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More	matter	is	being	printed	and	published	today	than	ever	before,	and	every
publisher	of	an	advertisement,	pamphlet,	or	book	expects	his	material	to	be	read.
Publishers	and,	even	more	so,	readers	want	what	is	important	to	be	clearly	laid
out.	They	will	not	read	anything	that	is	troublesome	to	read,	but	are	pleased	with
what	looks	clear	and	well	arranged,	for	it	will	make	their	task	of	understanding
easier.	For	this	reason,	the	important	part	must	stand	out	and	the	unimportant

must	be	subdued	.	.	.	.
	
The	technique	of	modern	typography	must	also	adapt	 itself	 to	 the	speed	of	our
times.	Today,	we	cannot	spend	as	much	time	on	a	letter	heading	or	other	piece	of
jobbing	as	was	possible	even	in	the	nineties.
	Jan	Tschichold	1935
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Is	this	book	for	you?

	

This	book	 is	written	 for	all	 the	people	who	need	 to	design	pages,	but	have	no
background	 or	 formal	 training	 in	 design.	 I	 don’t	 mean	 just	 those	 who	 are
designing	 fancy	 packaging	 or	 lengthy	 brochures—I	mean	 the	 assistants	whose
bosses	 now	 tell	 them	 to	 design	 the	 newsletters,	 church	 volunteers	 who	 are
providing	 information	 to	 their	 congregations,	 small	 business	 owners	 who	 are
creating	 their	 own	 advertising,	 students	 who	 understand	 that	 a	 better-looking
paper	 often	 means	 a	 better	 grade,	 professionals	 who	 realize	 that	 an	 attractive
presentation	 garners	 greater	 respect,	 teachers	 who	 have	 learned	 that	 students
respond	more	positively	to	information	that	is	well	laid	out,	statisticians	who	see
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	 interest	 to	 study	 design	 and
typography,	but	would	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
to	do	to	fix	it.	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	you	 fix	 it?	Once	you	 recognize	 the
concepts,	you	will	notice	whether	or	not	they	have	been	applied	to	your	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.	I	do
not	pretend	you	will	automatically	become	a	brilliant	designer	after	you	read	this
little	book.	But	I	do	guarantee	you	will	never	again	look	at	a	page	in	the	same
way.	I	guarantee	if	you	follow	these	basic	principles,	your	work	will	look	more
professional,	organized,	unified,	and	interesting.	And	you	will	feel	empowered.
	With	a	smile,
	

	



Design	Principles
	



1.	The	Joshua	Tree	Epiphany

	

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	having	power	over	them.
	Many	years	ago	I	received	a	tree	identification	book	for	Christmas.	I	was	at	my
parents’	home,	and	after	 all	 the	gifts	had	been	opened	 I	decided	 to	go	out	 and
identify	the	trees	in	the	neighborhood.	Before	I	went	out,	I	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	myself,	“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	 in	 a	 cul-de-sac	 of	 six
homes.	Four	of	 those	homes	had	Joshua	 trees	 in	 the	front	yards.	 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	before!	Once	I	was	conscious
of	 the	 tree—once	 I	 could	 name	 it—I	 saw	 it	 everywhere.	Which	 is	 exactly	my
point:	Once	you	can	name	something,	you’re	conscious	of	 it.	You	have	power
over	it.	You	own	it.	You’re	in	control.
	So	now	you’re	going	 to	 learn	 the	names	of	several	design	principles.	And	you



are	going	to	be	in	control	of	your	pages.
	

	

	

	

	



	
	
The	four	basic	principles

	
The	following	is	a	brief	overview	of	the	basic	principles	of	design	that	appear	in
every	 well-designed	 piece	 of	 work.	 Although	 I	 discuss	 each	 one	 of	 these
principles	 separately,	 keep	 in	mind	 they	 are	 really	 interconnected.	 Rarely	will
you	apply	only	one	principle.
		

Contrast
	The	 idea	 behind	 contrast	 is	 to	 avoid	 elements	 on	 the	 page	 that	 are
merely	similar.	If	the	elements	(type,	color,	size,	line	thickness,	shape,
space,	etc.)	are	not	the	same,	then	make	them	very	different.	Contrast
is	 often	 the	 most	 important	 visual	 attraction	 on	 a	 page—it’s	 what
makes	a	reader	look	at	the	page	in	the	first	place.
	Repetition
	Repeat	 visual	 elements	 of	 the	 design	 throughout	 the	 piece.	 You	 can
repeat	 colors,	 shapes,	 textures,	 spatial	 relationships,	 line	 thicknesses,
fonts,	sizes,	graphic	concepts,	etc.	This	develops	the	organization	and
strengthens	the	unity.
	Alignment
	Nothing	 should	 be	 placed	 on	 the	 page	 arbitrarily.	 Every	 element
should	have	some	visual	connection	with	another	element	on	the	page.
This	creates	a	clean,	sophisticated,	fresh	look.
	Proximity
	Items	 relating	 to	 each	other	 should	be	grouped	 close	 together.	When
several	 items	 are	 in	 close	 proximity	 to	 each	 other,	 they	 become	 one
visual	 unit	 rather	 than	 several	 separate	 units.	 This	 helps	 organize
information,	reduces	clutter,	and	gives	the	reader	a	clear	structure.
		

	
	
Umm	.	.	.



	
When	 gathering	 these	 four	 principles	 from	 the	 vast	 maze	 of	 design	 theory,	 I
thought	 there	must	 be	 some	 appropriate	 and	memorable	 acronym	within	 these
conceptual	 ideas	 that	 would	 help	 people	 remember	 them.	Well,	 uh,	 there	 is	 a
memorable—but	rather	inappropriate—acronym.	Sorry.
	

	

	



2.	Proximity

	

Very	often	in	the	work	of	new	designers,	the	words	and	phrases	and	graphics	are
strung	out	all	over	the	place,	filling	corners	and	taking	up	lots	of	room	so	there
won’t	 be	 any	 empty	 space.	 There	 seems	 to	 be	 a	 fear	 of	 empty	 space.	When
pieces	of	a	design	are	scattered	all	over,	 the	page	appears	unorganized	and	 the
information	may	not	be	instantly	accessible	to	the	reader.

	
Robin’s	 Principle	 of	 Proximity	 states	 that	 you	 group	 related	 items	 together,
move	 them	physically	 close	 to	 each	other	 so	 the	 related	 items	are	 seen	as	one
cohesive	group	rather	than	a	bunch	of	unrelated	bits.
	Items	or	groups	of	information	that	are	not	related	to	each	other	should	not	be	in
close	 proximity	 (nearness)	 to	 the	 other	 elements,	 which	 gives	 the	 reader	 an
instant	visual	clue	to	the	organization	and	content	of	the	page.

	
A	very	simple	example	illustrates	this	concept.	In	the	list	below,	on	the	left	side,
what	do	you	assume	about	all	those	flowers?	Probably	that	they	have	something
in	common,	right?	In	 the	list	below-right,	what	do	you	assume?	It	appears	 that
the	last	four	flowers	are	somehow	different	from	the	others.	You	understand	this
instantly.	And	you	understand	 it	without	even	being	conscious	of	 it.	You	know
the	 last	 four	 flowers	 are	 somehow	 different	 because	 they	 are	 physically
separated	 from	the	rest	of	 the	 list.	That’s	 the	concept	of	proximity—on	a	page
(as	in	life),	physical	closeness	implies	a	relationship.
	



	

	
	

	
	

	
	

	
Take	a	look	at	this	typical	business	card	layout,	below.	How	many	separate
elements	do	you	see	in	that	small	space?	That	is,	how	many	times	does	your
eye	stop	to	look	at	something?
		

	
Does	your	eye	stop	five	times?	Of	course—there	are	five	separate	items	on	this
little	card.
	Where	 do	 you	 begin	 reading?	 In	 the	middle,	 probably,	 because	 that	 phrase	 is
boldest.

	
What	do	you	read	next—left	to	right	(because	it’s	in	English)?
	What	happens	when	you	get	to	the	bottom-right	corner,	where	does	your	eye	go?

	
Do	you	wander	around	making	sure	you	didn’t	miss	any	corners?
	And	what	if	I	confuse	the	issue	even	further:
	



	
Now	that	 there	are	 two	bold	phrases,	where	do	you	begin?	Do	you	start	 in	 the
upper	left?	Do	you	start	in	the	center?

	
After	you	read	those	two	items,	where	do	you	go?	Perhaps	you	bounce	back	and
forth	between	the	words	in	bold,	nervously	trying	to	also	catch	the	words	in	the
corners.
	Do	you	know	when	you’re	finished?

	
Does	your	friend	follow	the	same	pattern	you	did?
	

	
	

	
	

	
	
When	several	items	are	in	close	proximity	to	each	other,	they	become	one
visual	unit	rather	than	several	separate	units.	As	in	life,	the	proximity,	or
the	closeness,	implies	a	relationship.

	
By	grouping	similar	elements	into	one	unit,	several	things	instantly	happen:
The	page	becomes	more	organized.	You	understand	where	to	begin	reading
the	message,	and	you	know	when	you	are	finished.	And	the	“white	space”
(the	 space	 around	 the	 letters)	 automatically	 becomes	 more	 organized	 as
well.
		

A	problem	with	the	previous	card	is	that	not	one	of	the	items	on	the	card	seems
related	to	any	other	item.	It	is	not	clear	where	you	should	begin	reading	the	card,



and	it	is	not	clear	when	you	are	finished.
	If	 I	do	one	 thing	 to	 this	business	card—if	 I	group	related	elements	 together,
into	closer	proximity—see	what	happens:

	
Now	 is	 there	any	question	about	where	you	begin	 to	 read	 the	card?	Where	do
your	eyes	go	next?	Do	you	know	when	you’re	finished?
	With	that	one	simple	concept,	this	card	is	now	organized	both	intellectually	and
visually.	And	thus	it	communicates	more	clearly.
	

	
	

	
	

	
	

	
Shown	 below	 is	 a	 typical	 newsletter	 flag	 (sometimes	 called	 masthead).
How	 many	 separate	 elements	 are	 in	 this	 piece?	 Does	 any	 item	 of
information	seem	related	to	any	other,	judging	from	the	placement?
		

Take	a	moment	to	decide	which	items	should	be	grouped	into	closer	proximity
and	which	should	be	separated.
	



	

	
The	 two	 items	on	 the	 top	 left	 are	 in	 close	proximity	 to	 each	other,	 implying	a
relationship.	But	 should	 these	 two	have	 a	 relationship?	 Is	 it	 the	Society	 that’s
amusing	and	peculiar,	or	“The	Shakespeare	Papers”?
	How	about	 the	volume	number	 and	date?	They	 should	be	 close	 together	 since
they	both	identify	this	particular	issue.

	
In	the	example	below,	the	proper	relationships	have	been	established.
	

	
Notice	I	did	a	couple	of	other	things	along	the	way:
	 I	changed	everything	from	all	caps	to	lowercase	with	appropriate	capitals,

which	gave	me	room	to	make	the	title	bigger	and	stronger.
	 I	changed	the	corners	from	rounded	to	straight,	giving	the	piece	a	cleaner,

stronger	look.
	 I	enlarged	the	swan	and	overlapped	the	edge	with	it.	Don’t	be	a	wimp.
	 Because	the	text	is	going	to	drop	out	of	the	dark	background,	I	changed	the

small	font	to	Trebuchet	so	it	wouldn’t	fall	apart	when	printed.
	

	
	

	
	

	
	
When	you	create	a	flyer,	a	brochure,	a	newsletter,	or	whatever,	you	already



know	which	pieces	of	information	are	logically	connected,	you	know	which
information	should	be	emphasized	and	what	can	be	de-emphasized.	Express
that	information	graphically	by	grouping	it.
		

	
Obviously,	 this	 list	 needs	 some	 formatting	 to	make	 it	 understandable.	 But	 the
biggest	 problem	with	 this	 list	 is	 that	 everything	 is	 close	 to	 everything	 else,	 so
there	is	no	way	to	see	the	relationships	or	the	organization.
	



	
The	same	list	has	been	visually	separated	into	groups.	I’m	sure	you	already	do
this	automatically—I’m	just	suggesting	that	you	now	do	it	consciously	and	thus
with	more	strength.
	Notice	I	added	some	contrast	to	the	headlines	and	repeated	that	contrast.
	

	
	

	
	

	
	

	
Sometimes	when	 grouping	 items	 into	 close	 proximity,	 you	 need	 to	make
some	 changes,	 such	 as	 in	 the	 size	 or	 weight	 or	 placement	 of	 text	 or
graphics.	Body	copy	(the	main	bulk	of	reading	text)	does	not	have	to	be	12



point!	 Information	 that	 is	 subsidiary	 to	 the	 main	 message,	 such	 as	 the
volume	number	 and	year	 of	 a	 newsletter,	 can	often	be	 as	 small	 as	 7	or	 8
point.
		

	

	
Not	only	is	this	page	visually	boring	(nothing	pulls	your	eyes	in	to	the	body	copy
to	take	a	look),	but	it	is	difficult	to	find	the	information—exactly	what	is	going
on,	 where	 is	 it	 happening,	 what	 time	 is	 it	 at,	 etc.	 It	 doesn’t	 help	 that	 the
information	is	presented	inconsistently.

	
For	instance,	how	many	readings	are	in	the	series?
	

	
	



	
	

	
	
The	 idea	 of	 proximity	 doesn’t	mean	 that	 everything	 is	 closer	 together;	 it
means	elements	that	are	intellectually	connected,	those	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.
		

	



	
How	many	readings	are	in	the	series?

	
First	 I	 intellectually	grouped	 the	 information	 together	 (in	my	head	or	 sketched
onto	 paper),	 then	 physically	 set	 the	 text	 in	 groups	 on	 the	 page.	 Notice	 the
spacing	between	the	three	readings	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	readings,	even	if	you	can’t	see	it	clearly.
	

	
	

	
	

	
	
Below	you	see	a	similar	example	to	the	one	on	the	previous	page.	Glance	at
it	quickly—now	what	do	you	assume	about	the	three	readings?
	And	why	exactly	do	you	assume	one	reading	is	different	from	the	others?
Because	one	 is	 separate	 from	 the	others.	You	 instantly	know	 that	event	 is
somehow	different	because	of	the	spatial	relationships.
		



	
It’s	really	amazing	how	much	information	we	get	from	a	quick	glance	at	a	page.
Thus	 it	 becomes	 your	 responsibility	 to	make	 sure	 the	 reader	 gets	 the	 correct
information.
	

	
	

	
	

	
	
The	 designer’s	 intention	with	 this	 dance	 postcard	was	 probably	 to	 create



something	 fun	 and	 energetic,	 but	 at	 first	 glance,	 can	 you	 tell	 when	 and
where	the	classes	are	happening?
		

	
By	 using	 the	 principle	 of	 proximity	 to	 organize	 the	 information	 (as	 shown
below),	 we	 can	 communicate	 immediately	 who,	 what,	 when,	 and	 where.	 We
don’t	run	the	risk	of	losing	potential	customers	because	they	give	up	searching
through	the	vast	field	of	slanted	text.
	Don’t	 feel	 like	you	have	 to	 somehow	portray	 “dancing”	 (in	 this	 case)	 through
your	 design.	 At	 this	 point,	 if	 your	 choice	 is	 between	 clear	 communication	 or
amateur	design,	choose	clear	communication.	Upgrading	your	design	skills	is	a
gradual	process	and	begins	with	clear	communication.
	

	

	
	



	
	

	
	

	
You’re	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.
		

	



	
The	person	who	designed	this	mini-poster	typed	two	Returns	after	each	headline
and	 paragraph.	 Thus	 the	 headlines	 are	 each	 the	 same	 distance	 from	 the	 body
copy	 above	 and	 below,	 making	 the	 heads	 and	 body	 copy	 pieces	 appear	 as
separate,	 unconnected	 items.	You	 can’t	 tell	 if	 the	 headline	 belongs	 to	 the	 text
above	it	or	below	it	because	the	distances	are	the	same.

	
There	 is	 lots	of	white	space	available	here,	but	 it’s	all	broken	up.	And	 there	 is
white	space	where	it	doesn’t	belong,	like	between	the	headlines	and	their	related
texts.	 When	 white	 space	 is	 “trapped”	 like	 this,	 it	 tends	 to	 visually	 push	 the
elements	apart.
	

	
	

	
	

	
	
Group	the	items	that	have	relationships.	If	there	are	areas	on	the	page	where
the	 organization	 is	 not	 perfectly	 clear,	 see	 if	 items	 are	 in	 proximity	 that
shouldn’t	be.	Use	the	simple	design	feature	of	space	to	make	the	page	not
only	more	organized,	but	nicer	to	look	at.
		



	

	
If	I	do	just	one	thing	to	this	piece,	if	I	move	the	headlines	closer	to	their	related
paragraphs	of	text,	several	things	happen:
	 The	organization	is	clearer.
	 The	white	space	is	not	trapped	within	elements.



	 There	appears	to	be	more	room	on	the	page.
	I	also	put	the	phone	and	email	address	on	separate	lines—but	grouped	together
and	separated—so	they’ll	stand	out	as	important	information.

	
And	 you	 probably	 noticed	 that	 I	 changed	 the	 centered	 alignment	 to	 flush	 left
(that’s	 the	 principle	 of	 alignment,	 as	 explained	 in	 the	 next	 chapter),	 which
created	more	room	so	I	could	enlarge	the	graphic.
	

	
	

	
	

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



	

	
Lest	 you	 think	 no	menu	 could	 be	 this	 bad,	 know	 that	 I	 took	 it	 right	 out	 of	 a
restaurant.	Really.	The	biggest	problem,	of	course,	is	that	all	 the	information	is
one	big	chunk.

	



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.
You	have	a	computer—try	lots	of	options.	Learn	how	to	format	a	page	in	your
software.
	

	
	

	
	

	
	
In	 the	example	below,	I	put	more	space	between	the	separate	menu	items.
Of	course,	one	should	almost	never	use	all	caps	because	they	are	so	hard	to
read,	so	I	changed	it	to	caps	and	lowercase.	And	I	made	the	type	a	couple	of
point	sizes	smaller,	both	of	which	gave	me	a	lot	more	room	to	work	with	so
I	could	put	more	space	between	the	elements.
		



	



	
The	 biggest	 problem	 with	 the	 original	 menu	 is	 that	 there	 is	 no	 separation	 of
information.	In	your	software,	learn	how	to	format	so	you	can	make	exactly	the
amount	of	space	you	need	before	and	after	each	element.

	
The	original	 text	 in	all	caps	took	up	all	 the	space	so	there	was	no	extra,	blank,
“white”	 space	 to	 rest	your	 eyes.	The	more	 text	you	have,	 the	 less	you	can	get
away	with	all	caps.	And	it’s	okay	to	set	the	type	smaller	than	12	point!	Really!
	

	
	

	
	

	
	
In	the	example	on	the	previous	page,	we	still	have	a	little	bit	of	a	problem
separating	 the	 “Starters”	 and	 the	 “Entrees.”	 Let’s	 indent	 each	 section—
watch	how	the	extra	space	defines	these	two	groups	even	further,	yet	clearly
communicates	 that	 they	 are	 still	 similar	 groups.	 (I	 enlarged	 the	 size	 of
“Starters”	and	“Entrees”	also,	which	is	the	principle	of	Contrast.)

	



	
We	 really	 don’t	 have	 enough	 room	 to	 add	 more	 space	 before	 “Starters”	 and
“Entrees,”	but	we	do	have	room	to	make	an	indent.	That	extra	space	under	the
heading	helps	to	separate	these	two	groups	of	information.	It’s	all	about	space.



	
	

	
	

	
	

	
Rarely	 is	 the	principle	of	proximity	 the	only	 answer	 to	 a	page.	The	other
three	principles	are	intrinsic	to	the	design	process	and	you	will	usually	find
yourself	using	all	four.	But	take	them	one	at	a	time—start	with	proximity.	In
the	example	below,	you	can	imagine	how	all	of	the	other	principles	would
mean	nothing	if	I	didn’t	first	apply	the	appropriate	spacing.
		



	

	



I	chose	a	more	interesting	typeface	than	Times	New	Roman—that’s	easy	to	do.	I
experimented	with	indenting	the	descriptions	of	the	menu	items,	which	helped	to
clarify	each	item	a	little	further.

	
It	bothered	me	that	the	prices	of	the	items	were	tucked	into	the	text	(with	dorky
hyphens),	so	I	aligned	them	all	out	on	the	right	where	they	are	easily	visible	and
consistently	arranged.	That’s	the	principle	of	alignment,	which	is	coming	right
up	in	a	couple	of	pages.
	

	
	

	
	

	
	
The	simple	principle	of	proximity	can	make	web	pages	easier	 to	navigate
by	collecting	information	into	logical	groups.	Check	any	web	site	that	you
feel	is	easy	to	get	around	in—you’ll	find	information	grouped	into	logical
clumps.
		

	



	
The	 information	on	 this	page	 is	muddled.	Look	at	 the	 site	 links	 just	under	 the
title.	Are	they	all	equal	in	importance?	In	the	arrangement	above,	they	appear	to
be	equal	in	importance—but	realistically	they’re	not.
	

	
	

	
	

	
	
I	 have	 to	 repeat	 myself:	 Intellectually,	 you	 already	 know	 how	 to	 use
proximity.	You	already	know	how	to	collect	pieces	of	information	into	their
appropriate	groups.	All	you	need	 to	do	 is	 transfer	 that	 skill	 to	 the	printed
page.	Use	space	to	define	groups	of	elements.
		

	
I	 moved	 all	 the	 site	 links	 into	 one	 column	 to	 show	 their	 relationships	 to	 one
another.



	I	set	the	quotation	farther	away	from	the	main	body	copy	since	it‘s	not	directly
related.

	
I	 also	 used	 the	 principle	 of	 alignment	 (discussed	 next,	 in	 Chapter	 3):	 I	 used
flush-left	alignment	and	made	sure	each	element	lined	up	with	something	else.
	

	
	
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	 you	 follow;	where	 do	you	 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)
white	space	(designers’	favorite	thing).
	

	
	
How	to	get	it

	
Squint	your	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	 piece),	 see	 which	 of	 the
separate	elements	can	be	grouped	together	into	closer	proximity	to	become	one



visual	unit.
	

	
	
What	to	avoid

	
Don’t	stick	things	in	the	corners	or	in	the	middle	just	because	the	space	is	empty.

	
Avoid	too	many	separate	elements	on	a	page.
	Avoid	leaving	equal	amounts	of	white	space	between	elements	unless	each	group
is	part	of	a	subset.

	
Avoid	 even	 a	 split	 second	 of	 confusion	 over	 whether	 a	 headline,	 subhead,
caption,	 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.
	



3.	Alignment

	

New	designers	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	counter,	a	pot	 in	 the	sink,	a	spill	on	 the	floor.	 It	doesn’t
take	much	to	clean	up	the	slightly	messy	kitchen,	just	as	it	doesn’t	take	much	to
clean	up	a	slighty	messy	design	that	has	weak	alignments.

	
Robin’s	Principle	of	Alignment	states,	“Nothing	should	be	placed	on	the	page
arbitrarily.	Every	item	should	have	a	visual	connection	with	something	else
on	the	page.”	The	principle	of	alignment	forces	you	to	be	conscious—no	longer
can	you	just	throw	things	on	the	page	and	see	where	they	stick.
	When	items	are	aligned	on	the	page,	the	result	is	a	stronger	cohesive	unit.	Even
when	 aligned	 elements	 are	 physically	 separated	 from	 each	 other,	 there	 is	 an
invisible	line	that	connects	them,	both	in	your	eye	and	in	your	mind.	Although
you	might	have	separated	certain	elements	to	indicate	their	relationships	(using
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.
	

	
	

	
	

	
	
Take	a	look	at	this	business	card,	the	same	one	you	saw	in	the	last	chapter.
Part	of	its	problem	is	that	nothing	is	aligned	with	anything	else.	In	this	little
space,	 there	 are	 elements	with	 three	 different	 alignments:	 flush	 left,	 flush
right,	 and	 centered.	 The	 two	 groups	 of	 text	 in	 the	 upper	 corners	 are	 not
lined	up	 along	 the	 same	baseline,	 nor	 are	 they	 aligned	 at	 the	 left	 or	 right
edges	with	 the	 two	groups	at	 the	bottom	of	 the	card	 (which	don’t	 line	up
along	their	baselines,	either).
		



	
The	elements	on	this	card	look	like	they	were	just	thrown	on	and	stuck.	Not	one
of	the	elements	has	any	connection	with	any	other	element	on	the	card.
	Take	a	moment	to	decide	which	of	the	items	above	should	be	grouped	into	closer
proximity,	and	which	should	be	separated.
	

	
By	moving	all	the	elements	over	to	the	right	and	giving	them	one	alignment,	the
information	 is	 instantly	 more	 organized.	 (Of	 course,	 grouping	 the	 related
elements	into	closer	proximity	helped,	too.)
The	 text	 items	 now	 have	 a	 common	 boundary;	 this	 boundary	 connects	 them
together.
	

	
	

	
	

	
	
In	the	example	(repeated	below)	that	you	saw	in	the	proximity	section,	the
text	 is	 also	 aligned—it’s	 aligned	 down	 the	 center.	 A	 centered	 alignment



often	appears	a	bit	weak.	If	text	is	aligned,	instead,	on	the	left	or	the	right,
the	 invisible	 line	 that	 connects	 the	 text	 is	much	 stronger	 because	 it	 has	 a
hard	vertical	edge	to	follow.	This	gives	left-and	right-aligned	text	a	cleaner
and	more	dramatic	look.	Compare	the	two	examples	below,	then	we’ll	talk
about	it	on	the	following	pages.
		

