how o get il, 70, 71
invisible type, 84
italic, 110
true-drawn vs. slanted, 110

Joshua tree, |5
justified,
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letterhead, 138

left alignment
impression of, 30

Life
accenting your clothes, 52
dynamic relationships in, 75
malching paint, 62
rules of, 58

line, drawn, (2

Lubalin, Herb, 10

The Mac is not a typewriter, 70
Melville, Herman, 80

modern type examples, 85
monoweight, &7

morgue, 71

newsletter
masthead example, 18
repetilion in, 46

oblique, 110

oldstyle type examples, &
open book, open mouth, 51
open eyes, 151

paragraphs
first p. not indented, 57
The PC is not a typewriter, 70
phone book ads, 60, 69, 155
power, 5
proximity
basic principle of, 14, 15
review of principle, 64
summary of, 26



quizzes
answers to, 132-154
categories of type, 91
contrast or conflict, 124
design principles, 68
dos and don'ts, 125
my philosophy on, 131
redesign this ad, 69
serifs, 93
thick/thin transitions, 92

radical thick/thin transition, 85

ragged right, 52
adjust ends of lines, 37
repetition
basic principle of, 14, 43
review of principle, 66
summary, 52
report cover
transformation of, 63-67
roman, 110
rule (drawn), 12
rules, breaking them, -1
Rules of Life, 65

sans serif type examples, &7
Santa Fe Mac User Group, 59
sayers, Dorothy L., 109
script type examples, 5¢
serifs
horizontal and thick (slab), 86
horizontal, thin, 85
illustration of, 84
none (sans), 87
quiz on, 93
slanted, 84
size contrast, 96-99
slab serif type examples, 4o
stress, &4
structure
basic principle of, 10:4
contrast of, 104-107
swap file, 71
symbols
use dramatically, 99

I N D

tests. See quizzes
text, 12

extended, 12

size of, 20
thick/thin transitions, 54

little or none, 86

modecrate, 84

quiz on, 92

radical, 85

slight in sans serif, 88
tracing paper

using to sketch ideas, 69
true-drawn italic, 110
Tschichold, Jan, ¢
type

dynamic relationships in, 75

VIP, 71, 129

E X

visually illiterate person, 71, 129

weight contrast, 100
White, Jan V., 117
white space, 12
organization of, 17
trapped
defined, 12
examples of, 22, 40
solutions for, 40
wimp
don’'t be one, 53, 63

wingDings, 12

x-height, o

Zapf Dingbats,
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concise style of writing
has made her popular with
hundreds of thousands

of readers worldwide.

She has a knack for taking
technical or esoteric
information and making

it easily accessible.

Robin has taught traditional
and electronic design for
over twelve years, and this
slim volume is a distilled
version of what she has
seen to be the most
commaon pitfalls of

mast beginners’ work.
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DESIGN

* Do you want to make your printed pages look
better, but don’t know how?

* Can you tell that someone else’s pages loak
better than yours, but don’t know why?

* Do you want to learn more about design,
but don’t have the time or desire to actually
study it?

Then this book is for you.

TYPQGRAPHY

* Do you want to put more than one typeface
on the page, but aren’t sure if the combination
loaks right?

* Do you want the type on your page
to be more dynamic?

* Do you want people to read
what you create?

Then this book is for you.

“If you follow the basic principles in this book, | guarantee that
your work will look more professional, organized, unified, and

interesting. And you will feel empowered!” —Robin Williams
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