	
This	 example	 has	 a	 nice	 arrangement	with	 the	 text	 items	 grouped	 into	 logical
proximity.	 The	 text	 is	 center-aligned	 over	 itself,	 and	 centered	 on	 the	 page.
Although	this	is	a	legitimate	alignment,	the	edges	are	“soft”;	you	don’t	really	see
the	strength	of	the	line.
	

	
This	has	the	same	logical	arrangement	as	above,	but	it	is	now	right-aligned.	Can



you	see	the	“hard”	edge	on	the	right?
	There	is	a	strong	invisible	line	connecting	the	edges	of	these	two	groups	of	text.
You	can	actually	see	the	edge.	The	strength	of	this	edge	is	what	gives	strength
to	the	layout.
	

	
	

	
	

	
	
Do	 you	 tend	 to	 automatically	 center	 everything?	A	 centered	 alignment	 is
the	 most	 common	 alignment	 that	 beginners	 use—it’s	 very	 safe,	 it	 feels
comfortable.	 A	 centered	 alignment	 creates	 a	 more	 formal	 look,	 a	 more
sedate	 look,	 a	 more	 ordinary	 and	 oftentimes	 downright	 dull	 look.	 Take
notice	 of	 the	 designs	 you	 like.	 I	 guarantee	 most	 designs	 that	 have	 a
sophisticated	 look	are	not	centered.	 I	know	 it’s	difficult,	 as	a	beginner,	 to
break	away	from	a	centered	alignment;	you’ll	have	to	force	yourself	to	do	it
at	first.	But	combine	a	strong	flush	right	or	left	alignment	with	good	use	of
proximity	and	you	will	be	amazed	at	the	change	in	your	work.
		

	
This	is	a	typical	report	cover,	yes?	This	standard	format	presents	a	dull,	almost
amateurish	look,	which	may	influence	someone’s	initial	reaction	to	the	report.



	

	
The	 strong	 flush-left	 alignment	 gives	 the	 report	 cover	 a	 more	 sophisticated
impression.	 Even	 though	 the	 author’s	 name	 is	 far	 from	 the	 title,	 that	 invisible
line	of	the	strong	alignment	connects	the	two	text	blocks.
	

	

	
	

	
	

	
	

	
Stationery	has	so	many	design	options!	But	too	often	it	ends	up	with	a	flat,
centered	 alignment.	 You	 can	 be	 very	 free	 with	 placement	 on	 a	 piece	 of
stationery—but	remember	alignment.
		



	
This	 isn’t	bad,	but	 the	centered	 layout	 is	a	 little	dull,	and	 the	border	closes	 the
space,	making	it	feel	confined.
	



	
A	 flush-left	 alignment	makes	 the	page	a	 little	more	sophisticated.	Limiting	 the
dotted	line	to	the	left	side	opens	the	page	and	emphasizes	the	alignment.
	



	
The	text	is	flush	right,	but	placed	on	the	left	side.	The	letter	you	type	will	have	a
strong	flush	left	to	align	with	the	flush	right	of	this	layout.
	



	
Be	brave!	Be	bold!
	

	
	

	
	

	
	
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.
		



	
Centered.	Really	rather	dull.
	

	
If	you’re	going	to	center	text,	then	at	least	make	it	obvious!
	



	
Experiment	with	uncentering	the	block	of	centered	type.
	

	
If	you’re	going	 to	center	 the	 text,	experiment	with	making	 it	more	dramatic	 in
some	other	way.
	

	
	

	
	



	
	

	
Sometimes	you	can	add	a	bit	of	a	twist	on	the	centered	arrangement,	such
as	centering	 the	 type,	but	setting	 the	block	of	 type	 itself	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.	What	you	don’t	want	to	do
is	set	Times	12-point	with	double	Returns!
		

	
This	 is	 the	 kind	 of	 layout	 that	 gives	 “centered”	 a	 bad	 name:	Boring	 typeface,
type	that	is	too	large,	crowded	text,	double	Returns,	dorky	border.
	



	
A	centered	alignment	needs	extra	care	to	make	it	work.	This	layout	uses	a	classic
typeface	 sized	 fairly	 small	 (relatively),	 more	 space	 between	 the	 lines,	 lots	 of
white	space	around	the	text,	no	border.
	

	
Emphasize	a	tall,	slender	centered	layout	with	a	tall,	slender	piece	of	paper.
	



	
Emphasize	 a	 wide,	 centered	 layout	 with	 a	 wide	 spread.	 Try	 your	 next	 flyer
sideways.
	

	
	

	
	

	
	

	
You’re	accustomed	 to	working	with	 text	alignments.	Until	you	have	more
training,	 stick	 to	 the	 guideline	 of	 using	 one	 text	 alignment	 on	 the	 page:
either	all	text	is	flush	left,	flush	right,	or	centered.
		



	
	

	
	

	
	

	
Occasionally	 you	 can	 get	 away	with	 using	 both	 flush	 right	 and	 flush	 left
text	on	the	same	page,	but	make	sure	you	align	them	in	some	way!
		



	
In	 this	 example,	 the	 title	 and	 the	 subtitle	 are	 flush	 left,	 but	 the	 description	 is
centered.	 There	 is	 no	 common	 alignment	 between	 the	 two	 elements	 of	 text—
they	don’t	have	any	connection	to	each	other.
	



	
Although	these	two	elements	still	have	two	different	alignments	(the	top	is	flush
left	and	the	bottom	is	flush	right),	the	edge	of	the	descriptive	text	below	aligns
with	 the	 right	 edge	 of	 the	 thin	 rule	 above,	 connecting	 the	 elements	 with	 an
invisible	line.
	

	
	

	
	

	
	

	
When	 you	 place	 other	 items	 on	 the	 page,	make	 sure	 each	 one	 has	 some
visual	alignment	with	another	 item	on	 the	page.	 If	 lines	of	 text	are	across
from	 each	 other	 horizontally,	 align	 their	 baselines.	 If	 there	 are	 several
separate	blocks	of	 text,	 align	 their	 left	or	 right	edges.	 If	 there	are	graphic
elements,	align	their	edges	with	other	edges	on	the	page.

	
Nothing	should	be	placed	on	the	page	arbitrarily!
		



	
There	 are	 two	 problems	 here,	 right?	 A	 lack	 of	 proximity	 and	 a	 lack	 of
alignment.
	Even	though	it	may	be	a	boring	ol’	chart,	there	is	no	reason	not	to	make	the	page
look	 as	 nice	 as	 possible	 and	 to	present	 the	 information	 as	 clearly	 as	 possible.
When	information	is	difficult	to	understand,	that’s	when	it	is	the	most	critical	to
present	it	as	clean	and	organized.
	

	
	

	
	

	
	

	
Lack	 of	 alignment	 is	 probably	 the	 biggest	 cause	 of	 unpleasant-looking
documents.	Our	eyes	like	to	see	order;	it	creates	a	calm,	secure	feeling.	Plus
it	helps	to	communicate	the	information.

	
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.
		

	
Simply	lining	up	the	elements	makes	all	the	difference	here.	Notice	not	one	item
is	on	the	page	arbitrarily—every	item	has	some	visual	connection	with	another
item	on	the	page.
	If	I	knew	what	this	chart	was	talking	about,	I	might	choose	to	move	the	box	on
the	 right	 even	 farther	 to	 the	 right,	 away	 from	 the	big	 chart,	 keeping	 their	 tops
aligned.	Or	I	might	move	the	lower	box	farther	away.	I	would	adjust	the	spacing
between	 the	 three	 charts	 according	 to	 their	 intellectual	 relationships	 to	 each
other.
	

	
	

	
	

	
	
A	problem	with	the	publications	of	many	new	designers’	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?
		



	
This	is	a	very	common	sight:	headlines	are	centered,	text	is	flush	left,	paragraph
indents	 are	 “typewriter”	wide	 (that	 is,	 five	 spaces	or	half	 an	 inch,	 as	you	may
have	learned	in	school),	the	illustration	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	around.

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



	Try	this:	Draw	lines	on	this	example	to	see	all	the	different	alignments.
	

	
	

	
	

	
	

	
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	your	 boss
couldn’t	 say	what	made	 the	 difference	 between	 this	 example	 and	 the	 one
before	it,	the	more	sophisticated	look	comes	through	clearly.
		



	
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	to	tell	you	there	is	a	new	paragraph,	but	you	always	know	the	first
one	is	a	new	paragraph.

	
On	a	 typewriter,	an	 indent	was	five	spaces.	With	 the	proportional	 type	you	are
using	on	your	computer,	the	standard	typographic	indent	is	one	em	(an	em	is	as
wide	as	the	point	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	 them	 with	 an	 edge	 and/or	 a
baseline.
	

	
	

	
	

	
	
Even	 a	 piece	 that	 has	 a	 good	 start	 on	 a	 nice	 design	 might	 benefit	 from
subtle	adjustments	in	alignment.	Strong	alignment	is	often	the	missing	key
to	 a	 more	 professional	 look.	 Check	 every	 element	 to	 make	 sure	 it	 has	 a
visual	connection	to	something	else	on	the	page.
		



	
Can	 you	 see	 all	 the	 places	 where	 items	 could	 be	 aligned,	 but	 aren’t?	With	 a
colored	pen,	circle	all	the	misalignments	on	this	page.	There	are	at	least	ten!
	

	
	

	
	

	



	
	
Check	for	illustrations	that	hang	out	over	the	edge	just	a	bit,	or	captions	that
are	centered	under	photos,	headlines	that	are	not	aligned	with	the	text,	rules
(lines)	that	don’t	align	with	anything,	or	a	combination	of	centered	text	and
flush	left	text.
		

	
Can	you	see	what	has	made	the	difference	between	this	example	and	the	one	on
the	previous	page?	With	a	colored	pen,	draw	lines	along	the	strong	alignments.
	



	
	

	
	

	
	
I	 want	 to	 repeat:	 Find	 a	 strong	 line	 and	 use	 it.	 If	 you	 have	 a	 photo	 or	 a
graphic	with	a	strong	flush	side,	align	the	side	of	the	text	along	the	straight
edge	of	the	photo,	as	shown	at	the	bottom	of	the	page.
		

	
There	 is	 a	 nice	 strong	 line	 along	 the	 left	 edge	 of	 the	 type,	 and	 there	 is	 a	 nice
strong	line	along	the	left	edge	of	the	image—you	can	see	the	pink	dotted	line	I
drew	 along	 those	 edges.	 Between	 the	 text	 and	 the	 image,	 though,	 there	 is
“trapped”	white	space,	and	the	white	space	is	an	awkward	shape,	which	you	can
also	see	with	the	pink	dotted	line.	When	white	space	is	trapped,	it	pushes	the	two
elements	apart.
	



	
Find	a	strong	line	and	use	it.	Now	the	strong	line	on	the	right	side	of	the	text
and	the	strong	line	on	the	left	side	of	the	image	are	next	to	each	other,	making
each	other	stronger,	as	you	can	see	by	the	pink	lines	I	drew.	The	white	space	now
is	floating	free	off	the	left	edge.	The	caption	has	also	been	set	against	the	same
strong	line	of	the	edge	of	the	image.
	

	
	

	
	

	
	
If	your	alignments	are	strong,	you	can	break	through	them	consciously	and
it	will	look	intentional.	The	trick	is	you	cannot	be	timid	about	breaking	the
alignment—either	do	it	all	the	way	or	don’t	do	it.	Don’t	be	a	wimp.
		



	
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.
	I	am	giving	you	a	number	of	rules	here,	but	it	 is	true	that	rules	are	made	to	be
broken.	But	remember	Robin’s	Rule	about	Breaking	Rules:	You	must	know
what	the	rule	is	before	you	can	break	it.
	

	



	
	

	
Summary	of	alignment

	
Nothing	 should	 be	 placed	 on	 the	 page	 arbitrarily.	 Every	 element	 should	 have
some	visual	connection	with	another	element	on	the	page.

	
Unity	 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
similar	 to	what	 happens	when	you	 (or	 your	dog)	pick	up	 all	 the	dog	 toys	 that
were	strewn	around	the	living	room	floor	and	put	them	all	into	one	toy	box.

	
It	 is	 often	 a	 strong	 alignment	 (combined,	 of	 course,	 with	 the	 appropriate
typeface)	that	creates	a	sophisticated	look,	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	alignment	unless	you	are
consciously	 trying	 to	 create	 a	 more	 formal,	 sedate	 presentation.	 Choose	 a
centered	alignment	consciously,	not	by	default.
	



4.	Repetition

	

Robin’s	 Principle	 of	 Repetition	 states,	 “Repeat	 some	 aspect	 of	 the	 design
throughout	the	entire	piece.”	The	repetitive	element	may	be	a	bold	font,	a	thick
rule	 (line),	 a	certain	bullet,	 color,	design	element,	particular	 format,	 the	 spatial
relationships,	etc.	It	can	be	anything	that	a	reader	will	visually	recognize.

	
You	already	use	repetition	in	your	work.	When	you	make	headlines	all	the	same
size	and	weight,	when	you	add	a	rule	a	half-inch	from	the	bottom	of	each	page,
when	you	use	the	same	bullet	 in	each	list	 throughout	 the	project—these	are	all
examples	of	repetition.	What	beginners	often	need	to	do	is	push	this	idea	further
—turn	 that	 inconspicuous	 repetition	 into	 a	 visual	 key	 that	 ties	 the	 publication
together.
	Repetition	can	be	 thought	of	 as	 “consistency.”	As	you	 look	 through	a	 sixteen-
page	 newsletter,	 it	 is	 the	 repetition	 of	 certain	 elements,	 their	 consistency,	 that
makes	each	of	those	eight	pages	appear	to	belong	to	the	same	newsletter.	If	page
7	has	no	repetitive	elements	carried	over	from	page	4,	then	the	entire	newsletter
loses	its	cohesive	look	and	feel.

	
But	 repetition	 goes	 beyond	 just	 being	 naturally	 consistent—it	 is	 a	 conscious
effort	to	unify	all	parts	of	a	design.
	

	
	

	
	

	
	
Here	 is	 the	 same	 business	 card	 we	 worked	 with	 earlier.	 In	 the	 second
example	below,	I	have	added	a	repetitive	element:	a	repetition	of	the	strong,
bold	 typeface.	Take	a	 look	at	 it,	and	notice	where	your	eye	moves.	When
you	get	to	the	phone	number,	where	do	you	look	next?	Do	you	find	that	you
go	back	to	the	other	bold	type?	This	is	a	visual	trick	designers	have	always
used	to	control	a	reader’s	eye,	to	keep	your	attention	on	the	page	as	long	as
possible.	 The	 bold	 repetition	 also	 helps	 unify	 the	 entire	 design.	 This	 is	 a



very	easy	way	to	tie	pieces	of	a	design	package	together.
		

	
When	you	get	 to	the	end	of	 the	information,	does	your	eye	just	wander	off	 the
card?
	

	
Now	when	you	get	to	the	end	of	the	information,	where	does	your	eye	go?	Do
you	 find	 that	 it	 bounces	 back	 and	 forth	 between	 the	 bold	 type	 elements?	 It
probably	 does,	 and	 that’s	 the	 point	 of	 repetition—it	 ties	 a	 piece	 together,	 it
provides	unity.
	

	
	

	
	

	
	

	
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	typeface	and	making	all	your	heads	something	like
16-point	 Antique	 Olive	 Black?	 You’re	 taking	 the	 repetition	 you	 have
already	 built	 into	 the	 project	 and	 pushing	 it	 so	 it	 is	 stronger	 and	 more
dynamic.	 Not	 only	 is	 your	 page	 more	 visually	 interesting,	 but	 you	 also
increase	 the	 visual	 organization	 and	 the	 consistency	 by	 making	 it	 more
obvious.
		

	



Headlines	 and	 subheads	 are	 a	 good	 place	 to	 start	 when	 you	 need	 to	 create
repetitive	elements,	since	you	are	probably	consistent	with	them	anyway.
	

	
So	 take	 that	 consistent	 element,	 such	 as	 the	 typeface	 for	 the	 headlines	 and
subheads,	and	make	it	stronger.
	

	



	
	

	
	

	
	
Do	you	 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	3	and	page	12	are	really	part	of	the
same	publication.

	
Point	out	the	elements	of	repetition	in	the	two	sample	pages	below.
		



	
The	text	has	a	“bottoming	out”	point	(aligning	across	the	bottom),	but	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	repetitively	bottom	out	(or	line	up	across	the
bottom—possibly	with	a	ragged	top,	like	a	city	skyline)	rather	than	“hang	from	a
clothesline”	 (align	 across	 the	 top).	One	 or	 the	 other	 technique	 should	 be	 used
consistently,	though.
	

	
	

	
	



	
	
If	 everything	 is	 inconsistent,	 how	would	 anyone	 visually	 understand	 that
something	 in	 particular	 is	 special?	 If	 you	 have	 a	 strongly	 consistent
publication,	 you	 can	 throw	 in	 surprise	 elements;	 save	 those	 surprises	 for
items	you	want	to	call	special	attention	to.

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

	
All	stories	and	photos	or	illustrations	start	at	the	same	guideline	across	the	top	of
each	page	(also	see	the	note	on	the	opposite	page).



	

	
	

	
	

	
	

	
To	create	a	consistent	business	package	with	a	business	card,	letterhead,	and
envelope,	use	a	strong	display	of	repetition,	not	only	within	each	piece,	but
between	all	the	pieces.	You	want	the	person	who	receives	the	letter	to	know
you	 are	 the	 same	 person	who	 gave	 them	 a	 business	 card	 last	week.	And
create	a	layout	that	allows	you	to	align	the	printed	letter	with	some	element
in	the	stationery	design!
		



	
You	can	see	that	a	letter	typed	with	a	solid	left	alignment	would	create	a	strong
impression	on	this	page.



	
	

	
	

	
	

	
Repetition	helps	organize	the	information;	it	helps	guide	the	reader	through
the	pages;	it	helps	unify	disparate	parts	of	the	design.	Even	on	a	one-page
document,	 repetitive	elements	establish	a	 sophisticated	continuity	and	can
“tie	 the	 whole	 thing	 together.”	 If	 you	 are	 creating	 several	 one-page
documents	that	are	part	of	a	comprehensive	package,	 it	 is	critical	 that	you
employ	repetition.
		

	
Repetitions:
	 Bold	typeface
	



Light	typeface
	 Square	bullets
	 Indents
	 Spacing
	 Alignments
	Besides	having	strong	repetitive	elements	that	make	it	very	clear	exactly	what	is
going	on	here,	 this	person	might	also	want	to	incorporate	one	or	more	of	these
elements	into	the	design	of	his	cover	letter.
	

	

	
	

	
	

	
	

	
If	there	is	an	element	that	strikes	your	fancy,	go	with	it!	Perhaps	it’s	a	piece
of	 clip	 art	 or	 a	 picture	 font.	 Feel	 free	 to	 add	 something	 completely	 new
simply	for	the	purpose	of	repetition.	Or	take	a	simple	element	and	use	it	in
various	ways—different	sizes,	colors,	angles.

	
Sometimes	the	repeated	items	are	not	exactly	the	same	objects,	but	objects
so	closely	related	that	their	connection	is	very	clear.
		



	

	
It’s	fun	and	effective	to	pull	an	element	out	of	a	graphic	and	repeat	it.	This	little
triangular	motif	 could	 be	 applied	 to	 other	 related	material,	 such	 as	 envelopes,
response	 cards,	 balloons,	 etc.,	 and	 everything	would	 be	 a	 cohesive	 unit,	 even
without	repeating	the	whole	teapot.
	

	
	

	
	

	



	
Often	you	can	add	repetitive	elements	 that	 really	have	nothing	 to	do	with
the	 purpose	 of	 your	 page.	 For	 instance,	 throw	 in	 a	 few	 petroglyph
characters	 on	 a	 survey	 form.	Add	 some	 strange-looking	birds	 to	 a	 report.
Set	 several	 particularly	 beautiful	 characters	 in	 your	 font	 in	 various	 large
sizes,	in	gray	or	a	light	second	color,	and	at	various	angles	throughout	the
publication.	It’s	okay	to	have	fun!
		

	
Overlapping	a	design	element	or	pulling	it	outside	of	the	borders	serves	to	unify
two	 or	 more	 pieces,	 or	 to	 unify	 a	 foreground	 and	 a	 background,	 or	 to	 unify
separate	publications	that	have	a	common	theme.
	

	



The	 great	 thing	 about	 repetition	 is	 that	 it	 makes	 items	 look	 like	 they	 belong
together,	 even	 if	 the	 elements	 are	 not	 exactly	 the	 same.	You	 can	 see	 here	 that
once	you	establish	a	couple	of	key	repetitive	items,	you	can	vary	those	items	and
still	create	a	consistent	look.
	

	
	

	
	

	
	

	
Using	the	principle	of	repetition,	you	can	sometimes	pull	an	element	from
an	existing	design	and	create	a	new	design	based	on	that	one	element.
		



	
Remember	 this	 letterhead	 with	 the	 dots	 from	 Chapter	 3?	 For	 a	 repetitive
element,	I	capitalized	on	the	dots.	I	enlarged	two	dots	and	put	the	little	pictures
of	Mom	 and	 Pop	 inside	 (Mom	 and	 Pop	 are	 actually	 characters	 in	 a	 typeface
called	 MiniPics	 Lil	 Folks).	 Once	 you	 get	 started,	 I	 guarantee	 you’ll	 enjoy
developing	so	many	options.
	

	



	
	

	
	

	
	
Here’s	another	example	of	how	you	can	use	 repetition	as	a	basis	 for	your
design.	It’s	fun	to	do—just	find	an	element	you	like	and	play	with	it!
		

	
In	 this	 experiment,	 I	 repeated	 one	 of	 the	 dots,	 made	 it	 really	 large,	 and	 put



Mom’s	picture	in	it.
	Not	wanting	 to	 leave	Pop	out,	 I	put	a	white	version	of	him	in	his	own	smaller
plum	dot	and	reversed	him	to	the	paper	color.

	
Don’t	 overdo	 it	 with	 repetition,	 but	 do	 try	 “unity	 with	 variety.”	 That	 is,	 if	 a
repetitive	element	is	strong,	such	as	a	circle,	you	can	repeat	the	circle	in	a	variety
of	ways	instead	of	repeating	the	exact	same	circle.
	

	
	

	
	

	
	
Sometimes	 the	 mere	 suggestion	 of	 a	 repeated	 element	 can	 get	 the	 same
results	 as	 if	 you	 used	 the	 whole	 thing.	 Try	 including	 just	 a	 portion	 of	 a
familiar	element,	or	use	it	in	a	different	way.
		

	

	
If	an	image	is	familiar	to	a	reader,	all	it	takes	is	a	piece	of	it	to	help	the	reader
make	the	connection.
	



	

	
This	 typewriter	 image,	 of	 course,	 has	 been	 used	 on	 all	 of	 the	 Screenwriting
Conference’s	 promotional	 material,	 so	 at	 this	 point	 we	 don’t	 have	 to	 use	 the
entire	image.	Once	again,	as	in	the	example	at	the	top,	we	see	the	advantage	of
using	 just	 part	 of	 a	 recurring	 image—the	 reader	 actually	 “sees”	 the	 whole
typewriter.
	

	
	

	
	

	
	
Repetition	 also	 gives	 a	 sense	 of	 professionalism	 and	 authority	 to	 your
pieces.	 It	 gives	your	 reader	 the	 feeling	 that	 someone	 is	 in	 charge	because
repetition	is	obviously	a	thoughtful	design	decision.
		



	

	
Once	again,	you	can	see	that	repetition	doesn’t	mean	you	have	to	repeat	exactly
the	 same	 thing.	 In	 the	card	above,	 the	headlines	are	all	 the	 same	 typeface,	but
different	colors	(unity	with	variety).	The	illustrations	are	all	different	styles,	but
all	rather	funky	and	’fifties.

	



Just	make	sure	you	have	enough	repetitive	elements	so	the	differences	are	clear,
not	 a	 jumbled	mess.	 For	 instance,	 in	 this	 example	 you	 see	 that	 the	 recipes	 all
follow	the	same	format.	When	there’s	an	underlying	sense	of	structure,	you	can
be	more	flexible	with	the	other	elements.
	

	
	
Summary	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	 power	 of	 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	 do	 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	whose	sole	purpose	is	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	corsage.
	

	
	
What	to	avoid

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

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



5.	Contrast

	

Contrast	is	one	of	the	most	effective	ways	to	add	visual	interest	to	your	page—a
striking	interest	that	makes	a	reader	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	 must	 be	 strong.	Don’t	 be	 a
wimp.
	Contrast	is	created	when	two	elements	are	different.	If	the	two	elements	are	sort
of	 different,	 but	 not	 really,	 then	 you	 don’t	 have	 contrast,	 you	 have	 conflict.
That’s	 the	 key—Robin’s	 Principle	 of	 Contrast	 states,	 “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.

	
But	don’t	be	a	wimp.	You	cannot	contrast	12-point	type	with	14-point	type.	You
cannot	contrast	a	half-point	rule	with	a	one-point	rule.	You	cannot	contrast	dark
brown	with	black.	Get	serious.
	

	
	

	
	

	
	
If	 the	 two	 “newsletters”	 below	 came	 across	 your	 desk,	which	 one	would
you	pick	up	first?	They	both	have	the	same	basic	layout.	They	are	both	nice
and	neat.	They	both	have	the	same	information	on	the	page.	There	is	really
only	one	difference:	the	newsletter	on	the	right	has	more	contrast.
		



	
This	is	nice	and	neat,	but	there	is	nothing	that	attracts	your	eyes	to	it.	If	no	one’s
eyes	are	attracted	to	a	piece,	no	one	will	read	it.
	

	
	

	
	

	
	



	
The	 source	 of	 the	 contrast	 below	 is	 obvious.	 I	 used	 a	 stronger,	 bolder
typeface	 in	 the	headlines	and	subheads.	 I	 repeated	 that	 typeface	(principle
of	repetition,	remember?)	in	the	newsletter	title.	Because	I	changed	the	title
from	all	caps	to	caps/lowercase,	I	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.
		

	
Would	 you	 agree	 that	 your	 eyes	 are	 drawn	 to	 this	 page,	 rather	 than	 to	 the



previous	page?
	

	
	

	
	

	
	

	
Contrast	 is	 crucial	 to	 the	 organization	 of	 information—a	 reader	 should
always	 be	 able	 to	 glance	 at	 a	 document	 and	 instantly	 understand	 what’s
going	on.
		



	

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

	
And	notice	these	problems:
	 There	are	two	alignments	on	the	page:	centered	and	flush	left.
	 The	amounts	of	space	between	the	separate	segments	are	too	similar.



	 The	setup	 is	 inconsistent—sometimes	 the	dates	are	on	 the	 left,	 sometimes
on	the	right.	Remember,	consistency	creates	repetition.

	 The	job	titles	blend	in	with	the	body	text.
	

	
	

	
	

	
	
Notice	that	not	only	is	the	page	more	attractive	when	contrast	is	used,	but
the	 purpose	 and	 organization	 of	 the	 document	 are	 much	 clearer.	 Your
résumé	is	someone’s	first	impression	of	you,	so	make	it	sharp.
		



	

	
The	problems	were	easily	corrected.
	 One	alignment:	Flush	left.	As	you	can	see	above,	using	only	one	alignment

doesn’t	mean	everything	is	aligned	along	the	same	edge—it	simply	means
everything	is	using	the	same	alignment	(all	flush	left	or	all	flush	right	or	all
centered).	Both	the	flush	left	lines	above	are	very	strong	and	reinforce	each



other	(alignment	and	repetition).
	 The	heads	are	strong—you	instantly	know	what	this	document	is	and	what

the	key	points	are	(contrast).
	 Segments	are	separated	by	more	space	than	are	the	individual	lines	of	text

(contrast	of	spatial	relationships;	proximity).
	 Degree	 and	 job	 titles	 are	 in	 bold	 (a	 repetition	 of	 the	 headline	 font)—the

strong	contrast	lets	you	skim	the	important	points.
	

	
	

	
	

	
	
The	easiest	way	to	add	interesting	contrast	 is	with	 typefaces	(which	is	 the
focus	of	the	second	half	of	this	book).	But	don’t	forget	about	rules	(drawn
lines),	colors,	spacing	between	elements,	textures,	etc.
	If	you	use	a	hairline	 rule	between	columns,	use	a	strong	2-or	4-point	 rule
when	you	need	another—don’t	use	a	half-point	rule	and	a	one-point	rule	on
the	same	page.	 If	you	use	a	second	color	for	accent,	make	sure	 the	colors
contrast—dark	brown	or	dark	blue	doesn’t	 contrast	 effectively	with	black
text.
		

	
There	 is	a	bit	of	contrast	between	 the	 typefaces	and	between	 the	 rules,	but	 the
contrast	is	wimpy—are	the	rules	supposed	to	be	two	different	thicknesses?	Or	is
it	a	mistake?
	



	
Now	 the	 strong	 contrast	 between	 the	 typefaces	 makes	 the	 piece	 much	 more
dynamic	and	eye-catching.
	With	a	stronger	contrast	between	the	thicknesses	of	the	rules,	there	is	no	risk	of
someone	thinking	it’s	a	mistake.
	

	
This	 is	 simply	 another	 option	 using	 rules	 (this	 thick	 rule	 is	 behind	 the	 white
type).

	
With	 contrast,	 the	 entire	 table	 is	 stronger	 and	 more	 sophisticated;	 you	 know
where	it	begins	and	where	it	ends.
	

	



	
	

	
	

	
	
If	 you	 use	 tall,	 narrow	 columns	 in	 your	 newsletter,	 have	 a	 few	 strong
headlines	to	create	a	contrasting	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.
		

	
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
narrow	columns	are	a	repetitive	element,	as	well	as	an	example	of	contrast.
	

	
	

	



	
	

	
	
The	example	below	is	a	typical	flyer.	The	biggest	problem	is	that	the	lines
of	 text	 are	 too	 long	 to	 read	 comfortably,	 and	 there’s	 nothing	 to	 draw	 the
reader’s	eye	into	the	text.

	
Create	a	headline	that	will	catch	someone’s	eye.	Now	that	their	eyes	are	on
the	page,	create	some	contrast	in	the	text	so	even	if	they	don’t	plan	to	read
the	whole	 thing,	 their	 eyes	will	 be	 attracted	 to	 certain	 parts	 of	 it	 as	 they
skim	 through	 it.	 Enhance	 the	 layout	 with	 strong	 alignments	 and	 use	 of
proximity.
		



	

	
Where	do	you	begin	to	improve	this	flyer?
	 The	lines	are	so	long	that	a	reader	is	automatically	put	off.	When	you	have

lots	 of	 text	 like	 this,	 experiment	 with	 using	 more	 than	 one	 column,	 as
shown	on	the	previous	and	next	pages.

	 Pull	out	key	phrases	to	set	in	bold	so	the	visual	contrasts	attract	the	eye.
	



Perhaps	start	off	with	the	introductory	bits	of	information	so	a	reader	begins
with	an	idea	of	what	the	purpose	of	the	flyer	is.	It’s	less	of	a	commitment	to
read	 the	 little	 pieces,	 so	 you’re	 essentially	 seducing	 the	 reader’s	 eye	 by
providing	an	introductory	path.

	
	

	
	

	
	

	
Don’t	 be	 afraid	 to	 make	 some	 items	 small	 to	 create	 a	 contrast	 with	 the
larger	 items,	 and	 don’t	 be	 afraid	 to	 allow	 blank	 space!	 Once	 you	 pull
readers	 in	with	 the	focal	point,	 they	will	 read	 the	smaller	print	 if	 they	are
interested.	If	they’re	not	interested,	it	won’t	matter	how	big	you	set	it.

	
Notice	 all	 the	 other	 principles	 come	 into	 play:	 proximity,	 alignment,	 and
repetition.	They	work	together	to	create	the	total	effect.	Rarely	will	you	use
just	one	principle	to	design	any	page.
		



	

	
Since	 this	 flyer	 is	 to	 be	 printed	 in	 black	 and	white	 on	 colored	paper,	we	used
various	shades	of	gray	for	the	ornaments	and	to	add	some	interest	to	the	title.

	
Listen	to	your	eyes	as	they	scan	through	this	document—can	you	feel	how	they
are	drawn	to	the	bold	text	and	you	are	almost	forced	to	at	least	read	those	parts?
If	you	can	get	people	that	far	 into	your	piece,	many	of	them	are	bound	to	read



more.
	

	
	

	
	

	
	
Contrast	is	the	most	fun	of	the	design	principles—and	the	most	dramatic!	A
few	 simple	 changes	 can	make	 the	 difference	 between	 an	 ordinary	 design
and	a	powerful	one.
		



	

	
This	rack	card	for	a	great	book	is	a	little	flat.	On	the	opposite	page,	we’ve	added
some	contrast.	Can	you	name	at	least	four	ways	contrast	was	added?
	

	



	
	

	
	

	
Which	of	 these	two	rack	cards	would	you	be	most	 likely	to	take	a	second
look	at?	This	is	the	power	of	contrast:	it	gives	you	a	lot	more	bang.	Just	a
few	simple	changes,	and	the	difference	is	amazing!
		

	



	
Changing	 the	 headline/book	 title	 from	 upper-to	 lowercase	 gave	 me	 room	 to
make	it	bigger	and	bolder.

	
Since	this	rack	card	is	an	advertisement	for	a	book,	let’s	show	the	book	bigger!
	For	repetition,	I	picked	up	the	strong	black	that	appears	in	the	book.

	
I	 put	 the	photo	of	Cynthia	on	 the	other	 side	of	 the	 card	because	 this	 side	was
getting	so	busy.
	

	
	

	
	

	
	
Contrast,	of	course,	is	rarely	the	only	concept	that	needs	to	be	emphasized,
but	you’ll	often	find	that	if	you	add	contrast,	the	other	concepts	seem	to	fall
into	place.	Your	elements	of	contrast,	for	instance,	can	sometimes	be	used
as	elements	of	repetition.
		



	

	
This	 ad	 ran	 in	 the	 local	 newspaper.	 Besides	 the	 centered	 alignment,	 lack	 of
proximity	 and	 repetition,	 and	 dull	 typeface,	 this	 ad	 seriously	 lacks	 contrast.
There	is	nothing	in	the	design	that	makes	a	person	want	to	actually	read	it.	The
puppy’s	face	is	cute,	but	that’s	about	it.

	
Well,	there	is	a	little	bit	of	contrast	and	repetition	going	on	(can	you	point	them
out?),	but	it’s	wimpy.	This	designer	is	trying,	but	she’s	much	too	timid.
	I’m	 sure	 you’ve	 seen	 (or	 created)	 lots	 of	 pieces	 like	 this.	 It’s	 okay.	Now	 you
know	better.
	(Notice	that	the	adorable	puppy	is	looking	away	from	the	name	of	the	store.	A
reader’s	eye	always	follows	the	eye	of	anything	on	the	page,	so	make	sure	those



eyes	lead	the	reader	to	the	focus	of	the	piece.)

	
	

	
	

	
	
Although	 the	 ad	 below	 looks	 like	 a	 radical	 leap	 from	 the	 one	 on	 the
opposite	page,	it	 is	actually	just	a	methodical	application	of	the	four	basic
principles.
		

	

	
Okay,	these	are	the	steps	to	go	through	to	take	the	ad	on	the	left	and	start	making



it	into	something	like	the	ad	above.
	 Let	go	of	Times	Roman	and	Arial/Helvetica.	Just	eliminate	them	from	your

font	choices.	Trust	me.	(Please	let	go	of	Sand	as	well.)
	 Let	go	of	a	centered	alignment.	I	know	it’s	hard	to	do,	but	you	must	do	it

for	now.	Later,	you	can	experiment	with	it	again.
	 Find	 the	 most	 interesting	 or	 most	 important	 item	 on	 the	 page,	 and

emphasize	 it!	 In	 this	 case,	 the	most	 interesting	 is	 the	 dog’s	 face	 and	 the
most	 important	 is	 the	 name	 of	 the	 store.	Keep	 the	most	 important	 things
together	so	a	reader	doesn’t	lose	the	focus.

	 Group	the	information	into	logical	groups.	Use	space	 to	set	items	apart	or
to	connect	them.

	 Find	elements	you	can	repeat	(including	any	elements	of	contrast).
	 And	most	 important,	add	contrast.	Above	you	see	a	contrast	 in	 the	black

versus	white,	the	blue	logo	color,	the	gray	type,	typeface	sizes,	and	typeface
choices.

	Work	through	each	concept	one	at	a	time.	I	guarantee	you’ll	be	amazed	at	what
you	can	create.
	

	
	

	
	

	
	
The	 example	 below	 is	 repeated	 from	 Chapter	 2,	 where	 we	 discussed
proximity.	 It’s	nice	and	clean,	but	notice	on	 the	next	page	how	much	of	a
difference	a	little	contrast	can	make.
		



	
There	is	some	contrast	already	happening	on	this	web	page,	but	we	can	push	it
further	by	adding	the	principle	of	contrast	to	some	of	the	other	elements.
	

	
	

	
	

	
	

	
I	hope	you’re	starting	to	see	how	important	contrast	is	to	a	designed	piece,
and	how	easy	it	actually	is	to	add	contrast.	You	just	have	to	be	conscious.
Once	you	have	contrast,	elements	of	it	can	be	used	for	repetition.
		



	
All	 I	did	was	add	a	bit	of	a	dark-colored	background.	The	page	 is	much	more
dynamic	and	interesting	to	view.
	

	
	
Summary	of	contrast

	
Contrast	on	a	page	draws	our	eyes	to	it;	our	eyes	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.	As	my	grandfather,	an	avid	horseshoe	player,	always	said,	“‘Almost’	only
counts	in	horseshoes	and	hand	grenades.”
	

	
	
The	basic	purpose

	



Contrast	 has	 two	 purposes,	 and	 they’re	 inextricable	 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	 your	 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!
	



6.	Review

	

There	is	one	more	general	guiding	principle	of	Design	(and	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	 asymmetrical,	 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	 a	whisper.	 Both	 can	 be	 effective	 in	 the	 right
situation.

	 Don’t	be	afraid	to	make	your	graphics	very	bold	or	very	minimal,	as	long	as
the	result	complements	or	reinforces	your	design	or	your	attitude.

	Let’s	take	the	rather	dull	report	cover	you	see	below	and	apply	each	of	the	four
design	principles	in	turn.
	

	
A	rather	typical	but	dull	report	cover:	centered,	evenly	spaced	to	fill	the	page.	If
you	 didn’t	 read	 English,	 you	might	 think	 there	 are	 six	 separate	 topics	 on	 this



page.	Each	line	seems	an	element	unto	itself.
	

	
	

	
	

	
	

	
Proximity

	
If	items	are	related	to	each	other,	group	them	into	closer	proximity.	Separate
items	that	are	not	directly	related	to	each	other.	Vary	the	space	between	to
indicate	 the	 closeness	 or	 the	 importance	 of	 the	 relationship.	 Besides
creating	a	nicer	look	to	the	page,	it	also	comunicates	more	clearly.
		

	
By	 putting	 the	 title	 and	 subtitle	 close	 to	 each	 other,	 we	 now	 have	 one	 well-
defined	unit	rather	than	six	apparently	unrelated	units.	It	is	now	clear	that	those
two	topics	are	closely	related	to	each	other.
	When	we	move	this	by-line	and	date	farther	away,	it	becomes	instantly	clear	that



although	this	 is	related	information	and	possibly	important,	 it	 is	not	part	of	 the
title.
	

	
	

	
	

	
	
Alignment

	
Be	conscious	about	every	element	you	place	on	the	page.	To	keep	the	entire
page	unified,	align	every	object	with	an	edge	of	some	other	object.	If	your
alignments	 are	 strong,	 then	 you	 can	 choose	 to	 break	 an	 alignment
occasionally	and	it	won’t	look	like	a	mistake.
		

	
Even	though	the	author’s	name	is	far	from	the	title,	there	is	a	visual	connection
between	the	two	elements	because	of	the	alignment	to	each	other.
	The	example	on	the	previous	page	is	also	aligned—a	centered	alignment.	As	you
can	see,	 though,	a	 flush	 left	or	 flush	 right	alignment	 (as	 shown	above)	gives	a
stronger	edge,	a	stronger	line	for	your	eye	to	follow.

	



A	flush	 left	or	 flush	right	alignment	often	 tends	 to	 impart	a	more	sophisticated
look	than	does	a	centered	alignment.
	

	
	

	
	

	
	
Repetition

	
Repetition	is	a	stronger	form	of	being	consistent.	Look	at	the	elements	you
already	 repeat	 (bullets,	 typefaces,	 lines,	 colors,	 etc.);	 see	 if	 it	 might	 be
appropriate	to	make	one	of	these	elements	stronger	and	use	it	as	a	repetitive
element.	Repetition	also	helps	strengthen	the	reader’s	sense	of	recognition
of	the	entity	represented	by	the	design.
		

	
The	 distinctive	 typeface	 in	 the	 title	 is	 repeated	 in	 the	 author’s	 name,	 which
strengthens	 their	 connection	 even	 though	 they	 are	 physically	 far	 apart	 on	 the
page.	The	font	for	the	other	text	is	now	in	the	light	weight.
	The	small	triangles	were	added	specifically	to	create	a	repetition.	Although	they



point	 in	 different	 directions,	 the	 triangular	 shape	 is	 distinct	 enough	 to	 be
recognized	each	time.

	
The	color	of	the	triangles	is	also	a	repeated	element.	Repetition	helps	tie	separate
parts	of	a	design	together.
	

	
	

	
	

	
	
Contrast

	
Would	you	agree	that	the	example	on	this	page	attracts	your	eye	more	than
the	example	on	 the	previous	page?	 It’s	 the	contrast	here,	 the	 strong	black
versus	 white,	 that	 does	 it.	 You	 can	 add	 contrast	 in	 many	 ways—rules
(lines),	 typefaces,	 colors,	 spatial	 relationships,	 directions,	 etc.	The	 second
half	of	this	book	discusses	the	specific	topic	of	contrasting	type.
		

	



Adding	contrast	to	this	was	simply	a	matter	of	adding	the	black	boxes.
	

	
	
Little	Quiz	#1:	Design	principles

	
Find	 at	 least	 seven	differences	 between	 the	 two	 sample	 résumés	below.	Circle
each	difference	and	name	the	design	principle	it	offends.	State	in	words	what	the
changes	are.
	



	

	
	



	
	

	
	

	
Little	Quiz	#2:	Redesign	this	ad:	Suggestions	for	designing	an	ad

	
What	are	the	problems	with	this	magazine	ad?	Name	the	problems	so	you
can	find	the	solutions.

	
Clues:	Is	there	one	main	focal	point?	Why	not,	and	how	could	you	create
one?	WHY	IS	SO	MUCH	OF	THE	TEXT	IN	ALL	CAPS?	Do	you	need	the
heavy	border	and	the	inner	boxes?	How	many	different	typefaces	are	in	this
ad?	 How	 many	 different	 alignments?	 Are	 the	 logical	 elements	 grouped
together	into	close	proximity?	What	could	you	use	as	repetitive	elements?
	Take	a	piece	of	tracing	paper	and	trace	the	outline	of	the	ad.	Then	move	that
paper	 around	 and	 trace	 the	 individual	 elements,	 rearranging	 them	 into	 a
more	 professional,	 clean,	 direct	 advertisement.	 Work	 your	 way	 through
each	 principle:	 proximity,	 alignment,	 repetition,	 and	 contrast.	 Some
suggestions	as	to	where	to	begin	are	on	the	following	pages.

	
Knowing	where	to	begin	can	sometimes	seem	overwhelming.	So	first	of	all,
let’s	clean	it	up.
	First	 get	 rid	of	 everything	 superfluous	 so	you	know	what	you’re	working
with.	 For	 instance,	 you	 don’t	 need	 “http://”	 (or	 even	 “www”)	 in	 a	 web
address.	You	don’t	need	the	words	“phone,”	“call,”	or	“email”	because	the
format	of	 the	text	and	numbers	tells	you	what	 the	item	is.	You	don’t	need
FOUR	logos.	You	don’t	need	the	inner	boxes.	You	don’t	need	all	caps.	You
don’t	 need	 CALIF.	 (it’s	 messy);	 use	 CA	 or	 spell	 it	 out.	 You	 don’t	 need
parentheses	around	the	area	code.

	
The	rounded	edges	of	the	border	make	this	ad	look	wimpy;	it	also	conflicts
with	the	sharp	edges	of	the	logo.	So	make	the	border	thinner	and	sharp	(if
your	ad	is	in	color,	perhaps	you	could	use	a	pale	tint	shape	instead	of	any
border	at	all).	Choose	one	or	two	typefaces.



		

	

	



	
Web	and	email	addresses	are	easier	to	read	if	you	cap	the	main	words.
	

	
	

	
	

	
Now	 that	 you	 can	 see	 what	 you’re	 really	 working	 with,	 determine	 what
should	 be	 the	 focal	 point.	 The	 focal	 point	 might	 be	 slightly	 different
depending	on	where	the	ad	is	placed.	For	instance,	if	it’s	a	phone	book	ad
for	an	optometrist,	the	focal	point	might	be	on	“Optometry”	rather	than	the
physician’s	 name—a	 reader	 is	 scanning	 the	 yellow	 pages	 looking	 for
someone	in	 that	 field,	not	 that	doctor’s	name.	 In	a	phone	book,	 the	phone
number	should	have	more	priority	than,	say,	it	would	in	a	flyer	that	was	for
an	event	being	held	on	a	specific	day	and	time.



	
What	is	the	purpose	of	this	piece	in	this	particular	magazine	(or	wherever	it
is)?	 That	 will	 help	 you	 determine	 the	 hierarchy	 of	 the	 rest	 of	 the
information.	 Which	 items	 should	 be	 grouped	 together	 into	 closer
proximity?
		

Use	the	space	below	to	sketch	in	a	design	possibility.	You’ll	find	suggestions	and
one	of	the	many	possible	layouts	on	pages	202–203.
	

	
	

	
Summary

	
This	concludes	the	design	portion	of	our	presentation.	You	probably	want	more
examples.	Examples	 are	 all	 around	 you—what	 I	most	 hope	 to	 have	 painlessly
instilled	 in	 you	 is	 an	 increased	 visual	 awareness.	 I	 thought	 about	 providing
“cookie	cutter”	designs,	but,	as	it	has	been	said	so	truly,	it	is	better	to	give	you	a
fishing	pole	than	a	fish.

	
Keep	in	mind	that	professional	designers	are	always	“stealing”	other	ideas;	they
are	constantly	looking	around	for	inspiration.	If	you’re	doing	a	flyer,	find	a	flyer
you	 really	 like	 and	 adapt	 the	 layout.	 Simply	 by	 using	 your	 own	 text	 and



graphics,	the	original	flyer	turns	into	your	own	unique	flyer.	Find	a	business	card
you	like	and	adapt	it	to	your	own.	Find	a	newsletter	masthead	you	like	and	adapt
it	to	your	own.	It	changes	in	the	adaptation	and	becomes	yours.	We	all	do	it.
	If	 you	 haven’t	 already,	 I	 strongly	 recommend	 you	 read	 The	 Mac	 is	 not	 a
typewriter	or	The	PC	is	not	a	typewriter.	If	you	are	still	typing	two	spaces	after
periods,	 if	 you	 are	 underlining	 text,	 if	 you	 are	 not	 using	 true	 apostrophes	 and
quotation	marks	 (“	and	”,	not	“),	 then	you	seriously	 need	 to	 read	one	of	 those
books	(or	at	least	skip	to	The	Non-Designer’s	Type	Book).

	
And	when	you’re	finished	with	this	book	and	have	absorbed	all	of	the	concepts,
check	 out	 Robin	 Williams	 Design	 Workshop.	 It	 explains	 and	 displays	 more
advanced	design	concepts.
	For	now,	have	 fun.	Lighten	up.	Don’t	 take	all	 this	design	 stuff	 too	 seriously.	 I
guarantee	that	if	you	simply	follow	Robin’s	Four	Principles	of	Design,	you	will
be	creating	dynamic,	interesting,	organized	pages	you	will	be	proud	of.
	



7.	Using	Color

	

This	is	a	wonderful	time	in	the	world	of	graphic	design.	Everyone	now	has	color
printers	 on	 their	 desktops,	 and	 professional	 color	 printing	 has	 never	 in	 the
history	of	this	planet	been	so	available	and	affordable.	(Search	the	web	for	color
printing	and	compare	prices.)
Color	theory	can	get	very	complex,	but	in	this	chapter	I’m	just	going	to	provide
a	 brief	 explanation	 of	 the	 color	 wheel	 and	 how	 to	 use	 it.	 A	 color	 wheel	 is
amazingly	useful	when	you	need	to	make	a	conscious	decision	about	choosing
colors	for	a	project.

	
And	 I’ll	 briefly	 explain	 the	 difference	 between	 the	 color	 models	 CMYK	 and
RGB	and	when	to	use	each	one.
	

	
As	you	can	see	in	this	simple	example,	color	not	only	has	its	own	impact,	but	it
impacts	all	objects	around	it.
	

	
	
The	amazing	color	wheel



	
The	color	wheel	begins	with	yellow,	red,	and	blue.	These	are	called	the	primary
colors	 because	 they’re	 the	only	 colors	you	 can’t	 create.	That	 is,	 if	 you	have	 a
box	of	watercolors,	you	know	you	can	mix	blue	and	yellow	to	make	green,	but
there	is	no	way	to	mix	pure	yellow,	red,	or	blue	from	other	colors.
	

	
We’ll	space	these	three	primary	colors	evenly	around	the	wheel.

	
Now,	if	you	take	your	watercolor	box	and	mix	each	of	these	colors	with	an	equal
amount	 of	 the	 one	 next	 to	 it,	 you’ll	 get	 the	 secondary	 colors.	 As	 you’re
probably	aware	from	working	with	crayons	and	watercolors	as	a	kid,	yellow	and
blue	make	green;	blue	and	red	make	purple;	red	and	yellow	make	orange.
	

	
So	we’ll	put	those	secondary	colors	between	the	primary	colors.
	To	fill	 in	the	empty	spots	in	the	color	wheel,	you	probably	know	what	to	do—
mix	equal	parts	of	the	colors	on	each	side.	These	are	called	the	tertiary	(or	third)
colors.	 That	 is,	 yellow	 and	 orange	 make,	 well,	 yellow-orange.	 And	 blue	 and
green	make	blue-green	(which	I’ll	call	aqua).
	



	
Now	we’ll	fill	in	each	space	with	the	tertiary	colors	to	complete	the	color	wheel.
The	fun	is	just	beginning.
	

	
	
Color	relationships

	
So	 now	we	 have	 a	 color	 wheel	 with	 the	 basic	 twelve	 colors.	With	 this	 color
wheel,	we	can	create	combinations	of	colors	that	are	pretty	much	guaranteed	to
work	together.	On	the	following	pages,	we’ll	explore	the	various	ways	to	do	this.
	(In	the	CMYK	color	model	we’re	using,	as	explained	on	page	106,	 the	“color”
black	 is	 actually	 the	 combination	 of	 all	 colors,	 and	 the	 “color”	 white	 is	 an
absence	of	all	colors.)

	
	

	
	

	
	
Complementary

	
Colors	directly	across	from	each	other,	exact	opposites,	are	complements.
Because	 they’re	 so	 opposite,	 they	 often	work	 best	 when	 one	 is	 the	main
color	and	the	other	is	an	accent.
		



	
Now,	you	might	think	some	of	the	color	combinations	on	these	pages	are	pretty
weird.	But	that’s	the	great	thing	about	knowing	how	to	use	the	color	wheel—you
can	gleefully	use	these	weird	combinations	and	know	that	you	have	permission
to	do	so!	They	really	do	work	well	together.
	

	

	
	

	
	

	
	

	
Triads

	
A	set	of	three	colors	equidistant	from	each	other	always	creates	a	triad	of
pleasing	colors.	Red,	yell0w,	and	blue	is	an	extremely	popular	combination
for	 children’s	 products.	 Because	 these	 are	 the	 primary	 colors,	 this
combination	is	called	the	primary	triad.



	Experiment	with	the	secondary	triad	of	green,	orange,	and	purple—not	as
common,	but	an	exciting	combination	for	that	very	reason.
	All	 triads	 (except	 the	 primary	 triad	 of	 red,	 yellow,	 and	 blue)	 have
underlying	colors	connecting	them,	which	makes	them	harmonize	well.
		

	
	

	
	

	
	

	
Split	complement	triads

	
Another	form	of	a	triad	is	the	split	complement.	Choose	a	color	from	one
side	of	the	wheel,	find	its	complement	directly	across	the	wheel,	but	use	the



colors	on	 each	 side	 of	 the	 complement	 instead	 of	 the	 complement	 itself.
This	 creates	 a	 combination	 that	 has	 a	 little	more	 sophisticated	 edge	 to	 it.
Below	are	just	a	couple	of	the	various	combinations.
		

	
I	 used	 a	 tint	 of	 the	 color	 in	 “Tricksy	Words”	 for	 the	 box	 behind	 the	 text.	 See
pages	98–101	for	information	about	tints.
	

	
	

	
	

	
	

	
Analogous	colors

	
An	 analogous	 combination	 is	 composed	 of	 those	 colors	 that	 are	 next	 to
each	other	on	the	wheel.	No	matter	which	two	or	three	you	combine,	they
all	 share	 an	 undertone	 of	 the	 same	 color,	 creating	 a	 harmonious



combination.	Combine	an	analogous	group	of	colors	with	their	various	tints
and	shades,	as	explained	on	the	following	page,	and	you’ve	got	lots	to	work
with!
		

	

	
	

	
	

	
	

	
Shades	and	tints

	
The	basic	color	wheel	 that	we’ve	been	working	with	 so	 far	 involves	only
the	pure	“hue,”	or	the	pure	color.	We	can	hugely	expand	the	wheel	and	thus
our	options	simply	by	adding	black	or	white	to	the	various	hues.
	 The	pure	color	is	the	hue.
	 Add	black	to	a	hue	to	create	a	shade.
	



Add	white	to	a	hue	to	create	a	tint.
		

	
Below	is	what	the	colors	look	like	in	the	wheel.	What	you	see	here	are	colored
bands,	 but	 it’s	 really	 a	 continuous	 gradient	 with	 an	 infinite	 number	 of	 colors
from	white	to	black.
	

	
	

	
	

	
	

	
Make	your	own	shades	and	tints

	
If	 your	 software	 program	 allows	 you	 to	 create	 your	 own	 colors,	 just	 add
black	 to	a	color	 to	create	a	 shade.	To	make	a	 tint,	use	 the	 tint	 slider	your
application	provides.	Check	your	software	manual.
		

If	your	application	provides	a	color	palette	something	like	this	one,	here’s	how	to



make	tints	and	shades.
	

	
First,	make	sure	to	select	the	color	wheel	icon	in	the	toolbar	(circled).

	
Make	sure	the	slider	is	at	the	top	of	the	colored	bar	on	the	right.
	The	tiny	dot	inside	the	color	wheel	selects	the	color.

	
Hues	are	on	the	outer	rim	of	this	particular	wheel.
	

	
To	create	a	tint,	drag	the	tiny	dot	toward	the	center	of	the	wheel.
	The	color	bar	at	the	top	displays	the	color	you’ve	selected.

	
To	save	that	exact	color	for	use	again,	press	on	that	upper	color	bar	and	drag—
it	will	create	a	tiny	color	box.	Drop	that	color	box	into	one	of	the	empty	slots	at



the	bottom.
	

	
To	create	a	shade,	position	the	tiny	dot	on	the	color	of	which	you	want	to	make
a	shade.
	To	save	that	exact	color	for	use	again,	see	above.
	

	
	

	
	

	
	
Monochromatic	colors

	
A	monochromatic	combination	is	composed	of	one	hue	with	any	number
of	its	corresponding	tints	and	shades.

	
You’re	 actually	 very	 familiar	 with	 a	 monochromatic	 scheme—any	 black
and	 white	 photograph	 is	 made	 of	 black	 (the	 “hue,”	 although	 black	 isn’t
really	a	“color”)	and	many	tints,	or	varying	shades	of	gray.	You	know	how
beautifully	 that	 can	 work.	 So	 have	 fun	 with	 a	 design	 project	 using	 a
monochromatic	combination.
		



	
This	 is	 the	 orange	 hue	 with	 several	 of	 its	 shades	 and	 tints.	 You	 can	 actually
reproduce	 the	effect	of	a	number	of	colors	 in	a	one-color	print	 job;	use	shades
and	tints	of	black,	then	have	it	printed	with	the	ink	color	of	your	choice.
	

	
This	postcard	is	set	up	using	only	tints	of	black.
	



	
This	is	the	same	job	as	above,	but	printed	using	dark	brown	ink	instead	of	black.
The	tints	of	black	become	tints	of	the	ink	color.
	

	
	

	
	

	
	

	
Shades	and	tints	in	combination

	
Most	 fun	 of	 all,	 choose	 one	 of	 the	 four	 color	 relationships	 described	 on
pages	93–97,	but	instead	of	using	the	hues,	use	various	tints	and	shades	of
those	colors.	This	expands	your	options	tremendously,	but	you	can	still	feel
safe	that	the	colors	“work”	together.

	
For	instance,	the	combination	of	red	and	green	is	a	perfect	complement,	but
it’s	almost	impossible	to	get	away	from	a	Christmas	effect.	However,	if	you
dip	into	the	shades	of	these	complementary	colors,	riches	appear.
	I	mentioned	 that	 the	 combination	 of	 the	 primary	 colors	 of	 blue,	 red,	 and



yellow	is	extremely	popular	for	children’s	products.	So	popular,	in	fact,	that
it’s	difficult	 to	get	away	from	the	kids’	 look.	Unless	you	bring	in	some	of
the	tints	and	shades—voilà!	Rich	and	delicious	combinations.
		

	

	
	

	
	

	
	

	
Watch	the	tones

	
Are	there	any	colors	that	don’t	look	great	together?	Not	if	you	subscribe	to
Robin’s	 Wildflower	 Theory	 of	 Color—have	 you	 ever	 seen	 a	 field	 of
wildflowers	and	said,	“Omigosh,	that’s	a	dreadful	combination	of	colors	in
that	field.”	Probably	not.

	
But	 what	 that	 field	 of	 wildflowers	 automatically	 includes	 is	 a	 variety	 of
tones,	of	different	values	of	colors.	About	the	only	thing	that	is	guaranteed
to	cause	visual	 twitching	because	of	color	combinations	is	 if	 the	tones	are
too	similar.
	



Tone	refers	to	the	particular	quality	of	brightness,	deepness,	or	hue	of	any
color.	 As	 you	 can	 see	 in	 the	 first	 examples	 below,	 when	 the	 tones	 are
similar,	it	gets	a	little	muddy	looking.	The	contrast	is	too	weak.	If	you	were
to	 reproduce	 the	 examples	 below	 on	 a	 copy	machine,	 the	 text	would	 get
lost.

	
If	 your	design	 calls	 for	 hues	with	 similar	 tones,	 try	not	 to	bump	 them	up
together,	and	don’t	use	the	same	amounts	of	each	one.
		

	
The	tones	of	these	dark	colors	are	much	too	close,	as	you	can	obviously	see.
	

	
The	contrast	is	much	better	here;	the	contrast	is	a	result	of	differences	in	tones.
Where	 there	might	be	 some	 trouble	 (in	 the	white	ornament	on	 the	pale	 tint),	 I
added	 a	 bit	 of	 a	 shadow	 to	 separate	 the	 two	 elements.	 I	 did	 the	 same	 on	 the
previous	page	where	the	red	text	was	having	a	hard	time	on	the	blue	field—their
values	are	too	close.
	

	
	

	
	

	
	
Warm	colors	vs.	cool	colors

	
Colors	tend	to	be	either	on	the	warm	side	(which	means	they	have	some	red
or	yellow	in	them)	or	on	the	cool	side	(which	means	they	have	some	blue	in
them).	You	can	“warm	up”	certain	colors,	such	as	grays	or	tans,	by	adding



more	reds	or	yellows	to	them.	Conversely,	you	can	cool	down	some	colors
by	adding	various	blues	to	them.

	
But	the	more	practical	thing	that	I	want	you	to	remember	is	that	cool	colors
recede	 into	 the	 background,	 and	 warm	 colors	 come	 to	 the	 front.	 It	 takes
very	 little	 of	 a	 hot	 color	 to	make	 an	 impact—reds	 and	yellow	 jump	 right
into	your	eyes.	So	if	you’re	combining	hot	colors	with	cool,	always	use	less
of	the	hot	color.
	Cool	colors	recede,	so	you	can	use	(sometimes	you	have	to	use)	more	of	a
cool	color	to	make	an	impact	or	to	contrast	effectively.

	
Don’t	try	to	even	it	out!	Take	advantage	of	this	visual	phenomenon.
		

	
An	excess	of	red	is	overwhelming	and	rather	annoying.
	



	
Here	we	picked	up	the	red	from	the	bucket	in	the	photo	to	use	as	an	accent.
	

	
	

	
	

	
	

	
How	to	begin	to	choose?

	
Sometimes	it	can	seem	overwhelming	to	choose	colors.	Start	with	a	logical
approach.	Is	it	a	seasonal	project	you’re	working	on?	Perhaps	use	analogous
colors	 (page	 97)	 that	 connote	 the	 seasons—hot	 reds	 and	 yellows	 for
summer;	 cool	 blues	 for	winter;	 shades	 of	 oranges	&	 browns	 for	 autumn;
bright	greens	for	spring.

	
Are	there	official	company	colors	to	work	with?	Perhaps	you	can	start	there
and	 use	 tints	 and	 shades.	 Are	 you	working	with	 a	 logo	 that	 has	 specific
colors	in	it?	Perhaps	use	a	split	complement	of	its	colors	(page	96).
	Does	your	project	include	a	photograph	or	other	image?	Pick	up	a	color	in
the	photograph	and	choose	a	range	of	other	colors	based	on	that.	You	might
want	 analogous	 colors	 to	 keep	 the	 project	 sedate	 and	 calm,	 or



complementary	colors	to	add	some	visual	excitement.
		

	
Here	I	picked	up	the	color	of	the	sky	to	use	for	the	main	title.	For	the	rest	of	the
project,	I	might	use	the	colors	analogous	to	the	sandy	color	of	the	cliffs,	with	that
blue	tint	for	accents.
	

	
In	 some	 applications,	 you	might	 have	 an	 eyedropper	 tool	with	which	 you	 can
pick	up	colors	you	click	on.	That’s	how	I	got	the	color	of	the	sky	and	of	the	cliffs
in	InDesign.
	



	
	

	
	

	
If	 you’re	 working	 on	 a	 project	 that	 recurs	 regularly,	 you	 might	 want	 to
make	 yourself	 a	 color	 palette	 that	 you’ll	 consistently	 refer	 to	 for	 all
projects.

	
For	 instance,	 I	publish	a	 sixteen-page	booklet	 every	 two	months	on	 some
tidbit	 of	 the	 Shakespearean	 works.	 There	 are	 six	 main	 themes	 that	 recur
every	 year,	 so	 after	 collecting	 them	 for	 a	 few	 years,	 the	 color-coding
becomes	an	organizational	 tool.	 I	chose	80-percent	 tints	of	 the	six	 tertiary
colors	 (page	93)	 for	 the	main	color	blocks	on	 the	covers;	 the	color	wraps
around	a	bit	and	 the	 title	 is	always	 reversed	out.	This	choice	provides	me
with	a	color	structure	for	the	interiors.
		



	
If	 you’re	 beginning	 a	 new	 project	 that’s	 composed	 of	 a	 number	 of	 different
pieces,	 try	 choosing	your	 color	 palette	 before	 you	begin.	 It	will	make	 a	 lot	 of
decisions	easier	for	you	along	the	way.
	

	
	

	
	

	
	

	
CMYK	vs.	RGB;	print	vs.	web

	
There	are	two	important	color	models	to	be	aware	of.	Here	is	the	briefest	of
explanations	 on	 a	 very	 complex	 topic.	 If	 all	 you	 ever	 do	 is	 print	 to	 your
little	desktop	color	inkjet,	you	can	get	by	without	knowing	anything	about
color	models,	so	you	can	skip	this	for	now.	It	will	be	here	when	you	need	it.
	

	
	
CMYK

	
CMYK	 stands	 for	 Cyan	 (which	 is	 a	 blue),	 Magenta	 (which	 is	 sort	 of
red/pink),	Yellow,	and	a	Key	color,	which	is	usually	black.	With	these	four
colors	 of	 ink,	 we	 can	 print	 many	 thousands	 of	 colors,	 which	 is	 why	 it’s
called	 a	 “four-color	 process.”	 (Specialized	 print	 jobs	 can	 include	 extra
colors	of	inks.)

The	 colors	 in	 CMYK	 are	 like	 our	 coloring	 crayons	 or	 paint	 boxes—blue	 and
yellow	 make	 green,	 etc.	 This	 is	 the	 model	 we’ve	 been	 using	 throughout	 this
chapter	because	this	is	a	printed	book.

	
CYMK	is	the	color	model	you’ll	use	for	projects	that	are	going	to	be	printed	by	a
printing	 press	 onto	 something	 physical.	 Just	 about	 everything	 you	 ever	 see
printed	in	a	book,	a	magazine,	a	poster,	on	matchbox	covers	or	cookie	boxes	has
been	printed	with	CMYK.



		

	
Take	a	look	at	a	printed	color	image	with	a	magnifying	glass	and	you’ll	be	able
to	see	the	“rosettes”	made	up	of	the	dots	of	color.
	

	
	

	
	

	
	
RGB

	
RGB	 stands	 for	 Red,	 Green,	 and	 Blue.	 RGB	 is	 what	 you	 see	 on	 your
computer	monitor,	television,	iPhone,	etc.
	In	 RGB,	 if	 you	 mix	 red	 and	 green	 you	 get—yellow.	 Really.	 Mix	 full-
strength	 blue	 and	 red	 and	 you	 get	 hot	 pink.	 That’s	 because	 RGB	 is
composed	 of	 beams	 of	 colored	 light	 that	 are	 not	 reflected	 off	 of	 any
physical	 object—it	 is	 light	 that	 goes	 straight	 from	 the	monitor	 into	 your
eyes.	If	you	mix	all	the	colors	together	you	get	white,	and	if	you	delete	all
the	colors,	you	get	black.
		

In	 the	 world,	 the	 spectrum	 of	 visible	 light	 hits	 objects.	 Objects	 absorb	 (or
subtract)	most	of	the	spectrum—what	they	don’t	absorb	reflects	back	to	our	eyes
as	color.
	



	
On	 a	 monitor,	 the	 colors	 of	 light	 are	 not	 reflected—they	 go	 directly	 into	 our
eyes.
	

	
	

	
	

	
	
Print	vs.	web	color	models

	
The	important	thing	to	remember	about	CMYK	and	RGB	is	this:
	 Use	CMYK	for	projects	that	are	to	be	printed.
	 Use	RGB	for	anything	that	will	be	viewed	on	a	screen.
	If	 you’re	 printing	 to	 an	 expensive	 digital	 color	 printer	 (instead	 of	 a	 four-
color	 printing	 press),	 check	 with	 the	 press	 operator	 to	 see	 whether	 they
want	all	colors	in	CMYK	or	RGB.

	
RGB	makes	smaller	file	sizes,	and	some	techniques	in	Photoshop	work	only
(or	 best	 and	 usually	 faster)	 in	 RGB.	 But	 switching	 back	 and	 forth	 from
CMYK	to	RGB	 loses	a	 little	data	 each	 time,	 so	 it’s	best	 to	work	on	your
images	in	RGB	and	change	them	to	CMYK	as	the	last	thing	you	do.
	Because	 RGB	 works	 through	 light	 that	 goes	 straight	 into	 our	 eyes,	 the
images	on	the	screen	are	gorgeous	and	backlit	with	an	astonishing	range	of
colors.	Unfortunately,	when	you	switch	to	CMYK	and	then	print	that	with
ink	on	paper,	you	 lose	some	of	 that	brilliance	and	 range.	That’s	 just	what



happens,	so	don’t	be	too	disappointed.
		



8.	Extra	Tips	&	Tricks

	

In	 this	 chapter	we’ll	 look	 at	 creating	 a	 variety	 of	 advertising	 and	 promotional
pieces	for	a	fictional	company	called	Url’s	Internet	Cafe.*	I	add	lots	of	other	tips
and	 tricks	 and	 techniques	 in	 this	 section,	 but	 you’ll	 see	 where	 the	 four	 basic
principles	apply	to	every	project,	no	matter	how	big	or	small.

	
This	section	includes	specific	tips	for	designing	your	business	cards,	letterhead,
envelopes,	 flyers,	newsletters,	brochures,	direct-mail	postcards,	newspaper	ads,
and	web	sites.
	

	
	

	
	

	
	

	
Creating	a	package

	
One	 of	 the	 most	 important	 features	 of	 an	 identity	 package	 follows	 the
principle	of	 repetition:	 there	must	be	some	 identifying	 image	or	 style	 that
carries	throughout	every	piece.	Take	a	look	at	the	individual	pieces	below,
all	for	the	Cafe.	Name	the	repetitive	elements.
		



	
	

	
	

	
	



	
Business	cards

	
If	 you	use	 a	 second	color,	 consider	using	 it	 sparingly.	Most	of	 the	 time	a
tiny	bit	is	more	effective	than	throwing	the	second	color	all	over	the	card.
You	get	your	money’s	worth	with	just	a	splash.

	
Talk	to	the	print	shop	about	how	many	copies	of	the	card	to	set	up	on	one
page,	and	how	far	apart.	Ask	if	you	can	send	them	an	Adobe	Acrobat	pdf
file	to	print	from	(if	you	don’t	know	how	to	make	a	pdf,	you’ll	find	details
on	 Adobe’s	 web	 site,	 www.Adobe.com).	 Or	 buy	 those	 perforated,
preprinted	business	cards	that	you	can	run	through	your	own	office	printer.
	

	
	
Business	card	size

	
Standard	business	 card	 size	 in	 the	u.s.	 is	3.5	 inches	wide	by	2	 inches	 tall
(8.5cm	 x	 5.5cm	 in	 many	 other	 countries).	 A	 vertical	 format,	 of	 course,
would	be	2	inches	wide	by	3.5	inches	tall.
		

	

	

http://www.Adobe.com


Don’t	do	this!
	

	
Don’t	stick	things	in	the	corners.	The	corners	don’t	mind	being	empty.

	
Don’t	use	Times,	Arial,	or	Helvetica	or	your	card	will	always	look	like	it’s	from
the	1970s.
	

	
Don’t	use	12-point	 type	or	your	card	will	 always	 look	unsophisticated!	People
can	easily	 read	8-,	9-,	or	10-point	 type.	Business	 cards	often	use	7-point	 type.
And	please	 don’t	 center	 your	 layout	 unless	 you	 can	put	 into	words	 the	 reason
why	you	need	to	do	so.
	

	



Don’t	 feel	 like	 you	have	 to	 fill	 the	 entire	 space	 on	 the	 card.	 It’s	 okay	 to	 have
empty	space.	Look	at	those	professional	cards—they	always	have	empty	space!
	It’s	 unnecessary	 to	 have	 the	words	 “email”	 and	 “web	 site”	 on	 your	 card—it’s
clear	what	they	are.
	

	
Try	this	.	.	.
	

	
Line	things	up!	Everything	on	your	card	should	be	aligned	with	something	else.

	
Align	baselines.
	Align	right	edges	or	left	edges.

	
Most	of	 the	 time	a	 strong	 flush	 left	 or	 flush	 right	 alignment	has	 a	much	more
professional	impact	than	a	centered	alignment.
	



	
Try	using	periods,	small	bullets,	or	blank	spaces	 instead	of	parentheses	around
area	codes.	It	gives	your	card	a	cleaner	look.
	Spell	 out	 St.,	 Blvd.,	 Ln.,	 etc.	 The	 periods	 and	 commas	 in	 abbreviations	 add
unnecessary	clutter.

	
If	you	don’t	have	a	fax	number,	don’t	type	“Phone”	before	or	after	your	phone
number.	We	know	it’s	your	phone	number.
	

	
	

	
Tips	on	designing	business	cards



	
Business	cards	can	be	a	challenge	to	design	because	you	usually	need	to	pack	a
lot	of	information	into	a	small	space.	And	the	amount	of	information	you	put	on
a	 business	 card	 has	 been	 growing—in	 addition	 to	 the	 standard	 address	 and
phone,	now	you	probably	need	your	cell	number,	fax	number,	email	address,	and
if	you	have	a	web	site	(which	you	should),	your	web	address.
	

	
	
Format

	
Your	first	choice	is	whether	to	work	with	a	horizontal	format	or	a	vertical	one.
Just	because	most	cards	are	horizontal	doesn’t	mean	they	have	to	be.	Very	often
the	information	fits	better	in	a	vertical	layout,	especially	when	we	have	so	many
pieces	 of	 information	 to	 include	 on	 such	 a	 little	 card.	 Experiment	 with	 both
vertical	 and	 horizontal	 layouts,	 and	 choose	 the	 one	 that	 works	 best	 for	 the
information	you	have	on	your	card.
	

	
	
Type	size

	
One	of	 the	biggest	problems	with	business	cards	designed	by	new	designers	 is
the	type	size.	It’s	usually	too	big.	Even	the	10-or	11-point	type	we	read	in	books
looks	horsey	on	a	small	card.	And	12-point	type	looks	downright	dorky.	I	know
it’s	difficult	at	 first	 to	use	9-or	even	8-or	7-point	 type,	but	 look	at	 the	business
cards	 you’ve	 collected.	 Pick	 out	 three	 that	 look	 the	 most	 professional	 and
sophisticated.	They	don’t	use	12-point	type.

	
Keep	 in	mind	 that	a	business	card	 is	not	a	book,	a	brochure,	or	even	an	ad—a
business	card	contains	information	that	a	client	only	needs	to	look	at	for	a	couple
of	 seconds.	 Sometimes	 the	 overall,	 sophisticated	 effect	 of	 the	 card’s	 design	 is
actually	 more	 important	 than	 making	 the	 type	 big	 enough	 for	 your	 great-
grandmother	to	read	easily.
	

	
	
Create	a	consistent	image	on	all	pieces



	
If	 you	 plan	 to	 create	 a	 letterhead	 and	matching	 envelopes,	 you	 really	 need	 to
design	all	three	pieces	at	once.	The	entire	package	of	business	cards,	letterhead,
and	envelopes	should	present	a	consistent	image	to	clients	and	customers.
	

	
	

	
	

	
	
Letterhead	and	envelopes

	
Few	people	look	at	a	company’s	stationery	and	think,	“This	is	so	beautiful,
I’ll	 triple	my	order,”	or	 “This	 is	 so	ugly,	 I’ll	 cancel	my	order.”	But	when
people	see	your	stationery,	they	think	something	about	you	and	it’s	going	to
be	positive	or	negative,	depending	on	the	design	and	feel	of	that	stationery.

	
From	the	quality	of	the	paper	you	choose	to	the	design,	color,	typeface,	and
the	 envelope,	 the	 implied	 message	 should	 inspire	 confidence	 in	 your
business.	The	content	of	your	letter,	of	course,	will	carry	substantial	weight,
but	 don’t	 overlook	 the	 unconscious	 influence	 exerted	 by	 the	 letterhead
itself.
		



	
Be	brave!	Be	bold!
	Don’t	do	this!
	



	
Don’t	 use	 a	 different	 arrangement	 on	 the	 envelope	 from	what	 you	 use	 on	 the
letterhead	 and	 the	 business	 card!	All	 three	 items	 should	 look	 like	 they	 belong
together.

	
Don’t	center	everything	on	the	page,	unless	your	logo	is	an	obviously	centered
logo	and	you	must	work	with	it.	If	you	do	center,	try	to	be	a	little	more	creative
with	 the	 type,	 the	 size,	or	 the	placement	of	 the	 items	 (that	 is,	 even	 though	 the
items	 are	 centered	 with	 each	 other,	 perhaps	 they	 don’t	 have	 to	 be	 directly
centered	on	 the	page;	 try	placing	 the	entire	 centered	arrangement	 closer	 to	 the



left	side).
	Don’t	use	Times,	Arial,	Helvetica,	or	Sand.

	
Just	as	on	your	business	card,	avoid	parentheses,	abbreviations,	and	superfluous
words	that	just	add	clutter.
	Try	this	.	.	.
	



	
Notice	 how	 these	 three	 pieces	 have	 essentially	 the	 same	 layout.	Work	 on	 all
three	pieces	at	the	same	time	to	make	sure	your	chosen	layout	will	work	in	each
situation.

	
Feel	free	to	use	type	and	graphics	in	a	huge	way	or	a	small	way.



	Uncenter	the	format.	Those	strong	lines	of	flush	left	and	flush	right	add	strength
to	your	design.
	

	
	
Tips	on	letterhead	and	envelope	design

	
Design	 your	 letterhead	 and	 envelope	 at	 the	 same	 time	 as	 your	 business	 card.
They	 should	 look	 like	 they	 belong	 together—if	 you	 give	 someone	 a	 business
card	and	then	later	send	a	letter,	those	pieces	should	reinforce	each	other.
	

	
	
Envelope	size

	
The	standard	business	envelope	is	9½	×	4⅛	inches.	 It’s	called	a	#10	envelope.
The	European	size	is	110mm	x	220mm,	and	it’s	called	a	C4	envelope.
	

	
	
Create	a	focal	point

	
One	element	should	be	dominant,	and	it	should	be	dominant	in	the	same	way	on
the	 letterhead,	 the	 envelope,	 and	 the	 business	 card.	 Please	 avoid	 the	 boring
centered-across-the-top	layout	on	the	letterhead!
	

	
	
Alignment

	
Choose	one	alignment	 for	 your	 stationery!	Don’t	 center	 something	 across	 the
top	and	then	put	the	rest	of	the	text	flush	left.	Be	brave—try	flush	right	down	the
side	 with	 lots	 of	 linespacing.	 Try	 setting	 your	 company	 name	 in	 huge	 letters
across	the	top.	Try	placing	your	logo	(or	a	piece	of	it)	huge	and	light	as	a	shadow
beneath	the	area	where	you	will	type.

	
On	the	letterhead,	make	sure	to	arrange	the	elements	so	when	you	type	the	actual
letter,	the	text	fits	neatly	into	the	design	of	the	stationery.



	
	

	
Second	page

	
If	you	can	afford	to	make	a	second	page	to	your	stationary,	take	a	small	element
that	appears	on	your	first	page	and	use	it	all	by	itself	on	a	second	page.	If	you	are
planning	 to	 print,	 say,	 1,000	 sheets	 of	 letterhead,	 you	 can	 usually	 ask	 the
printshop	 to	 print	 something	 like	 800	 of	 the	 first	 page	 and	 200	 of	 the	 second
page.	Even	if	you	don’t	plan	to	print	a	second	page,	ask	the	printer	for	several
hundred	blank	sheets	of	the	same	paper	so	you	have	something	on	which	to	write
longer	letters.
	

	
	
Faxing	and	copying

	
If	 you	 ever	plan	 to	 send	your	 letterhead	 through	 fax	 or	copy	machines,	 don’t
choose	a	dark	paper	or	one	that	has	lots	of	speckles	in	it.	Also	avoid	large	areas
of	dark	ink,	reverse	type,	or	tiny	type	that	will	get	lost	in	the	process.	If	you	do	a
lot	of	faxing,	you	might	want	to	create	two	versions	of	your	letterhead—one	for
print	and	one	for	fax.
	

	
	

	
	

	
	
Flyers

	
Flyers	are	great	fun	to	create	because	you	can	safely	abandon	restraint!	This
is	a	great	place	to	go	wild	and	really	call	attention	to	yourself.	As	you	know,
flyers	compete	with	all	the	other	readable	junk	in	the	world,	especially	with
other	 flyers.	 Often	 they	 are	 posted	 on	 a	 bulletin	 board	 with	 dozens	 of
competing	pages	that	are	all	trying	to	grab	the	attention	of	passers-by.

	
A	flyer	is	one	of	the	best	places	to	use	fun	and	different	typefaces,	and	a	fun



face	is	one	of	the	best	ways	to	call	attention	to	a	headline.	Don’t	be	a	wimp
—this	 is	your	 chance	 to	use	one	of	 those	 really	off-the-wall	 faces	you’ve
been	lusting	after!
	And	what	 a	 great	 place	 to	 experiment	with	 graphics.	 Just	 try	making	 the
graphic	image	or	photograph	at	least	twice	the	size	you	originally	planned.
Or	make	the	headline	400	point	instead	of	24.	Or	create	a	minimalist	flyer
with	one	line	of	10-point	type	in	the	middle	of	the	page	and	a	small	block	of
text	at	the	bottom.	Anything	out	of	the	ordinary	will	make	people	stop	and
look,	and	that	is	90	percent	of	your	goal.
		



	
Don’t	do	this!
	



	
Don’t	put	everything	in	boxes!	Let	the	strong	alignment	create	the	“box”	around
the	text.
	As	in	everything	else,	don’t	set	the	same	amount	of	space	between	all	elements.
If	items	are	part	of	a	unit,	group	them	closer	together.

	
Don’t	use	Times,	Arial,	Helvetica,	or	Sand.
	Don’t	 use	 hyphens	 to	 call	 out	 bullet	 points.	 Instead,	 try	 using	 characters	 from
Wingdings	or	Zapf	Dingbats.

	
Don’t	 center	 everything	 on	 the	 page	 and	 then	 put	 small	 pieces	 of	 text	 in	 the
corners!
	Avoid	a	gray,	boring	page—add	contrast.

	
Watch	the	line	endings—there’s	no	need	to	break	lines	at	awkward	places	or	to
hyphenate	unnecessarily.
	Try	this	.	.	.
	



	
Use	a	huge	headline	or	huge	clip	art.

	



Use	an	interesting	typeface	in	a	huge	way.
	Crop	 a	 photograph	 or	 clip	 art	 into	 a	 tall	 narrow	 shape;	 place	 it	 along	 the	 left
edge;	align	the	text	flush	left.

	
Or	place	the	art	along	the	right	edge	and	align	the	text	flush	right.
	Or	set	the	text	in	several	columns,	each	one	flush	left.

	
It’s	 okay	 to	 set	 the	 body	 text	 small	 on	 a	 flyer.	 If	 you	 capture	 the	 reader’s
attention	in	the	first	place,	she	will	read	the	small	type.
	

	
	
Tips	on	designing	flyers

	
The	biggest	 problems	with	most	 flyers	 created	by	new	designers	 are	 a	 lack	of
contrast	 and	 a	 presentation	 of	 information	 that	 has	 no	 hierarchy.	 That	 is,	 the
initial	 tendency	 is	 to	 make	 everything	 large,	 thinking	 that	 it	 needs	 to	 grab
someone’s	 attention.	But	 if	 everything	 is	 large,	 then	nothing	 can	 really	 grab	 a
reader’s	 attention.	 Use	 a	 strong	 focal	 point	 and	 contrast	 to	 organize	 the
information	and	lead	the	reader’s	eye	through	the	page.
	

	
	
Create	a	focal	point

	
Put	one	thing	on	your	page	that	is	huge	and	interesting	and	strong.	If	you	catch
their	eye	with	your	focal	point,	they	are	more	likely	to	read	the	rest	of	the	text.
	

	
	
Use	subheads	that	contrast

	
After	the	focal	point,	use	strong	subheads	(strong	visually,	and	strong	in	what	it
says)	so	readers	can	quickly	scan	the	flyer	to	determine	the	point	of	the	message.
If	 the	 subheads	 don’t	 interest	 them,	 they’re	 not	 going	 to	 read	 the	 copy.	But	 if
there	are	no	subheads	at	all	and	readers	have	to	read	every	word	on	the	flyer	to



understand	what	 it’s	 about,	 they’re	 going	 to	 toss	 it	 rather	 than	 spend	 the	 time
deciphering	the	text.
	

	
	
Repetition

	
Whether	your	headline	uses	an	ugly	typeface,	a	beautiful	one,	or	an	ordinary	one
in	an	unusual	way,	try	to	pull	a	little	of	that	same	font	into	the	body	of	the	text
for	repetition.	Perhaps	use	just	one	letter	or	one	word	in	that	same	typeface.	Use
it	 as	 your	 subheads,	 initial	 caps,	 or	 perhaps	 as	 bullets.	 A	 strong	 contrast	 of
typefaces	will	add	interest	to	your	flyer.
	

	
	
Alignment

	
And	remember,	choose	one	alignment!	Don’t	center	the	headline	and	then	set	the
body	copy	flush	left,	or	don’t	center	everything	on	the	page	and	then	stick	things
in	the	corners	at	the	bottom.	Be	strong.	Be	brave.	Try	all	flush	left	or	flush	right.
	

	
	

	
	

	
	
Newsletters

	
One	 of	 the	 most	 important	 features	 of	 a	 multiple-page	 publication	 is
consistency,	 or	 repetition.	 Every	 page	 should	 look	 like	 it	 belongs	 to	 the
whole	 piece.	 You	 can	 do	 this	 with	 color,	 graphic	 style,	 fonts,	 spatial
arrangements,	 bulleted	 lists	 that	 repeat	 a	 formatting	 style,	 borders	 around
photographs,	captions,	etc.
	Now,	 this	doesn’t	mean	 that	everything	has	 to	 look	exactly	 the	same!	But
(just	 as	 in	 life)	 if	 you	 have	 a	 solid	 foundation	 you	 can	 get	 away	 with
breaking	 out	 of	 that	 foundation	with	 glee	 (and	 people	won’t	worry	 about
you).	Experiment	with	graphics	at	a	tilt	or	photographs	cropped	very	wide



and	 narrow	 and	 spread	 across	 three	 columns.	With	 that	 solid	 foundation,
you	 can	 set	 something	 like	 the	 president’s	 letter	 for	 your	 newsletter	 in	 a
special	format	and	it	will	really	stand	out.
	It’s	okay	to	have	white	space	(empty	space)	in	your	newsletter.	But	don’t	let
the	white	space	become	“trapped”	between	other	elements.	The	white	space
needs	 to	be	as	organized	as	 the	visible	elements.	Let	 it	be	 there,	and	let	 it
flow.
		

	
One	 of	 the	 first	 and	 most	 fun	 things	 to	 design	 in	 a	 newsletter	 is	 the	 flag
(sometimes	called	the	masthead,	although	the	masthead	is	actually	the	part	inside
that	tells	you	who	runs	the	magazine).	The	flag	is	the	piece	that	sets	the	tone	for
the	rest	of	the	newsletter.
	Don’t	do	this!
	



	
Don’t	be	a	wimp	about	your	flag	(the	title	of	your	newsletter	on	the	front	page).
Tell	people	who	you	are!

	



Don’t	 create	 a	 flat,	 gray	 newsletter.	 Use	 contrasting	 type	 where	 appropriate,
create	 pull-quotes,	 and	 add	 other	 visually	 interesting	 elements	 to	 pull	 the
reader’s	eye	into	the	page.
	On	 the	 other	 hand,	 don’t	 use	 a	 different	 typeface	 and	 arrangement	 for	 every
article.	 If	 you	 create	 a	 strong,	 consistent,	 underlying	 structure	 throughout	 the
newsletter,	 then	 you	 can	 call	 attention	 to	 a	 special	 article	 by	 treating	 it
differently.

	
If	everything	is	different,	nothing	is	special.
	Try	this	.	.	.
	



	
Most	people	skim	through	newsletter	pages	picking	out	headlines—so	make	the
headlines	clear	and	bold.
	You	can	 see	 the	underlying	 structure	of	 the	 text	here.	With	 the	 solidity	of	 that



structure,	 the	 graphics	 can	 really	 juice	 up	 the	 pages	 by	 being	 tilted,	 enlarged,
text-wrapped,	etc.
	Take	a	 few	minutes	 to	verbalize	how	all	 four	of	 the	basic	principles	of	design
appear	 in	 a	 multiple-page	 publication	 like	 this,	 and	 notice	 the	 effect	 of	 each
principle.
	

	
	
Tips	on	designing	newsletters

	
The	 biggest	 problems	 with	 newsletters	 seem	 to	 be	 lack	 of	 alignment,	 lack	 of
contrast,	and	too	much	Helvetica	(Arial	is	another	name	for	Helvetica).
	

	
	
Alignment

	
Choose	an	alignment	and	stick	to	it.	Trust	me—you’ll	have	a	stronger	and	more
professional	look	to	your	entire	newsletter	if	you	maintain	that	strong	edge	along
the	left.	And	keep	everything	else	aligned.	If	you	use	rules	(lines),	 they	should
begin	and	end	in	alignment	with	something	else,	like	the	column	edge	or	column
bottom.	If	your	photograph	hangs	outside	the	column	one-quarter	inch,	crop	it	so
it	aligns	instead.

	
You	 see,	 if	 all	 the	elements	 are	neatly	aligned,	 then	when	appropriate	you	can
freely	 break	 out	 of	 that	 alignment	 with	 gusto.	 But	 don’t	 be	 a	 wimp	 about
breaking	the	alignment—either	align	the	item	or	don’t.	Placement	that	is	a	little
bit	out	of	alignment	looks	like	a	mistake.	If	your	photo	does	not	fit	neatly	into
the	column,	then	let	it	break	out	of	the	column	boldly,	not	barely.
	

	
	
Paragraph	indents

	
First	 paragraphs,	 even	 after	 subheads,	 should	 not	 be	 indented.	 When	 you	 do
indent,	use	the	standard	typographic	indent	of	one	“em”	space,	which	is	a	space
as	wide	as	the	point	size	of	your	type;	that	is,	if	you’re	using	11-point	type,	your



indent	should	be	11	points	 (about	 two	spaces,	not	 five).	Use	either	extra	space
between	paragraphs	or	an	indent,	but	not	both.
	

	
	
Not	Helvetica!

	
If	 your	 newsletter	 looks	 a	 little	 gray	 and	 drab,	 you	 can	 instantly	 juice	 it	 up
simply	 by	 using	 a	 strong,	 heavy,	 sans	 serif	 typeface	 for	 your	 headlines	 and
subheads.	Not	Helvetica.	The	Helvetica	or	Arial	 that	came	with	your	computer
isn’t	 bold	 enough	 to	 create	 a	 strong	 contrast.	 Invest	 in	 a	 sans	 serif	 family	 that
includes	 a	 heavy	 black	 version	 as	 well	 as	 a	 light	 version	 (such	 as	 Eurostile,
Formata,	Syntax,	Frutiger,	or	Myriad).	Use	that	heavy	black	for	your	headlines
and	 pull-quotes	 and	 you’ll	 be	 amazed	 at	 the	 difference.	Or	 use	 an	 appropriate
decorative	face	for	the	headlines,	perhaps	in	another	color.
	

	
	
Readable	body	copy

	
For	best	readability,	try	a	classic	oldstyle	serif	face	(such	as	Garamond,	Jenson,
Caslon,	 Minion,	 or	 Palatino),	 or	 a	 lightweight	 slab	 serif	 (such	 as	 Clarendon,
Bookman,	Kepler,	or	New	Century	Schoolbook).	What	you’re	reading	right	now
is	Warnock	Pro	Light	from	Adobe.	If	you	use	a	sans	serif	font,	give	a	little	extra
linespace	(leading)	and	shorter	line	lengths.
	

	
	

	
	

	
	
Brochures

	
Brochures	are	a	quick	and	inexpensive	way	to	get	the	word	out	about	your
brand	 new	 homemade-pie	 business,	 school	 fundraiser,	 or	 upcoming
scavenger	hunt.	Dynamic,	well-designed	brochures	can	be	“eye	candy”	for
readers,	 drawing	 them	 in	 and	 educating	 them	 in	 a	 delightful	 and	 painless
way.



	
Armed	 with	 the	 basic	 design	 principles,	 you	 can	 create	 eye-grabbing
brochures	of	your	own.	The	tips	on	the	next	couple	of	pages	will	help.
	Before	you	sit	down	to	design	the	brochure,	fold	a	piece	of	paper	into	the
intended	shape	and	make	notes	on	each	flap.	Pretend	you	just	found	it—in
what	order	do	you	read	the	panels?

	
Keep	in	mind	the	order	in	which	the	panels	of	a	brochure	are	presented	to
the	reader	as	they	open	it.	For	instance,	when	a	reader	opens	the	front	cover,
they	should	not	be	confronted	with	the	copyright	and	contact	information.
	The	 fold	measurements	 are	 not	 the	 same	 on	 the	 front	 as	 they	 are	 on	 the
back!	After	you	fold	your	paper	sample,	measure	from	left	to	right	on	front
and	 back.	Do	 not	 simply	 divide	 11	 inches	 into	 thirds—	 it	 won’t	 work
because	one	panel	must	be	slightly	shorter	to	tuck	inside	the	other	panel.
	



	



A	brochure	can	be	your	number-one	marketing	tool.

	
It’s	 important	 to	 be	 aware	 of	 the	 folds;	 you	 don’t	 want	 important
information	disappearing	into	the	creases!	If	you	have	a	strong	alignment
for	 the	 text	 on	 each	 panel	 of	 the	 brochure,	 however,	 feel	 free	 to	 let	 the
graphics	cross	over	the	space	between	the	columns	of	text	(the	gutter)	and
into	the	fold.	See	the	example	on	page	129.
		

	
The	 threefold	 style	 shown	 to	 the	 left	 is	 by	 far	 the	 most	 commonly	 seen	 for
brochures	 because	 it	works	 so	well	 for	 letter-sized	 paper,	 but	 there	 are	 lots	 of
other	fold	options	available.	Check	with	your	print	shop.
	The	brochure	examples	on	the	following	pages	are	set	up	for	a	standard,	8.5×11-
inch,	threefold	brochure	like	this	one.
	Don’t	do	this!
	



	
Don’t	 set	 items	 centered	 and	 flush	 left	 on	 the	 cover	 (or	 inside)!	 Pick	 one
alignment.	Please.
	

	



Don’t	 use	 12-point	 type	 for	 your	 body	 copy.	Besides	 looking	 unsophisticated,
12-point	 in	 most	 typefaces	 is	 too	 large	 for	 the	 column	 width	 in	 a	 standard
threefold	brochure.
	Don’t	set	the	copy	too	close	to	the	fold.	Remember	that	you’re	going	to	fold	the
paper	 down	 the	 middle	 of	 the	 column	 gutter,	 so	 allow	 more	 room	 between
columns	in	a	brochure	than	you	would	in	a	newsletter.
	Try	this	.	.	.
	

	
Which	panel	will	the	reader	see	first?	second?	This	brochure	is	designed	to	draw
the	reader	in	little	by	little.
	After	 the	 initial	 powerful	 greeting	 on	 the	 cover	 panel,	 the	 reader	 gets	 an
introduction	to	the	mascot	for	the	company	on	the	next	panel,	then	finally	opens
to	the	inside	of	the	brochure.
	



	
Notice	how	contrast	of	color	and	size	are	used	here.

	
Play	 with	 the	 graphic	 images	 in	 your	 brochure—make	 them	 bigger,	 overlap
them,	wrap	text	around	them,	tilt	them.	You	can	do	all	this	if	your	text	presents	a
solid,	aligned	base.
	See	 how	 the	 only	 things	 that	 cross	 the	 gutter	 (the	 fold	 area	 in-between	 text
blocks)	are	pieces	of	art?	Graphics	don’t	get	lost	in	the	fold.
	

	
	
Tips	on	designing	brochures

	
Brochures	 created	 by	 new	 designers	 have	 many	 of	 the	 same	 problems	 as
newsletters:	 lack	of	 contrast,	 lack	of	 alignment,	 and	 too	much	Helvetica/Arial.
Here’s	a	quick	summary	of	how	the	principle	elements	of	design	can	be	applied
to	that	brochure	you’re	working	on.
	

	
	
Contrast



	
As	in	any	other	design	project,	contrast	not	only	adds	visual	interest	to	a	page	so
a	reader’s	eye	is	drawn	in,	but	it	also	helps	create	the	hierarchy	of	information	so
the	 reader	 can	 scan	 the	 important	 points	 and	 understand	what	 the	 brochure	 is
about.	Use	contrast	in	the	typefaces,	rules,	colors,	spacing,	size	of	elements,	etc.
Remember	 that	 the	 only	 way	 contrast	 is	 effective	 is	 if	 it’s	 strong—if	 two
elements	are	not	exactly	the	same,	make	sure	they	are	very	different.	Otherwise
it	looks	like	a	mistake.	Don’t	be	a	wimp.
	

	
	
Repetition

	
Repeat	various	elements	in	the	design	to	create	a	unified	look	to	the	piece.	You
might	repeat	colors,	typefaces,	rules,	spatial	arrangements,	bullets,	etc.
	

	
	
Alignment

	
I	 keep	 repeating	myself	 about	 this	 alignment	 stuff,	 but	 it’s	 important,	 and	 the
lack	of	it	is	consistently	a	problem.	Strong,	sharp	edges	create	a	strong,	sharp
impression.	A	 combination	 of	 alignments	 (using	 centered,	 flush	 left,	 and	 flush
right	in	one	piece)	usually	creates	a	sloppy,	weak	impression.

	
Occasionally,	you	may	want	to	intentionally	break	out	of	the	alignment	(as	I	did
on	the	previous	page);	this	works	best	if	you	have	other	strong	alignments	to
contrast	with	the	breakout.
	

	
	
Proximity

	
Proximity,	 grouping	 similar	 items	 close	 together,	 is	 especially	 important	 in	 a
project	 such	 as	 a	 brochure	 where	 you	 have	 a	 variety	 of	 subtopics	 within	 one
main	 topic.	 How	 close	 and	 how	 far	 away	 items	 are	 from	 each	 other
communicates	the	relationships	of	the	items.

	



To	create	the	spatial	arrangements	effectively,	you	must	know	how	to	use	your
software	 to	 create	 space	 between	 the	 paragraphs	 (space	 before	 or	 space	 after)
instead	 of	 hitting	 the	 Enter	 or	 Return	 key	 twice.	 Two	 Returns	 between
paragraphs	creates	a	larger	gap	than	you	need,	forcing	items	apart	that	should	be
close	 together.	 Two	 Returns	 also	 creates	 the	 same	 amount	 of	 space	 above	 a
headline	or	 subhead	as	 there	 is	below	 the	head	 (which	you	don’t	want),	 and	 it
separates	bulleted	items	that	should	be	closer	together.	Learn	that	software!
	

	
	

	
	

	
	
Postcards

	
Because	they’re	so	visual	and	so	immediate—no	envelopes	to	fuss	with,	no
paper	cuts—postcards	are	a	great	way	to	grab	attention.	And	for	these	same
reasons,	an	ugly	or	boring	postcard	is	a	waste	of	everybody’s	time.

	
So,	to	avoid	waste,	remember	the	following:
	 Be	different.	Oversized	or	oddly	shaped	postcards	will	stand	out	from

that	 crowd	 in	 the	 mailbox.	 (Check	 with	 the	 post	 office,	 though,	 to
make	sure	your	shape	will	go	through	the	mail!)

	 Think	 “series.”	 A	 single	 postcard	makes	 one	 impression;	 just	 think
what	a	series	of	several	could	do!

	 Be	 specific.	 Tell	 the	 recipient	 exactly	 how	 they’ll	 benefit	 (and	what
they	need	to	do	to	get	that	benefit).

	 Keep	it	brief.	Use	the	front	of	the	postcard	for	a	short	and	attention-
getting	message.	Put	less	important	details	on	the	back.

	 If	possible,	use	color.	Besides	being	 fun	 to	work	with,	 color	attracts
the	eye	and	draws	interest.

		



	
Don’t	forget:	white	space	is	a	design	element,	too!
	Don’t	do	this!
	

	
What’s	wrong	with	this	headline?

	
Don’t	use	12-point	Helvetica,	Arial,	Times,	or	Sand.
	Don’t	set	information	in	all	caps—it	is	so	difficult	to	read	that	few	will	bother.
They	didn’t	ask	for	the	card	in	the	first	place,	did	they?



	
Use	contrast	and	spatial	relationships	to	communicate	a	message	clearly.
	

	
The	guidelines	for	business	cards	(pages	111–114)	also	apply	to	postcards:	don’t
stick	 things	 in	 the	 corners;	 don’t	 think	 you	 have	 to	 fill	 the	 space;	 don’t	make
everything	the	same	size	or	almost	the	same	size.
	Try	this	.	.	.
	



	
Try	an	odd	size	postcard,	such	as	tall	and	narrow,	short	and	fat,	oversized,	or	a
fold-over	card.

	
Just	be	sure	to	take	your	intended	size	and	paper	to	the	post	office	and	make	sure
it	 fits	 regulations	 before	 you	 print	 it,	 or	 check	 the	 web	 site	 (usps.gov).	 And
verify	the	cost	of	postage	for	an	odd-sized	card.
	As	 in	 any	 piece	where	 you	 need	 to	 get	 someone’s	 attention	 instantly,	 create	 a
hierarchy	 of	 information	 so	 the	 reader	 can	 scan	 the	 card	 and	 make	 a	 quick
decision	as	to	whether	they	want	to	read	the	rest	of	it	or	not.
	



	
	

	
Tips	on	designing	postcards

	
You	only	have	a	split	second	to	capture	someone’s	attention	with	an	unsolicited
postcard	that	arrives	in	the	mail.	No	matter	how	great	your	copy,	if	the	design	of
the	card	does	not	attract	their	attention,	they	won’t	read	your	copy.
	

	
	
What’s	your	point?

	
Your	first	decision	 is	 to	determine	what	sort	of	effect	you	want	 to	achieve.	Do
you	want	readers	to	think	it	is	an	expensive,	exclusive	offer?	Then	your	postcard
had	 better	 look	 as	 expensive	 and	 professional	 as	 the	 product.	 Do	 you	 want
readers	to	feel	like	they’re	getting	a	great	bargain?	Then	your	postcard	shouldn’t
be	 too	 slick.	Discount	 stores	 spend	extra	money	 to	make	 their	 stores	 look	 like
they	contain	bargains.	It’s	not	an	accident	that	Saks	Fifth	Avenue	has	a	different
look—from	 the	 parking	 lot	 to	 the	 restrooms—than	 does	Kmart,	 and	 it	 doesn’t
mean	that	Kmart	spent	less	on	decor	than	did	Saks.	Each	look	serves	a	distinct
and	definite	purpose	and	reaches	out	toward	a	specific	market.
	



	
	
Grab	their	attention

	
The	 same	design	guidelines	 apply	 to	direct-mail	postcards	 as	 to	 anything	else:
contrast,	repetition,	alignment,	and	proximity.	But	with	this	kind	of	postcard,	you
have	very	 little	 time	 to	 induce	 recipients	 into	 reading	 it.	Be	brave	with	 bright
colors,	either	in	the	ink	or	the	card	stock.	Use	striking	graphics—there’s	plenty
of	great	and	inexpensive	clipart	and	picture	fonts	that	you	can	use	in	all	sorts	of
creative	ways.
	

	
	
Contrast

	
Contrast	 is	 probably	 your	 best	 friend	 in	 a	 direct-mail	 postcard.	 The	 headline
should	be	in	strong	contrast	to	the	rest	of	the	text,	 the	colors	should	use	strong
contrast	to	each	other	and	to	the	color	of	the	paper	stock.	And	don’t	forget	that
white	space	creates	contrast!
	

	
	

	
	

	
	
Newspaper	ads

	
A	 well-designed	 newspaper	 ad	 can	 work	 wonders	 for	 an	 advertiser;
however,	looking	good	is	not	all	it	takes	to	be	successful	in	newsprint.	Here
are	a	few	hints	that	will	help	even	the	sexiest	ad	rake	in	results:
White	 space!	 Take	 note	 of	 where	 your	 eyes	 go	 next	 time	 you	 scan	 the
newspaper.	Which	 ads	 do	 your	 eyes	 naturally	 land	 on,	 and	which	 ads	 do
you	actually	read?	I’ll	bet	you	see	and	read	at	least	the	headlines	of	the	ads
that	have	more	white	space.

	 Be	 clever.	 There’s	 nothing	 that	 can	 compete	 with	 a	 clever	 headline.	 Not
even	good	design.	(But	with	both,	the	possibilities	multiply!)

	 Be	clear.	Once	your	catchy	headline	has	garnered	some	attention,	your	ad



should	specifically	tell	readers	what	to	do	(and	give	them	the	means	to	do
so;	i.e.,	phone	number,	email	address,	web	address,	etc.).

	 Be	 brief.	 Your	 ad	 is	 not	 the	 place	 to	 put	 your	 life	 story.	 Keep	 the	 copy
simple	and	to	the	point.

	 Use	 color	 when	 you	 can.	 It	 always	 attracts	 the	 eye,	 particularly	 when
surrounded	by	a	sea	of	gray	text.

		

	
Ads	don’t	have	to	scream	to	be	effective.
	Don’t	do	this!
	



	
If	your	headline	doesn’t	grab	their	attention,	they	won’t	read	your	body	copy	no
matter	how	big	you	set	 it.	 (If	you	get	 rid	of	 the	caps,	your	headline	can	be	set
much	larger.)
Don’t	make	all	the	text	the	same	size.	Call	out	your	headline,	but	once	you	catch
the	reader’s	eye	and	mind	with	your	headline,	they	will	read	the	rest	of	the	text,
even	if	it’s	9-point	type.
	



	
Don’t	 cram	 the	 space	 full!	 I	 know	 you	 paid	 for	 it,	 but	 white	 space	 is	 just	 as
valuable	and	well	worth	the	money.

	
Unless	 your	 ad	 offers	 valuable,	 free	 information	 that	 a	 reader	 really	 wants	 to
know	and	can’t	get	anywhere	else,	don’t	stuff	it.	Let	there	be	white	space.
	Try	this	.	.	.
	



	
White	space	is	good.	The	trick	about	white	space	is	that	it	needs	to	be	organized.
In	the	first	ad	on	the	opposite	page,	there	is	just	as	much	white	space	as	there	is
in	this	ad	to	the	right,	but	it’s	sprawled	all	over	the	place.

	
Organize	 the	 white	 space	 just	 as	 consciously	 as	 you	 organize	 the
information.	 If	you	follow	the	other	four	principles	of	design,	 the	white	space
will	automatically	end	up	where	it	should.
	



	
As	 with	 any	 other	 design	 project,	 use	 contrast,	 repetition,	 alignment,	 and
proximity.	Can	you	name	where	each	of	those	concepts	have	been	used	in	these
ads?
	

	
	
Tips	on	designing	newspaper	ads

	
One	of	the	biggest	problems	with	newspaper	ads	is	crowding.	Many	clients	and
businesses	who	are	paying	for	a	newspaper	ad	feel	they	need	to	fill	every	particle



of	space	because	it	costs	money.
	

	
	
Contrast

	
With	a	newspaper	ad,	you	need	contrast	not	only	in	the	advertisement	itself,	but
also	between	the	ad	and	the	rest	of	the	newspaper	page	that	it’s	placed	on.	In	this
kind	of	ad,	the	best	way	to	create	contrast	is	with	white	space.	Newspaper	pages
tend	 to	be	completely	 full	of	 stuff	and	very	busy.	An	ad	 that	has	 lots	of	white
space	within	it	stands	out	on	the	page,	and	a	reader’s	eye	can’t	help	but	be	drawn
to	it.	Experiment.	Open	a	newspaper	page	(or	a	phone	book	page)	and	scan	it.	I
guarantee	that	if	there	is	white	space	on	that	page,	your	eyes	will	go	to	it.	They
go	there	because	white	space	provides	a	strong	contrast	on	a	full,	busy	page.

	
Once	 you	 have	 white	 space,	 your	 headline	 doesn’t	 need	 to	 be	 in	 a	 big,	 fat,
typeface	screaming	to	compete	with	everything	else.	You	can	actually	get	away
with	a	beautiful	script	or	a	classy	oldstyle	instead	of	a	heavy	face.
	

	
	
Type	choices

	
Newsprint	 is	 porous,	 coarse	 paper,	 and	 the	 ink	 spreads	 on	 it.	 So	 don’t	 use	 a
typeface	that	has	small,	delicate	serifs	or	very	thin	lines	that	will	 thicken	when
printed,	unless	you	are	setting	 the	 type	 large	enough	that	 the	serifs	and	strokes
will	hold	up.
	

	
	
Reverse	type

	
Avoid	 reverse	 type	 (white	 type	 on	 a	 dark	 background)	 if	 possible,	 but	 if	 you
must	have	it,	make	sure	you	use	a	good	solid	typeface	with	no	thin	lines	that	will
fill	in	when	the	ink	spreads.	As	always	when	setting	type	in	reverse,	use	a	point
size	a	wee	bit	larger	and	bolder	than	you	would	if	it	was	not	reversed	because	the
optical	illusion	makes	reverse	type	appear	smaller	and	thinner.
	

	



	
	

	
	

	
Web	sites

	
While	the	same	four	basic	principles	I’ve	mentioned	over	and	over	in	this
book	(contrast,	repetition,	alignment,	proximity)	also	apply	to	web	design,
repetition	 is	 one	 of	 the	 most	 important	 for	 a	 web	 site.	 The	 other	 three
principles	help	the	pages	look	good	and	make	sense,	but	repetition	lets	your
visitors	know	whether	they’re	still	in	the	same	web	site.	You	should	have	a
consistent	navigation	system	and	graphic	style	so	your	visitors	always	know
they	 are	 in	 the	 same	 web	 site.	 Repeating	 a	 color	 scheme,	 the	 same
typefaces,	 buttons,	 or	 similar-style	 graphic	 elements	 placed	 in	 the	 same
position	on	each	page	will	do	the	trick.
	Designing	a	web	site	is	quite	a	bit	different	from	designing	printed	pieces.
If	you’re	brand-new	to	web	design	and	want	to	learn	how	to	get	started,	you
really	should	check	out	The	Non-Designer’s	Web	Book.
		

	



Your	web	site	should	be	inviting	and	easy	to	move	around	in.	This	site	is	clean
and	simple.
	Google.com	is	a	great	example	of	a	fabulous,	useful,	yet	clean	and	simple	site.
	Don’t	do	this!
	

	
Don’t	make	visitors	scroll	to	see	the	navigation	links!
	

http://Google.com


	
Don’t	let	text	bump	up	against	the	left	edge	of	the	browser	window.
	Don’t	use	the	default	blue	color	for	your	text	or	graphic	links.	It’s	a	sure	sign	of
an	amateur	page.

	
Don’t	make	text	links	within	big,	dorky,	table	cells	with	the	borders	turned	on.
	Don’t	use	bold	type	for	your	body	copy,	and	please	don’t	let	your	body	copy	run
the	entire	width	of	the	page.

	
Don’t	use	a	fluorescent	background	color,	especially	with	fluorescent	type!
	Don’t	make	the	visitor	scroll	sideways!!	Keep	your	page	within	the	800-pixel
width	maximum.	Especially	don’t	make	a	table	that	is	wider	than	600	pixels	or
people	will	be	very	mad	at	you	when	they	try	to	print	your	page.
	Try	this	.	.	.
	



	
Keep	 your	 entry	 page	 and	 your	 home	 page	within	 a	 framework	 of	 800	 pixels
wide	by	600	pixels	deep.	A	visitor	should	not	have	to	scroll	on	a	home	page	to
find	the	links!
	

	



Absence	of	 the	bad	 features	of	web	design	 takes	you	a	 long	way	 toward	good
web	design.
	Take	 a	 look	 at	 Peachpit.com	 or	 Adobe.com.	 Name	 at	 least	 five	 things	 that
provide	the	visitor	with	a	consistent	 look-and-feel	so	the	visitor	always	knows,
no	matter	what	page	they	are	on,	that	they	are	in	that	site.

	
Put	into	words	exactly	what	makes	the	difference	between	the	examples	on	these
two	pages.	Naming	the	design	features—both	good	and	bad	features—out	loud
helps	you	design	better.
	

	
	
Tips	on	designing	web	pages

	
Two	 of	 the	 most	 important	 factors	 in	 good	 web	 design	 are	 repetition	 and
clarity/readability.	A	visitor	 should	never	 have	 to	 figure	out	 how	 to	use	your
navigation	 system,	where	 they	are	 in	 the	 site,	or	whether	 they	are	 still	 in	your
web	site	or	have	jumped	somewhere	else.
	

	
	
Repetition

	
Repeat	certain	visual	elements	on	every	page	in	your	web	site.	This	not	only
lets	 the	 visitor	 know	 they	 are	 still	 at	 your	 site,	 but	 also	 provides	 unity	 and
continuity,	intrinsic	features	of	any	good	design.

	
Once	you	get	to	content	pages,	the	visitor	should	find	the	navigation	in	the	same
place,	in	the	same	order,	with	the	same	graphics.	Not	only	does	this	make	it	easy
for	 the	 visitor	 to	 find	 their	 way	 through	 your	 site,	 but	 it	 provides	 a	unifying
factor	to	the	collection	of	pages.
	

	
	
Clarity/Readability

	
One	 of	 the	 most	 unreadable	 places	 to	 read	 text	 is	 on	 a	 monitor,	 whether	 it’s

http://Peachpit.com
http://Adobe.com


television,	video,	or	computer.	So	we	need	to	make	a	few	adjustments	to	the	text
on	web	pages	to	make	sure	it’s	as	easy	to	read	as	possible.

	
Use	shorter	 line	 lengths	 than	you	might	use	on	paper.	The	body	copy	 should
never	run	the	entire	width	of	the	web	page,	which	means	you	must	put	the	text	in
a	table	or	use	css	code	(or	at	least	use	a	block	indent,	which	indents	the	text	from
both	the	left	and	right	sides).	But	don’t	use	such	short	line	lengths	that	you	break
up	the	phrasing	of	the	sentences	too	much.
	If	you	are	specifying	the	text	to	appear	in	a	certain	typeface	(if	you’re	not,	ignore
this),	 typically	 Helvetica	 or	 Arial	 and	 Times	 or	 Times	 Roman,	 please	 specify
Geneva	or	Verdana	or	Trebuchet	in	front	of	Helvetica,	and	New	York	or	Georgia
in	 front	 of	 Times.	 This	 will	 make	 the	 text	 on	 Macintoshes	 appear	 so	 much
cleaner	and	easier	to	read.	(If	you	use	a	Mac,	set	your	default	font	to	New	York
instead	of	Times,	and	you	will	be	amazed	at	how	much	easier	it	is	to	read	web
pages.	Change	it	back	to	Times	before	you	print	a	page.)	Verdana	and	Trebuchet
are	found	on	all	operating	systems	updated	within	the	past	few	years,	and	they’re
excellent	choices	for	body	copy	on	the	web.

	
*	 There	 really	 is	 an	 UrlsInternetCafe.com,	 but	 the	 products	 you	 see	 in	 this
chapter	 are	 not	 for	 sale.	 Well,	 they	 were	 for	 sale,	 but	 the	 online	 fulfillment
company	we	used	went	out	of	business	 and	our	great	 products	disappeared.	 If
you	see	them	anywhere,	please	let	us	know.
	

http://UrlsInternetCafe.com


Designing	with	Type
	
The	 second	 half	 of	 this	 book	 deals	 specifically	 with	 type,	 since	 type	 is	 what
design	is	all	about,	yes?

	
This	 section	 particularly	 addresses	 the	 problem	 of	 combining	 more	 than	 one
typeface	on	the	page.
	Although	 I	 focus	 on	 the	 aesthetics	 of	 type,	 never	 forget	 that	 your	 purpose	 is
communication.

	
The	type	should	never	inhibit	the	communication.
	

	
	

	



What	Type	Shall	I	use?

	

The	gods	refuse	to	answer.
	

They	refuse	because	they	do	not	know.
	 W.A.	DWIGGINS
	

	



9.	Type	(&	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	 subheads	 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	 (but	 not	 the	 same)	 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	 contrasting	 relationship	 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	 those	 contrasts	 are
emphasized.
		

Most	 designers	 tend	 to	wing	 it	when	 combining	more	 than	 one	 typeface	 on	 a
page.	You	might	 have	 a	 sense	 that	 one	 face	 needs	 to	 be	 larger	 or	 an	 element
needs	 to	be	bolder.	However,	when	you	can	recognize	and	name	the	contrasts,
you	 have	 power	 over	 them—you	 can	 then	 get	 to	 the	 root	 of	 the	 conflicting



problem	faster	and	find	more	interesting	solutions.	And	that	 is	the	point	of	this
section.
	

	
	

	
	

	
	
Concord

	
A	design	is	concordant	when	you	choose	to	use	just	one	face	and	the	other
elements	on	the	page	have	the	same	qualities	as	that	typeface.	Perhaps	you
use	 some	of	 the	 italic	 version	of	 the	 font,	 and	perhaps	 a	 larger	 size	 for	 a
heading,	 and	 maybe	 a	 graphic	 or	 several	 ornaments—but	 the	 basic
impression	is	still	concordant.

	
Most	concordant	designs	tend	to	be	rather	calm	and	formal.	This	does	not
mean	concord	is	undesirable—just	be	aware	of	the	impression	you	give	by
using	elements	that	are	all	in	concord	with	each	other.
		

	
This	concordant	example	uses	Cochin.	The	first	letter	is	larger	and	there	is	some
italic	type	(Cochin	Italic),	but	the	entire	piece	is	rather	calm	and	subdued.
	

	



	

	
The	heavy	typeface	(Aachen	Bold)	combines	well	with	the	heavy	border.	Even
the	line	for	writing	on	is	heavy.
	



	
The	typeface	(Linoscript),	the	thin	border,	and	the	delicate	ornaments	all	give	the
same	style	impression.
	Look	familiar?	Lots	of	folks	play	it	safe	with	their	wedding	invitations	by	using
the	 principle	 of	 concord.	That’s	 not	 a	 bad	 thing!	But	 it	 should	 be	 a	 conscious
thing.
	

	
	

	
	

	
	
Conflict



	
A	 design	 is	 in	 conflict	when	 you	 set	 two	 or	more	 typefaces	 on	 the	 same
page	 that	are	similar—not	 really	different	and	not	 really	 the	 same.	 I	have
seen	 countless	 students	 trying	 to	match	 a	 typeface	with	 one	 on	 the	 page,
looking	 for	 a	 face	 that	 “looks	 similar.”	Wrong.	When	 you	 put	 two	 faces
together	that	look	too	much	alike	without	really	being	so,	most	of	the	time
it	 looks	 like	 a	 mistake.	 The	 problem	 is	 in	 the	 similarities	 because	 the
similarities	conflict.

	
Concord	is	a	solid	and	useful	concept;	conflict	should	be	avoided.
		

	
As	 you	 read	 this	 example,	what	 happens	when	 you	 get	 to	 the	 phrase,	 “full	 of
sound	and	fury”?	Do	you	wonder	why	it’s	in	another	typeface?	Do	you	wonder	if
perhaps	it’s	a	mistake?	Does	it	make	you	twitch?	Does	the	large	initial	letter	look
like	it’s	supposed	to	be	there?
	

	

	



	
Look	particularly	 at	 the	 “a,”	 the	 “t,”	 and	 the	 “s”	 in	 the	headline	 and	 the	other
lines.	 They	 are	 similar	 but	 not	 the	 same.	 The	 border	 is	 not	 the	 same	 visual
weight	as	the	type	or	the	lines,	nor	are	they	in	strong	contrast.	There	is	too	much
conflict	in	this	little	piece.
	



	
This	 small	 invitation	 uses	 two	 different	 scripts—they	 have	 many	 similarities
with	each	other,	but	they	are	not	the	same	and	they	are	not	different.
	The	ornaments	have	the	same	type	of	conflict—too	many	similarities.	The	piece
looks	a	bit	cluttered.
	

	
	

	
	

	
	
Contrast



	
There	 is	no	quality	 in	 this	world	 that	 is	not	what	 it	 is	merely	by	contrast.
Nothing	exists	in	itself.			—

Herman	Melville
		Now	 this	 is	 the	 fun	 part.	 Creating	 concord	 is	 pretty	 easy,	 and	 creating
conflict	is	easy	but	undesirable.	Creating	contrast	is	just	fun.

	
Strong	 contrast	 attracts	 our	 eyes,	 as	 you	 learned	 in	 the	 previous	 section
about	 design.	One	 of	 the	most	 effective,	 simplest,	 and	 satisfying	ways	 to
add	contrast	to	a	design	is	with	type.
		

	
In	 this	 example	 it’s	 very	 clear	 that	 the	 phrase	 “full	 of	 sound	 and	 fury”	 is
supposed	to	be	in	another	typeface.	The	entire	piece	of	prose	has	a	more	exciting
visual	attraction	and	a	greater	energy	due	to	the	contrast	of	type.
	

	

	



	
Now	 the	contrast	between	 the	 typefaces	 is	 clear	 (they	are	actually	 in	 the	 same
family,	 Antique	 Olive)—the	 very	 bold	 face	 contrasts	 the	 light	 face.	 The	 line
weights	of	the	border	and	writing	lines	also	have	a	clear	distinction.
	



	
This	invitation	uses	two	very	different	faces—they	are	different	in	many	ways.
	The	font	for	Popeye	and	Olive	Oyl	(called	Zanzibar)	includes	ornaments	(one	of
which	is	shown	here)	that	work	well	with	the	typeface.
	

	
	
Summary

	
Contrast	 is	not	 just	 for	 the	aesthetic	 look	of	 the	piece.	 It	 is	 intrinsically	 tied	 in
with	 the	 organization	 and	 clarity	 of	 the	 information	 on	 the	 page.	Never	 forget
that	 your	 point	 is	 to	 communicate.	 Combining	 different	 typefaces	 should
enhance	the	communication,	not	confuse	it.

	
There	 are	 six	 clear	 and	 distinct	 ways	 to	 contrast	 type:	 size,	 weight,	 structure,
form,	 direction,	 and	 color.	 The	 rest	 of	 this	 book	 talks	 about	 each	 of	 these
contrasts	in	turn.
	Although	I	elaborate	on	each	of	the	contrasts	one	at	a	time,	rarely	is	one	contrast
effective.	 Most	 often	 you	 will	 strengthen	 the	 effect	 by	 combining	 and
emphasizing	the	differences.

	
If	you	have	trouble	seeing	what	is	wrong	with	a	combination	of	typefaces,	don’t
look	for	what	 is	different	between	 the	 faces—look	 for	what	 is	similar.	 It	 is	 the
similarities	that	are	causing	the	problem.
	The	major	rule	to	follow	when	contrasting	type	is	this:	Don’t	be	a	wimp!
	

	
	
But	.	.	.

	
Before	we	get	 to	 the	ways	 to	contrast,	you	need	 to	have	a	 familiarity	with	 the
categories	of	type.	Spend	a	couple	of	minutes	with	each	page	in	the	next	chapter,
noting	the	similarities	that	unify	a	category	of	type.	Then	try	to	find	a	couple	of
examples	of	that	kind	of	type	before	you	move	on	to	the	next	category.	Look	in
magazines,	 books,	 on	 packages,	 anything	 printed.	 Believe	 me,	 taking	 a	 few



moments	to	do	this	will	make	everything	sink	in	so	much	faster	and	deeper!
	



10.	Categories	of	Type

	

There	are	many	thousands	of	different	typefaces	available	right	now,	and	many
more	are	being	created	every	day.	Most	faces,	though,	can	be	dropped	into	one
of	 the	 six	categories	mentioned	below.	Before	you	 try	 to	become	conscious	of
the	contrasts	in	type,	you	should	become	aware	of	the	similarities	between	broad
groups	of	 type	designs,	because	 it	 is	 the	similarities	 that	cause	 the	conflicts	 in
type	combinations.	The	purpose	of	this	chapter	is	to	make	you	more	aware	of	the
details	of	letterforms.	In	the	following	chapter	I’ll	launch	into	combining	them.

	
Of	course,	you	will	find	hundreds	of	faces	that	don’t	fit	neatly	into	any	category.
We	could	make	several	hundred	different	categories	 for	 the	varieties	 in	 type—
don’t	worry	about	it.	The	point	is	just	to	start	looking	at	type	more	closely	and
clearly.
	I	focus	on	these	six	groups:
	

	
	

	
	

	
	

	
Oldstyle

	
Typefaces	created	in	the	oldstyle	category	are	based	on	the	handlettering	of
scribes—you	can	 imagine	a	wedge-tipped	pen	held	 in	 the	hand.	Oldstyles



always	have	serifs	(see	the	callout	below)	and	the	serifs	of	lowercase	letters
are	always	at	an	angle	 (the	angle	of	 the	pen).	Because	of	 that	pen,	all	 the
curved	 strokes	 in	 the	 letterforms	 have	 a	 transition	 from	 thick	 to	 thin,
technically	 called	 the	 “thick/thin	 transition.”	This	 contrast	 in	 the	 stroke	 is
relatively	moderate,	meaning	it	goes	from	kind-of-thin	to	kind-of-thicker.	If
you	draw	a	line	through	the	thinnest	parts	of	the	curved	strokes,	the	line	is
diagonal.	This	is	called	the	stress—oldstyle	type	has	a	diagonal	stress.
		

	
Do	 these	 faces	all	 look	pretty	much	 the	same	 to	you?	Don’t	worry—they	 look
the	 same	 to	 everyone	 who	 hasn’t	 studied	 typography.	 Their	 “invisibility”	 is
exactly	what	makes	oldstyles	the	best	type	group	for	extensive	amounts	of	body
copy.	There	are	 rarely	 any	distinguishing	characteristics	 that	get	 in	 the	way	of
reading;	they	don’t	call	attention	to	themselves.	If	you’re	setting	lots	of	type	that
you	want	people	to	actually	read,	choose	an	oldstyle.
	

	
	

	
	

	
	
Modern



	
Oldstyle	 faces	 replicated	 the	humanist	pen	stokes.	But	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	 sophisticated	 printing	 techniques,	 and	 a
general	 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	steel	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.
		

	
Modern	 typefaces	 have	 a	 striking	 appearance,	 especially	 when	 set	 very	 large.
Because	of	their	strong	thick/thin	transitions,	most	moderns	are	not	good	choices
for	extended	amounts	of	body	copy—the	 thin	 lines	almost	disappear,	 the	 thick
lines	are	prominent,	and	the	effect	on	the	page	is	called	“dazzling.”
	

	
	

	
	



	
	
Slab	serif

	
Along	with	 the	 industrial	 revolution	 came	 a	 new	 concept:	 advertising.	At
first,	advertisers	took	modern	typefaces	and	made	the	thicks	thicker.	You’ve
seen	posters	with	 type	 like	 that—from	a	distance,	 all	 you	 see	 are	vertical
lines,	like	a	fence.	The	obvious	solution	to	this	problem	was	to	thicken	the
entire	letterform.	Slab	serifs	have	little	or	no	thick/thin	transition.

	
This	category	of	type	is	sometimes	called	Clarendon,	because	the	typeface
Clarendon	(shown	below)	is	the	epitome	of	this	style.	They	are	also	called
Egyptian	 because	 they	 became	 popular	 during	 the	 Egyptomania	 craze	 in
Western	civilization;	many	typefaces	in	this	category	were	given	Egyptian
names	so	they	would	sell	(Memphis,	Cairo,	Scarab).
		

	
Many	of	the	slab	serifs	that	have	a	slight	thick/thin	contrast	(such	as	Clarendon
or	New	Century	 Schoolbook)	 are	 very	 high	 on	 the	 readability	 scale,	meaning
they	 can	 easily	be	used	 in	 extensive	 text.	They	present	 an	overall	 darker	 page
than	 oldstyles,	 though,	 because	 their	 strokes	 are	 thicker	 and	 relatively



monoweight.	 Slab	 serifs	 are	 often	 used	 in	 children’s	 books	 because	 of	 their
clean,	straightforward	look.
	

	
	

	
	

	
	
Sans	serif

	
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.

	
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	information	on	sans	serif.
		



	
If	 the	 only	 sans	 serifs	 you	 have	 in	 your	 font	 library	 are	 Helvetica/Arial	 and
Avant	Garde,	the	best	thing	you	could	do	for	your	pages	is	invest	in	a	sans	serif
family	that	includes	a	strong,	heavy,	black	face.	Each	of	the	families	above	has	a
wide	variety	of	weights,	from	light	to	extra	black.	With	that	one	investment,	you
will	be	amazed	at	how	your	options	increase	for	creating	eye-catching	pages.
	

	
	

	
	

	
	
Most	sans	serifs	are	monoweight,	as	shown	on	the	preceding	page.	A	very
few,	 however,	 have	 a	 slight	 thick/thin	 transition.	Below	 is	 an	 example	 of
Optima,	 a	 sans	 serif	with	 a	 stress.	Faces	 like	Optima	 are	very	difficult	 to
combine	on	a	page	with	other	type—they	have	similarities	with	serif	faces
in	 the	 thick/thin	 strokes,	 and	 they	have	 similarities	with	 sans	 serifs	 in	 the
lack	of	serifs.	Be	very	careful	when	working	with	a	sans	like	this.
		



	
Optima	 is	 an	 exceptionally	 beautiful	 typeface,	 but	 you	 must	 be	 very	 careful
about	 combining	 it	 with	 other	 faces.	 Notice	 its	 thick/thin	 strokes.	 It	 has	 the
classic	grace	of	an	oldstyle	(see	page	154),	but	it’s	a	sans	serif.
	

	
Here	you	see	Optima	(the	smaller	text)	combined	with	Tabitha.	Tabitha’s	spunky
informality	is	a	nice	contrast	with	Optima’s	classic	grace.
	

	
	

	
	

	
	
Script

	
The	 script	 category	 includes	 all	 those	 typefaces	 that	 appear	 to	 have	 been
handlettered	with	a	calligraphy	pen	or	brush,	or	sometimes	with	a	pencil	or
technical	pen.	This	category	could	easily	be	broken	down	into	scripts	 that
connect,	 scripts	 that	 don’t	 connect,	 scripts	 that	 look	 like	 hand	 printing,
scripts	 that	 emulate	 traditional	 calligraphic	 styles,	 and	 so	 on.	But	 for	 our
purposes	we	are	going	to	lump	them	all	into	one	pot.
		



	
Scripts	are	like	cheesecake—they	should	be	used	sparingly	so	nobody	gets	sick.
The	fancy	ones,	of	course,	should	never	be	set	as	long	blocks	of	text	and	never
as	all	caps.	But	scripts	can	be	particularly	stunning	when	set	very	large—don’t
be	a	wimp!
	

	

	
	

	
	

	
	

	
Decorative

	
Decorative	 fonts	 are	 easy	 to	 identify—if	 the	 thought	 of	 reading	 an	 entire
book	in	that	font	makes	you	wanna	throw	up,	you	can	probably	put	it	in	the
decorative	pot.	Decorative	fonts	are	great—they’re	fun,	distinctive,	easy	to
use,	 oftentimes	 cheaper,	 and	 there	 is	 a	 font	 for	 any	 whim	 you	 wish	 to
express.	 Of	 course,	 simply	 because	 they	 are	 so	 distinctive,	 their	 use	 is
limited.
		



	
When	 using	 a	 decorative	 typeface,	 go	 beyond	what	 you	 think	 of	 as	 its	 initial
impression.	For	instance,	if	Pious	Henry	strikes	you	as	informal,	try	using	it	in	a
more	formal	situation	and	see	what	happens.	If	you	think	Juniper	carries	a	Wild
West	flavor,	try	it	in	a	corporate	setting	or	a	flower	shop	and	see	what	happens.
Depending	 on	 how	 you	 use	 them,	 decoratives	 can	 carry	 obvious	 emotions,	 or
you	 can	 manipulate	 them	 into	 carrying	 connotations	 very	 different	 from	 your
first	impression.	But	that	is	a	topic	for	another	book.
	

	
Wisdom	sometimes	benefits	from	the	use	of	decorative	fonts.
	

	
	

	
	

	
	
Be	conscious

	
To	use	type	effectively,	you	have	to	be	conscious.	By	that	I	mean	you	must
keep	 your	 eyes	 open,	 you	 must	 notice	 details,	 you	 must	 try	 to	 state	 the
problem	in	words.	Or	when	you	see	something	that	appeals	to	you	strongly,
put	into	words	why	it	appeals	to	you.

	
Spend	 a	 few	minutes	 and	 look	 through	 a	magazine.	Try	 to	 categorize	 the
typefaces	you	see.	Many	of	them	won’t	fit	neatly	into	a	single	pot,	but	that’s



okay—choose	the	category	that	seems	the	closest.	The	point	is	that	you	are
looking	more	closely	at	 letterforms,	which	 is	absolutely	critical	 if	you	are
going	to	combine	them	effectively.
		

	
	
Little	Quiz	#3:	Categories	of	type

	
Draw	lines	to	match	the	category	with	the	typeface!
	

	
	

	
	

	
	

	
Little	Quiz	#4:	Thick/thin	transitions

	
Do	the	following	typefaces	have:



	 A	moderate	thick/thin	transitions
	 B	radical	thick/thin	transitions
	 C	no	(or	negligible)	thick/thin	transitions
		

	
	

	
	

	
	

	
Little	Quiz	#5:	Serifs

	
Do	the	lowercase	letters	in	the	examples	below	have:
	 A	thin,	horizontal	serifs
	 B	thick,	slabby	[hint]	horizontal	serifs
	 C	no	serifs
	 D	slanted	serifs



		

	
Notice	the	huge	differences	between	all	the	“g”	letters!	It’s	too	much	fun.
	

	
	

	
	

	
	
Summary

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

	
A	simple	exercise	to	continually	hone	your	visual	skills	is	to	collect	samples
of	the	categories.	Cut	them	out	of	any	printed	material	you	can	find.	Do	you
see	any	patterns	developing	within	a	broad	category?	Go	ahead	and	make



subsets,	 such	 as	 oldstyle	 typefaces	 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	letterforms	that	will	give
you	 the	 power	 to	 create	 interesting,	 provocative,	 and	 effective	 type
combinations.
		

	
Notice	the	x-height	of	Bernhard	as	compared	to	Eurostile,	below—look	at	the	x-
height	 in	 relation	 to	 the	 ascenders.	 Bernhard	 has	 an	 unusually	 small	 x-height
relative	 to	 its	 ascenders.	 Most	 sans	 serifs	 have	 large	 x-heights.	 Start	 noticing
those	kinds	of	details.
	

	
Extended	 typefaces	 look	 stretched	 out;	 condensed	 typefaces	 appear	 to	 be
squished.	Both	are	appropriate	in	certain	circumstances.
	



11.	Type	Contrasts

	

This	chapter	focuses	on	the	topic	of	combining	typefaces.	The	following	pages
describe	 the	 various	 ways	 type	 can	 be	 contrasted.	 Each	 page	 shows	 specific
examples,	and	at	 the	end	of	 this	section	are	examples	using	 these	principles	of
contrasting	type	on	your	pages.	Type	contrast	is	not	only	for	the	aesthetic	appeal,
but	also	to	enhance	the	communication.

	
A	reader	should	never	have	to	try	to	figure	out	what	is	happening	on	the	page—
the	focus,	the	organization	of	material,	the	purpose,	the	flow	of	information,	all
should	 be	 recognized	 instantly	 with	 a	 single	 glance.	 And	 along	 the	 way,	 it
doesn’t	hurt	to	make	it	beautiful!
	These	are	the	contrasts	I	discuss:
	

	



	
	

	
Size

	
In	which	category	of	type	does	this	face	belong?
	

	
	

	
	
A	contrast	of	 size	 is	 fairly	obvious:	big	 type	versus	 little	 type.	To	make	a
contrast	 of	 size	 work	 effectively,	 though,	 don’t	 be	 a	 wimp.	 You	 cannot
contrast	12-point	type	with	14-point	type;	most	of	the	time	they	will	simply
conflict.	 You	 cannot	 contrast	 65-point	 type	 with	 72-point	 type.	 If	 you’re
going	 to	 contrast	 two	 typographic	 elements	 through	 their	 size,	 then	do	 it.
Make	it	obvious—don’t	let	people	think	it’s	a	mistake.
		

	
Decide	on	the	typographic	element	that	you	want	seen	as	a	focus.	Emphasize	it
with	contrasts.
	



	
Often	 other	 typographic	 elements	 have	 to	 be	 there,	 but	 aren’t	 really	 that
important	to	the	general	reading	public.	Make	them	small.	Who	cares	what	the
volume	number	is?	If	someone	does	care,	it	can	still	be	read.	It’s	okay	not	to	set
it	in	12-point	type!
	

	
	

	
	

	
	

	
A	contrast	of	size	does	not	always	mean	you	must	make	the	type	large—it
just	means	 there	should	be	a	contrast.	For	 instance,	when	you	see	a	small
line	of	type	alone	on	a	large	newspaper	page,	you	are	compelled	to	read	it,
right?	An	important	part	of	what	compels	you	is	the	contrast	of	very	small
type	on	that	large	page.
		



	
If	you	came	across	this	full	page	in	a	newspaper,	would	you	read	that	small	type
in	the	middle?	Contrast	does	that.
	

	
Sometimes	the	contrast	of	big	over	little	can	be	overwhelming;	it	can	overpower



the	 smaller	 type.	 Use	 that	 to	 your	 advantage.	Who	 wants	 to	 notice	 the	 word
“incorporated”	 anyway?	Although	 it’s	 small,	 it’s	 certainly	 not	 invisible	 so	 it’s
there	for	those	who	need	it.
	

	
	

	
	

	
	

	
Over	and	over	again	I	have	recommended	not	to	use	all	caps.	You	probably
use	all	caps	sometimes	to	make	the	type	larger,	yes?	Ironically,	when	type	is
set	in	all	caps,	it	takes	up	a	lot	more	space	than	the	lowercase,	so	you	have
to	make	 the	 point	 size	 smaller.	 If	 you	make	 the	 text	 lowercase,	 you	 can
actually	set	it	in	a	much	larger	point	size,	plus	it’s	more	readable.
		

	
This	title	is	in	20-point	type.	That’s	the	largest	size	I	can	use	in	this	space	with
all	caps.
	



	

	
By	making	the	title	lowercase,	I	could	enlarge	it	to	28-point	type,	plus	still	have
room	to	make	it	heavier.
	

	
	

	
	

	
	
Use	 a	 contrast	 of	 size	 in	 unusual	 and	 provocative	 ways.	 Many	 of	 our
typographic	symbols,	such	as	numbers,	ampersands,	or	quotation	marks,	are
very	beautiful	when	set	extremely	large.	Use	them	as	decorative	elements	in
a	 headline	 or	 a	 pull	 quote,	 or	 as	 repetitive	 elements	 throughout	 a
publication.
		

	



An	unusual	 contrast	 of	 size	 can	 become	 a	 graphic	 element	 in	 itself—handy	 if
you	are	limited	in	the	images	that	are	available	for	a	project.
	

	

	

	
If	 you	 use	 an	 item	 in	 an	 unusual	 size,	 see	 if	 you	 can	 repeat	 that	 concept
elsewhere	in	the	publication	to	create	an	attractive	and	useful	repetition.
	

	
	
Weight

	
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	 extra
bold,	semibold,	or	light.	When	combining	weights,	remember	the	rule:	don’t
be	a	wimp.	Don’t	contrast	 the	regular	weight	with	a	semibold—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.

	
Most	of	the	typefaces	that	come	standard	with	your	personal	computer	are
missing	a	very	strong	bold	in	the	family.	I	heartily	encourage	you	to	invest
in	at	least	one	very	strong,	black	face.	Look	through	online	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.
		

	



	
Remember	 these	examples	 in	 the	first	part	of	 the	book?	On	the	 left,	 I	used	 the
fonts	that	come	with	the	computer;	the	headlines	are	Helvetica	(Arial)	Bold,	the
body	copy	is	Times	Roman	Regular.
	On	the	right,	the	body	copy	is	still	Times	Roman	Regular,	but	I	used	a	heavier
(stronger	weight)	typeface	for	the	headlines	(Aachen	Bold).	With	just	that	simple
change—a	heavier	weight	for	contrast—the	page	is	much	more	inviting	to	read.
(The	title	is	also	heavier	and	is	reversed	out	of	a	black	box,	adding	contrast.)

	
Remember	this	example	from	the	previous	page?	By	setting	the	company	name
in	lowercase	instead	of	all	caps,	I	could	not	only	make	the	type	size	larger,	but	I
could	make	 it	heavier	as	well,	 thus	adding	more	contrast	and	visual	 interest	 to
the	card.	The	heavier	weight	also	gives	the	card	a	stronger	focus.
	



	
	

	
	

	
	
Not	 only	 does	 a	 contrast	 of	 weight	make	 a	 page	more	 attractive	 to	 your
eyes,	it	is	one	of	the	most	effective	ways	of	organizing	information.	You	do
this	already	when	you	make	your	newsletter	headlines	and	subheads	bolder.
So	 take	 that	 idea	 and	 push	 it	 a	 little	 harder.	 Take	 a	 look	 at	 the	 table	 of
contents	 below;	 notice	 how	 you	 instantly	 understand	 the	 hierarchy	 of
information	when	key	heads	or	phrases	are	very	bold.	This	technique	is	also
useful	in	an	index;	it	enables	the	reader	to	tell	at	a	glance	whether	an	index
entry	is	a	first-level	or	a	second-level	entry,	thus	eliminating	the	confusion
that	 often	 arises	when	 you’re	 trying	 to	 look	 up	 something	 alphabetically.
Look	at	the	index	in	this	book	(or	in	any	of	my	books).
		

	
By	making	the	chapter	headings	bolder,	the	important	information	is	available	at
a	 glance,	 and	 there	 is	 also	 a	 stronger	 attraction	 for	 the	 eye.	 Plus	 it	 sets	 up	 a
repetition	(one	of	the	four	main	principles	of	design,	remember?).	I	also	added	a
tiny	 bit	 of	 space	above	 each	 bold	 heading	 so	 the	 headings	would	 be	 grouped
more	clearly	with	their	subheadings	(principle	of	proximity,	remember?).
	



	
	

	
	

	
	

	
If	 you	have	 a	very	gray	page	 and	no	 room	 to	 add	graphics	or	 to	pull	 out
quotes	 and	 set	 them	as	 graphics,	 try	 setting	key	phrases	 in	 a	 strong	bold.
They	will	pull	the	reader	into	the	page.	(If	you	use	a	bold	sans	serif	within
serif	body	copy,	you	will	probably	have	to	make	the	bold	sans	serif	a	point
size	smaller	to	make	it	appear	to	be	the	same	size	as	the	serif	body	copy.)

	

	
A	completely	gray	page	may	discourage	a	casual	reader	from	perusing	the	story.
With	the	contrast	of	bold	type,	the	reader	can	scan	key	points	and	is	more	likely
to	delve	into	the	information.
	(Sometimes,	of	course,	what	a	 reader	wants	 is	a	plain	gray	page.	For	 instance,
when	you’re	 reading	a	book,	you	don’t	want	any	 fancy	 type	 tricks	 to	 interrupt
your	 eyes—you	 just	 want	 the	 type	 to	 be	 invisible.	 And	 some	 magazines	 and
journals	prefer	the	stuffy	and	formal	look	of	a	gray	page	because	their	audience
feels	it	imports	a	more	serious	impression.	There	is	a	place	for	everything.	Just



make	sure	the	look	you	are	creating	is	conscious.)

	
	

	
Structure

	
In	which	category	of	type	does	this	face	belong?
	

	
	

	
	
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	you	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	you	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	structures.	So	you	are	well	on	your	way
to	 a	 type	 solution	 if	 you	 choose	 two	 or	 more	 faces	 from	 two	 or	 more
categories.
		



	
Structure	refers	to	how	a	letter	is	built,	and	as	you	can	see	in	these	examples,	the
structure	within	each	category	is	quite	distinctive.
	Robin’s	Rule:	Never	put	two	typefaces	from	the	same	category	on	the	same
page.	 There’s	 no	way	 you	 can	 get	 around	 their	 similarities.	And	 besides,	 you
have	so	many	other	choices—why	make	life	difficult?
	

	
	

	
	

	
	
Did	you	read	The	Mac	is	not	a	typewriter	or	The	PC	is	not	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	 serif
typefaces	on	the	same	page—until	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
you	 do.	 Avoid	 setting	 two	 moderns,	 or	 two	 slabs,	 for	 the	 same	 reason.
Avoid	using	two	scripts	on	the	same	page.
		

	



There	are	five	different	typefaces	in	this	one	little	quote.	They	don’t	look	too	bad
together	 because	 of	 one	 thing:	 they	 each	 have	 a	 different	 structure;	 they	 are
each	from	a	different	category	of	type.
	

	
	

	
	

	
	

	
At	 first,	different	 typefaces	 seem	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	example	below-left,	the	contrast	of	structure	alone
is	not	strong	enough;	you	need	to	emphasize	the	difference	by	combining	it
with	other	contrasts,	such	as	size	or	weight.
		

	
You	 can	 see	 that	 the	 contrast	 of	 structure	 alone	 is	 not	 enough	 to	 contrast	 type
effectively.
	



	
But	when	you	add	the	element	of	size—voilà!	Contrast!
	

	
As	 the	 example	 above	 shows,	 the	 combination	of	 typefaces	with	 two	different
structures	is	not	enough.	It’s	still	weak—the	differences	must	be	emphasized.
	

	
See	 how	 much	 better	 this	 looks!	 Adding	 weight	 to	 the	 title	 highlights	 the
difference	 in	 the	 structure	 of	 the	 two	 typefaces—and	 strengthens	 the	 contrast
between	the	two.
	



	
	

	
	

	
	

	
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	 recommend	 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	 pages
182–185	about	contrast	of	direction).
		

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

	
Here	 are	 two	 sans	 serifs	 together,	 but	 notice	 I	 combined	 a	 monoweight	 sans
(Imago)	 with	 one	 of	 the	 few	 sans	 serifs	 that	 has	 a	 thick/thin	 transition	 in	 its
letterforms	 (Cotoris),	 which	 gives	 that	 sans	 a	 different	 structure.	 I	 also
maximized	the	contrasts	by	using	Imago	in	all	caps,	larger,	bold,	and	roman.
	



	
And	here	are	three	sans	serifs	working	well	together.	But	these	three	are	from	the
same	family,	Universe:	Ultra	Condensed,	Bold,	and	Extra	Black.	This	is	why	it’s
good	 to	 own	 at	 least	 one	 sans	 serif	 family	 that	 has	 lots	 of	 different	 family
members.	Emphasize	their	contrasts!
	

	
	
Form

	
In	which	category	of	type	does	this	face	belong?
	

	
	

	
	
The	 form	 of	 a	 letter	 refers	 to	 its	 shape.	 Characters	 may	 have	 the	 same
structure,	 but	 different	 “forms.”	 For	 instance,	 a	 capital	 letter	 “G”	 has	 the
same	structure	as	a	lowercase	letter	“g”	in	the	same	family.	But	their	actual
forms,	or	shapes,	are	very	different	from	each	other.	An	easy	way	to	think
of	a	contrast	of	form	is	to	think	of	caps	versus	lowercase.
		

	
The	 forms	 of	 each	 of	 these	 capital	 letters	 (Warnock	 Pro	 Light	 Display)	 are
distinctly	different	from	the	forms,	or	shapes,	of	the	lowercase	letters.	So	caps



versus	lowercase	is	another	way	to	contrast	type.
	This	 is	 something	 you’ve	 probably	 been	 doing	 already,	 but	 now,	 being	 more
conscious	of	it,	you	can	take	greater	advantage	of	its	potential	for	contrast.
	

	
	

	
	

	
	
In	 addition	 to	 each	 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.	I	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.
		

	
Every	word	in	all	caps	has	the	same	form:	rectangular.
	



	
Caps	versus	lowercase	(contrast	of	form)	usually	needs	strengthening	with	other
contrasts.	Size	is	the	only	other	contrast	added	in	this	example.
	

	
	

	
	

	
	
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.
		

	
The	first	line	is	roman	type;	the	second	line	is	italic.	They	are	both	Brioso	Pro;
their	structures	are	exactly	the	same,	but	their	forms	(shapes)	are	different.
	

	
Particularly	notice	that	“true-drawn”	italic	(first	line)	is	not	simply	slanted	roman
(second	line).	The	true-drawn	italic	letterforms	have	actually	been	redrawn	into
different	shapes.	Look	carefully	at	 the	differences	between	 the	e,	 f,	a,	g,	and	y
(both	lines	use	the	same	font).
	



	
Sans	serifs	faces	usually	(not	always)	have	“oblique”	versions,	which	look	like
the	letters	are	just	tilted.	Most	sans	serif	roman	and	oblique	forms	are	not	so	very
different	from	each	other.
	

	
Which	of	these	two	sentences	contains	a	word	in	fake	italic?
	

	
	

	
	

	
	
Since	 all	 scripts	 and	 italics	 have	 a	 slanted	 and/or	 flowing	 form,	 it	 is
important	 to	remember	 to	never	combine	 two	different	 italic	fonts,	or	 two
different	scripts,	or	an	italic	with	a	script.	Doing	so	will	invariably	create	a
conflict—there	 are	 too	many	 similarities.	 Fortunately,	 it’s	 not	 difficult	 to
find	great	fonts	to	combine	with	scripts	or	italics.
		

	
So	what	do	you	think	about	these	two	typefaces	together?	Is	something	wrong?
Does	it	make	you	twitch?	One	of	the	problems	with	this	combination	is	that	both
faces	have	the	same	form—they	both	have	a	cursive,	flowing	form.	One	of	the
fonts	has	to	change.	To	what?	(Think	about	it.)
Yes—one	face	has	to	change	to	some	sort	of	roman.	While	we’re	changing	it,	we
might	as	well	make	the	structure	of	the	new	typeface	very	different	also,	instead
of	one	with	a	thick/thin	contrast.	And	we	can	make	it	heavier	as	well.
	



	

	
	

	
Direction

	
In	which	category	of	type	does	this	face	belong?
	

	
	

	
	
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.”	But	please,	never	fill	 the	corners
with	angled	type.
		



	
Type	 slanting	 upward	 to	 the	 right	 creates	 a	 positive	 energy.	 Type	 slanting
downward	 creates	 a	 negative	 energy.	 Occasionally	 you	 can	 use	 these
connotations	to	your	advantage.
	

	
Sometimes	 a	 strong	 re-direction	of	 type	 creates	 a	dramatic	 impact	or	 a	unique
format—which	is	a	good	justification	for	its	use.
	



	
	

	
	

	
	

	
But	 there	 is	 another	 form	 of	 “direction.”	 Every	 element	 of	 type	 has	 a
direction,	even	though	it	may	run	straight	across	the	page.	A	line	of	type	has
a	horizontal	direction.	A	tall,	thin	column	of	type	has	a	vertical	direction.	It
is	these	more	sophisticated	directional	movements	of	type	that	are	fun	and
interesting	 to	 contrast.	 For	 instance,	 a	 double-page	 spread	 with	 a	 bold
headline	running	across	the	two	pages	and	the	body	copy	in	a	series	of	tall,
thin	columns	creates	an	interesting	contrast	of	direction.
		



	
If	you	have	a	layout	that	has	the	potential	for	a	contrast	of	direction,	emphasize
it.	 Perhaps	 use	 an	 extended	 typeface	 in	 the	 horizontal	 direction,	 and	 a	 tall
typeface	 in	 the	 vertical	 direction.	 Emphasize	 the	 vertical	 by	 adding	 extra
linespace,	 if	 appropriate,	 and	 narrower	 columns	 than	 you	 perhaps	 originally
planned	on.
	

	



	
	

	
	

	
	
You	can	involve	other	parts	of	your	layout	in	the	contrast	of	type	direction,
such	as	graphics	or	lines,	to	emphasize	or	contrast	the	direction.
		

	
Long	horizontals	and	tall,	thin	columns	can	be	combined	in	an	endless	variety	of
elegant	 layouts.	Alignment	 is	 a	 key	 factor	 here—strong	visual	 alignments	will
emphasize	and	strengthen	the	contrasts	of	direction.
	

	



	
In	 this	 example,	 the	 direction	 of	 the	 text	 provides	 a	 counter-balance	 to	 a
horizontal	image.
	

	
	

	
	

	
	

	
In	the	example	below,	there	is	a	nice,	strong	contrast	of	direction.	But	what
other	contrasts	have	also	been	employed	to	strengthen	the	piece?	There	are
three	different	typefaces	in	that	arrangement—why	do	they	work	together?

	
Also	 notice	 the	 texture	 that	 is	 created	 from	 the	 structures	 of	 the	 various
typefaces,	their	linespacing,	their	letterspacing,	their	weight,	their	size,	their



form.	If	the	letters	were	all	raised	and	you	could	run	your	fingers	over	them,
each	 contrast	 of	 type	would	 also	give	you	 a	 contrast	 of	 texture—you	 can
“feel”	 this	 texture	 visually.	 This	 is	 a	 subtle,	 yet	 important,	 part	 of	 type.
Various	textures	will	occur	automatically	as	you	employ	other	contrasts,	but
it’s	good	to	be	conscious	of	texture	and	its	effect.
		

	
Spend	a	few	minutes	to	put	into	words	why	these	three	typefaces	work	together.
	If	 you	 choose	 a	modern	 in	 all	 caps	 for	 the	 headline,	what	would	 be	 a	 logical
choice	for	body	text?

	
If	you	had,	 instead,	chosen	a	modern	 typeface	 for	 the	short	quote,	what	would
then	be	a	logical	choice	for	the	headline?
	



	
	

	
Color

	
In	which	category	of	type	does	this	face	belong?
	

	
	

	
	
Color	 is	 another	 term,	 like	 direction,	 with	 obvious	 interpretations.	When
you’re	 talking	 about	 actual	 color,	 remember	 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.
		

	
Notice	 that	even	 though	 the	name	“Scarlett”	 is	much	smaller,	 it	competes	with
the	larger	word	because	of	the	warm	color.
	

	
Now	 the	 larger	 name	 in	 the	 warm	 color	 overpowers	 the	 smaller	 name.	 You
usually	want	to	avoid	this—or	take	advantage	of	it.
	



	
Notice	how	the	light	blue	“Scarlett”	almost	disappears.
	

	
To	contrast	with	a	cool	color	effectively,	you	generally	need	to	use	more	of	it.
	

	
	

	
	

	
	

	
But	typographers	have	always	referred	to	black-and-white	type	on	a	page
as	having	color.	It’s	easy	to	create	contrast	with	“colorful”	colors;	it	takes	a
more	sophisticated	eye	 to	see	and	 take	advantage	of	 the	color	contrasts	 in
black-and-white.

	
In	 the	quote	below,	you	can	easily	 see	different	“colors”	 in	 the	black	and
white	text.
	“Color”	 is	 created	by	 such	variances	 as	 the	weight	of	 the	 letterforms,	 the
structure,	 the	 form,	 the	 space	 inside	 the	 letters,	 the	 space	 between	 the
letters,	the	space	between	the	lines,	the	size	of	the	type,	or	the	size	of	the	x-
height.	Even	within	one	typeface,	you	can	create	different	colors.
		



	
Squint	your	eyes	and	look	at	this.	Get	used	to	considering	the	different	values	of
blocks	of	text	as	having	“color.”
	

	
	

	
	



	
	

	
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?
		

	
This	 might	 be	 a	 typical	 page	 in	 a	 newsletter	 or	 other	 publication.	 The
monotonous	gray	does	not	attract	your	eye;	there’s	no	enticement	to	dive	in	and
read.
	



	
	

	
	

	
	

	
If	you	add	some	“color”	to	your	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.
		



	
This	is	the	same	layout,	but	with	added	“color.”	Also,	look	again	at	many	of	the
other	examples	in	this	book	and	you’ll	often	see	contrasting	typefaces	that	create
variations	in	color.
	

	
	

	
	

	
	

	
Below,	notice	how	you	can	change	the	color	in	one	typeface,	one	size,	with
minor	adjustments.	As	you	can	see,	these	minor	adjustments	can	also	affect
how	many	words	fit	into	a	space.
		



	
	

	
	

	
	

	
Below	 you	 see	 just	 plain	 examples	 of	 typeface	 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



specimen	book	from	a	type	vendor	might	show	you	each	face	in	a	block	of
text	for	color	comparisons,	or	you	can	make	your	own	on	your	computer.
		

	
	

	
Combine	the	contrasts

	
Don’t	be	a	wimp.	Most	effective	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	differences	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.
	Try	 to	verbalize	what	you	see.	 If	 you	can	put	 the	dynamics	of	 the	 relationship
into	words,	you	have	power	over	 it.	When	you	look	at	a	 type	combination	that
makes	 you	 twitch	 because	 you	 have	 an	 instinctive	 sense	 that	 the	 faces	 don’t
work	together,	analyze	it	with	words.

	
Before	 trying	 to	 find	 a	 better	 solution,	 you	must	 find	 the	 problem.	 To	 find	 the
problem,	 try	to	name	the	similarities—not	 the	differences.	What	 is	 it	about	 the
two	faces	that	compete	with	each	other?	Are	they	both	all	caps?	Are	they	both
typefaces	with	a	strong	thick/thin	contrast	in	their	strokes?	How	effective	is	their
contrast	of	weight?	Size?	Structure?
	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	each	one	is	trying
to	be	more	important	than	the	other?
	Name	the	problem,	then	you	can	create	the	solution.
	

	
	
Summary

	
	

	
	

	
This	 is	a	 list	of	 the	contrasts	I	discussed.	You	might	want	 to	keep	this	 list
visible	for	when	you	need	a	quick	bang-on-the-head	reminder.
		



	
	

	
	

	
	

	
Little	Quiz	#6:	Contrast	or	conflict

	
Look	carefully	at	each	of	the	following	examples.	Decide	whether	the	type



combinations	contrast	effectively,	or	 if	 there	 is	a	conflict	going	on.	State
why	 the	 combination	of	 faces	works	 (look	 for	 the	differences),	or	state
why	it	doesn’t	 (look	for	 the	similarities).	 [Ignore	 the	words	 themselves—
don’t	get	wrapped	up	in	whether	the	typeface	is	appropriate	for	its	product,
because	that’s	another	topic	altogether.	Just	look	at	the	typefaces.]	If	this	is
your	book,	circle	the	correct	answers.
		

	
	

	



	
	

	
	
Little	Quiz	#7:	Dos	and	don’ts

	
Rather	than	give	you	a	list	of	dos	and	don’ts,	I’m	going	to	let	you	decide
what	should	and	should	not	be	done.	Circle	the	correct	answers.
		

	
	

	
An	exercise	in	combining	contrasts

	
Here	is	a	fun	exercise	that	is	easy	to	do	and	will	help	fine-tune	your	typographic



skills.	All	you	need	is	tracing	paper,	a	pen	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	I	traced	out
of	a	news	magazine:

	
The	first	word	I	traced	was	“Hawk.”	Once	I	did	that,	I	didn’t	even	have	to	look
at	any	more	sans	serifs.	“Rebate”	has	a	very	different	form	from	“hawk,”	and	I
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	you
need	to	combine	with	that	word.	For	instance,	if	the	first	word	or	phrase	is	some
form	of	 sans	 serif,	 you	know	 that	whatever	you	choose	next	won’t	be	 another
sans	serif,	right?	What	do	you	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	anything	else	 that	may	be
pertinent	to	you.	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	you	lust	after	more	typefaces?	Yes.
	



Extras
	



12.	So,	Does	it	Make	Sense?

	

Is	all	this	making	sense	to	you?	Once	you	see	it,	it	seems	so	simple,	doesn’t	it?	It
won’t	take	long	before	you	won’t	even	have	to	think	about	the	ways	to	contrast
type—you	will	 just	 automatically	 reach	 for	 the	 right	 typeface.	 That	 is,	 if	 you
have	 the	 right	 typeface	 in	your	computer.	Fonts	 (typefaces)	are	 so	 inexpensive
right	now,	and	you	really	only	need	a	few	families	with	which	to	make	all	sorts
of	dynamic	combinations—choose	one	family	from	each	category,	making	sure
the	sans	serif	family	you	choose	contains	a	heavy	black	as	well	as	a	very	light
weight.

	
And	then	go	to	it.	And	have	fun!
	

	
	

	
	

	
	
The	process

	
Where	do	you	begin	when	you	start	to	design	or	redesign	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	 your
focal	point	with	strong	contrasts.
	Group	your	 information	 into	 logical	 groups;	 decide	on	 the	 relationships
between	these	groups.	Display	those	relationships	with	the	closeness	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	 see	 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	see	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	 eye.	 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.
		

	
	

	
	

	
	
An	exercise

	
Open	 your	 local	 newspaper	 or	 telephone	 book	 yellow	 pages.	 Find	 any
advertisement	 that	 you	 know	 is	 not	 well-designed	 (especially	 with	 your
newly	 heightened	 visual	 awareness).	You	won’t	 have	 any	 trouble	 finding
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	alignments,
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	 you	 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	I	taught	my	graphic	design	students—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	 your
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,	 print	 them	 onto	 excellent	 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	you	dare
tell	anybody	I	told	you	this.)

	
	

	
	

	
	

	
Okay—redesign	this!

	
Here’s	a	little	poster.	Not	too	bad—though	it	could	use	a	little	help.	A	few
simple	changes	will	make	a	world	of	difference.	Its	biggest	problem	is	the
lack	 of	 a	 strong	 alignment,	 plus	 there	 are	 several	 different	 elements
competing	for	 the	focal	point.	Use	 tracing	paper	 to	 rearrange	elements,	or
sketch	a	few	versions	right	onto	this	page.
		



	
*	vip:	visually	illiterate	person
	



13.	Answers	to	Quizzes

	

As	a	college	 teacher,	all	 the	quizzes,	 tests,	and	projects	 I	give	are	“open	book,
open	mouth.”	Students	can	always	use	their	notes,	they	can	use	their	books,	they
can	 talk	 with	 each	 other,	 they	 can	 talk	 with	 me.	 Having	 taken	 hundreds	 of
college	units	myself,	from	a	science	major	to	a	design	major,	I	learned	that	I	was
much	more	 likely	 to	retain	 the	 correct	 information	 if	 I	wrote	down	 the	 correct
information.	Rather	 than	guessing	 and	 then	writing	down	a	wrong	 answer,	 the
process	of	finding	the	correct	answer	on	a	test	was	much	more	productive.	So	I
encourage	you	 to	bounce	back	and	 forth	between	 the	quiz	and	 the	answers,	 to
discuss	 them	 with	 friends,	 and	 especially	 to	 apply	 the	 questions	 to	 other
designed	pages	you	see	around	you.	“Open	eyes”	is	 the	key	to	becoming	more
visually	literate.

	
Listen	to	your	eyes.
	

	
	
Answers:	Quiz	#1	(page	86)

	
Remove	the	border	to	open	up	space.	New	designers	tend	to	put	borders	around
everything.	Stop	it!	Let	it	breathe!	Don’t	contain	it	so	tightly!
	Proximity
	 The	headings	are	too	far	away	from	their	related	items:	move	them	closer.
	 There	are	double	Returns	above	and	below	the	headings:	take	out	all	double

Returns,	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	items	with	a	little	extra	space.
	Alignment
	 Text	is	centered	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	with	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	interesting	bullet	and	using	it	in	front	of	every	appropriate
item.

	 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	in	the	headings.

	Contrast
	 There	 isn’t	 any:	 use	 a	 strong,	 bold	 face	 for	 contrast	 of	 heads,	 including

“Résumé”	 (to	 be	 consistent,	 or	 repetitive);	 add	 contrast	 with	 the	 strong
bullets.

	 By	the	way:	the	numbers	in	the	new	version	use	the	“proportional	oldstyle”
form	that	is	found	in	many	OpenType	fonts.	If	you	don’t	have	them,	make
the	numbers	a	point	size	or	two	smaller	so	they	don’t	call	undue	attention	to
themselves.

	
	

	
Answers:	Quiz	#2	(page	87)

	
Different	 typefaces:	 There	 are	 three	 different	 sans	 serifs,	 one	 serif	 face,	 one
script,	 and	 one	 decorative.	 Choose	 two	 of	 those:	 perhaps	 the	 decorative	 face
that’s	used	in	the	title,	plus	a	nice	serif	to	imply	classic	grace.

	
Different	 alignments:	 Oh	 my	 gawd.	 Some	 elements	 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:	The	 logo	could	provide	a	strong	 line	against	which	 to	align	other
elements.

	



Lack	of	proximity:	Group	the	information.	You	know	what	should	be	grouped
together.
	Lack	of	focal	point:	Several	items	are	competing	for	attention.	Choose	one.

	
Lack	 of	 repetitive	 elements:	 The	 four	 logos	 do	 not	 qualify	 as	 repetitive
elements—they	 are	 randomly	 placed	 in	 each	 corner	 merely	 to	 fill	 the	 empty
corners;	that	is,	they	were	not	placed	as	conscious	design	elements.	But	perhaps
you	can	pick	up	the	color	of	the	logo	to	use	as	a	repetitive	item.
	Remove	the	boxes	inside	the	border.	Use	square	corners	on	the	remaining	border
to	reinforce	the	square	corners	of	the	logo	and	to	keep	the	edges	clean.
	TAKE	OFF	THE	CAPS	LOCK!!!
	The	example	on	the	next	page	is	only	one	of	many	possibilities.
	Draw	lines	along	all	the	edges	that	now	align.
	



	

	
	

	
Answers:	Quiz	#3	(page	161)

	
Oldstyle:					As	I	remember,	Adam

	 Modern:						High	Society
	 Slab	serif:				The	enigma	continues



	 Sans	serif:				It’s	your	attitude
	 Script:										Too	Sassy	for	Words
	 Decorative:		At	the	Rodeo
	

	
	
Answers:	Quiz	#4	(page	162)

	
Giggle:			B

	 Jiggle:				C
	 Diggle:			A
	 Piggle:				A
	 Higgle:			C
	 Wiggle:			B
	

	
	
Answers:	Quiz	#5	(page	163)

	
Diggle:			C

	 Riggle:			A
	 Figgle:			B
	 Biggle:			D
	 Miggle:		D
	 Tiggle:			A
	

	
	
Answers:	Quiz	#6	(page	194)

	



	
	

	
Answers:	Quiz	#7	(page	195)

	
1.	 Don’t.	Two	scripts	will	conflict	with	each	other	because	they	usually	have

the	same	form.
2.	 Don’t.	Typefaces	from	the	same	category	have	the	same	structure.
3.	 Don’t.	They	will	fight	with	each	other.	Decide	what	is	the	most	important

and	emphasize	that	item.
4.	 Don’t.	Most	scripts	and	italics	have	the	same	form—slanted	and	flowing.
5.	 Do.	You	instantly	have	a	strong	contrast	of	structure	and	color.
6.	 Do.	You	instantly	have	a	contrast	of	structure	and	color.
7.	 Don’t.	 Two	 fancy	 faces	will	 usually	 conflict	 because	 their	 fancy	 features

both	compete	for	attention.



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

9.	 Do.
10.	 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—go
ahead!



14.	Typefaces	in	this	Book

	

There	are	more	than	three	hundred	fonts,	or	typefaces,	in	this	book.	Now,	when
someone	 (especially	 a	 font	 vendor)	 tells	 you	 there	 are	 “a	 certain	 number”	 of
fonts,	they	usually	include	all	the	variations	of	one	font—the	regular	version	is	a
font,	the	italic	is	another,	the	bold	is	another,	etc.	Since	you	are	(or	were)	a	new
designer,	I	thought	you	might	be	interested	in	knowing	exactly	which	fonts	were
used	 in	 this	 book.	Most	 fonts	 are	 shown	 in	 14-point	 type,	 unless	 otherwise
noted.	Have	fun!
	

	
	
Primary	faces

	

	
	

	
Modern

	



	
	

	
Oldstyle

	



	
	

	
Slab	serif

	



	
	

	
Sans	serif

	



	
	

	
Script



	

	
	

	
Ornaments



	





	
	

	
Decorative

	
(all	fonts	below	are	18	point)
	



	



Appendix

	

	
	

	
	
OpenType

	
When	you	set	a	typeface	in	a	very	large	size,	very	small	size,	or	average	size	for
reading,	 the	letterforms	should	be	shaped	a	little	differently	for	each	size.	Very
small	sizes	need	to	be	a	wee	bit	heavier,	and	very	large	sizes	need	to	be	lighter	or
else	the	thin	strokes	become	thick	and	clunky.	But	most	typefaces	on	a	computer
use	 one	 standard	 matrix,	 say	 for	 size	 12	 point,	 and	 just	 enlarge	 or	 reduce	 it.
Warnock	 Pro,	 however,	 is	 a	 collection	 of	 faces	 within	 the	 family	 that	 are
specifically	designed	for	 the	different	uses	of	 type.	You	can	see	below	that	 the
“Caption”	font	looks	heavy	at	20	point,	but	at	8	point	it’s	perfect.	The	“Display”
font	looks	a	little	scrawny	at	8	point,	but	those	thin	strokes	are	just	lovely	when
set	larger.	An	OpenType	Pro	font	also	has	the	option	to	use	these	oldstyle	lining
figures	(234987)	or	the	tabular	figures	(234987),	as	well	as	several	other	options.
If	 your	 computer	 and	 software	 are	 up-to-date,	 you	 can	 access	 up	 to	 16,000
characters	 in	 one	OpenType	 font,	 and	 you	 can	 use	 the	 same	 font	 file	 on	 both
Macs	and	pcs.
	

	



Here	is	a	Warnock	Pro	Regular	W	in	gray	directly	behind	the	Display	font	W.
You	can	clearly	see	the	difference	in	the	strokes.

	
	

	
Mini-glossary

	
The	baseline	is	the	invisible	line	on	which	type	sits	(see	page	164).

	
Body	copy,	body	text,	or	sometimes	just	plain	body	or	text	 refers	 to	 the	main
block	of	text	that	you	read,	as	opposed	to	headlines,	subheads,	titles,	etc.	Body
text	 is	usually	set	between	9-and	12-point	 type	with	20	percent	added	between
the	lines.
	A	bullet	is	a	little	marker,	typically	used	in	a	list	instead	of	numbers,	or	between
words.	This	is	the	standard	bullet:	 .

	
A	dingbat	is	a	small,	ornamental	character,	like	this:	 .	You	might	have
the	fonts	Zapf	Dingbats	or	Wingdings,	which	are	made	up	of	dingbats.
	Elements	are	the	separate	objects	on	the	page.	An	element	might	be	a	single	line
of	 text,	 or	 a	 graphic,	 or	 a	 group	 of	 items	 that	 are	 so	 close	 together	 they	 are
perceived	as	one	unit.	To	know	the	number	of	elements	on	a	page,	squint	your
eyes	and	count	 the	number	of	 times	your	eye	stops,	as	 it	notices	each	separate
item.

	
Extended	text	refers	to	the	body	copy	(as	above)	when	there	is	a	lot	of	it,	as	in	a
book	or	a	long	report.
	Eye	flow,	or	your	eye,	refers	to	your	eyes	as	if	they	are	an	independent	body.	As
a	 designer,	 you	 can	 control	 the	way	 someone	moves	 her	 “eye”	 around	 a	 page
(the	eye	flow),	so	you	need	to	become	more	conscious	of	how	your	eye	moves
around	on	the	page.	Listen	to	your	eyes.

	
Justified	type	is	when	a	block	of	text	is	lined	up	on	both	the	left	and	right	edges.
	Resolution	 refers	 to	how	well	an	 image	appears	 to	be	“resolved”;	 that	 is,	how



clear	and	clean	it	looks	to	us.	It’s	a	complicated	subject,	but	here	is	the	gist:
Printed	pages:	Generally,	 images	 that	will	be	printed	on	paper	need	 to	be
300	dpi	(dots	[of	ink]	per	inch).	Always	check	with	the	press	that	will	print
the	job	to	find	out	what	resolution	they	want.	To	get	a	300	dpi	image,	use
your	 image	editing	application	 (such	as	Photoshop)	 to	 resize	 the	 image	 to
the	size	it	will	be	when	printed,	and	make	it	300	ppi	(pixels	per	inch).

	 For	print,	use	.tif	images,	300	dpi,	cmyk	color	mode.
	 Screen	pages:	Images	on	the	screen	are	72	ppi	(pixels	per	inch).	These	will

look	crummy	when	printed,	but	will	 look	perfect	on	 the	 screen.	Use	your
image	editing	application	(such	as	Photoshop)	to	resize	the	image	to	the	size
it	 will	 appear	 on	 the	 screen.	 This	means	 if	 you	 have	 a	 thumbnail	 image
linked	to	a	larger	image,	you	need	two	separate	files	of	the	same	image!

	 For	screen,	use	.jpg	images,	72	ppi,	rgb	color	mode.
	A	 rule	 is	 a	 line,	 a	 drawn	 line,	 such	 as	 the	 one	 under	 the	 headline	 “Mini-
glossary,”	above.

	
White	space	is	the	space	on	a	page	that	is	not	occupied	by	any	text	or	graphics.
You	 might	 call	 it	 “blank”	 space.	 Beginners	 tend	 to	 be	 afraid	 of	 white	 space;
professional	designers	use	lots	of	white	space.
	Trapped	white	space	 is	when	 the	white,	or	blank,	 space	on	a	page	 is	 trapped
between	elements	(such	as	text	or	photos),	with	no	space	through	which	to	flow.
	

	
	
Resources

	
Veer.com
	MyFonts.com
	iStockPhoto.com
	Before	&	After	Magazine;
BAMagazine.com
	Layers	Magazine;
LayersMagazine.com

http://Veer.com
http://MyFonts.com
http://iStockPhoto.com
http://BAMagazine.com
http://LayersMagazine.com


	InDesign	pdf	Magazine;
InDesignMag.com
	

http://InDesignMag.com
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	Arial/Helvetica
	 don’t	use	it,	77,	126,	130,	132
	 spec	another	font	on	web	pages,	142
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	 what	is	it?	164,	211
	 use	for	alignment,	42,	45
	blank	space.	See	white	space.
	body,	body	copy,	body	text,	211
	Bolt,	Christine,	74–75
	borders,	lose	them,	202
	bottom	out,	54
	boxes,	use	sparingly,	120
	breaking	the	rules,	49,	204
	



brochures,	127–130
	 design	no-nos,	128
	 design	tips,	130
	 folds,	allow	for,	128
	bullet,	211
	Burns,	Robert,	39,	41
	business	cards
	 as	part	of	a	package,	56,	110
	 design	tips,	56,	111–114
	 standard	size	of,	111
	business	package,	56,	110
	
C

	
Carter,	Ross,	159
	categories	of	type,	153–164
	center	aligned	text,	40
	 examples	of,	38,	40
	 impression	of,	36,	50,	83
	 make	it	look	intentional,	40
	 suggestions	for,	38–40
	 weakness	of,	35
	Chace,	Howard	L.,	2.
	 See	also	Anguish	Languish.
	children’s	books,	156
	clothesline,	54
	color
	 analogous	combination,	97



	 black,	93,	107
	 blue,	red,	yellow,	92
	 choosing,	how	to,	104–105
	 cmyk,	106–108,	211
	 color	models,	106–108
	 color	wheel
	 analogous	combination,	97
	 complementary	colors,	94
	 image	of	full	color	wheel,	98
	 monochromatic	colors,	100
	 primary	colors,	92
	 secondary	colors,	92
	 shades	and	tints,	98–101
	 split	complements,	96
	 tertiary	colors,	93
	 triads,	95
	 complementary	colors,	94
	 contrast	of	color	in	type,	186
	 comparison	of	typeface	“color,”	190–191
	 examples	of,	186–191
	 cool	vs.	warm	colors,	103,	186
	 effectiveness	in	marketing,	131
	 examples	of	contrasts	in,	70,	76,	78–79
	 hues,	98
	 in	black-and-white,	187
	 monochromatic	colors,	100
	 primary	colors,	92
	 RGB	color	model,	107–108,	211
	



rosettes	of	cmyk,	106
	 secondary	colors,	92
	 shades	and	tints,	98–101
	 split	complements,	96
	 tertiary	(or	third)	colors,	93
	 tints,	98–101
	 tones	of	color,	102
	 triads,	95
	 use	just	a	splash,	111
	 warm	vs.	cool	colors,	103,	186
	 web	colors,	which	model	to	use,	108,	211
	 white,	93,	107
	 Wildflower	Theory	of	Color,	102
	color	palette	(Apple’s),	99
	combining	contrasts	in	type,	192
	complementary	colors,	94
	concord
	 basic	principle	of,	145
	 examples,	146–147
	conflict
	 basic	principle	of,	145
	 examples	of,	148–149
	 how	to	avoid	it,	65
	Conrad,	Joseph,	188–189
	consistency,	51,	114
	contrast,	65–80
	 basic	principle	of,	13,	65



	 like	wall	paint,	80
	 review	of	principle,	85
	 repetitive	element,	76–77
	 using	white	space,	138
	contrasting	type
	 basic	principle	of,	145,	150–151,	165–196
	 by	color,	186–191
	 by	direction,	182–185
	 by	form,	178–181
	 by	size,	166–169
	 by	structure,	174–177
	 by	weight,	170–173
	 combine	the	contrasts,	192
	 summary,	152,	193
	copy	machines,	stationery	for,	118
	corners,	what	not	to	do	in	them,	112,	120,	182
	crap,	13
	crayon	color	model,	106
	
D

	
Darn	Honor	Farm,	44,	45
	Davis,	J.	Philip,	158
	Davis,	Nancy,	2,	158
	dazzling,	155
	decorative	type	examples,	160,	209
	design,	the	process,	198
	



design	tips
	 brochures,	127–130
	 business	cards,	111–114,	56
	 letterhead	and	envelopes,	56,	115–118
	 newspaper	ads,	135–138
	 postcards,	131–134
	 web	pages,	139–142
	dingbat,	211
	direction
	 basic	principle	of,	182
	 use	for	contrast,	71
	 examples	of,	182–185
	dpi,	211
	Dwiggins,	W.A.,	144
	
E

	
Egyptian	fonts,	156
	elements,	defined,	211
	em	spaces	as	paragraph	indents,	45,	126
	envelopes
	 design	no-nos,	116
	 design	tips,	56,	116,	118
	 standard	size	of,	118
	Evans,	Miss	Dana,	106
	exercises
	 combining	contrasts,	196
	 redesigns,	86–88,	199,	200



	extended	text
	 defined,	211
	 type	good	for,	154,	156
	 type	not	good	for,	155
	eye,	eye	flow
	 contrast	and,	80
	 defined,	211
	 examples	of,	16,	17,	32,	43,	52,	67,	83
	 white	space,	81
	
F

	
faxing,	stationery	for,	118
	flag,	newsletter,	18,	37,	123,	124
	flush	left
	 defined,	40
	 examples	of,	36,	45
	flush	right
	 defined,	40
	 examples	of,	35,	37,	56
	flyers
	 design	no-nos,	120
	 design	tips,	119–122
	focal	point
	 emphasize	the	focus,	77
	 in	letterhead,	118
	 on	flyers,	122
	



start	with,	198
	 use	contrast	to	create	it,	72
	folds	in	a	brochure,	127
	fonts
	 default	font	for	viewing	web	sites,	142
	 fonts	to	let	go	of,	77
	 for	contrast,	126
	 for	readability,	126
	 for	web	pages,	142
	 from	the	’70s,	112
	 list	of	fonts	used	in	this	book,	205–209
	form	contrast,	178–181
	
G

	
Geneva	on	web	pages,	142
	glossary,	211
	Gobbo,	Launcelot,	résumé,	86
	good	design,	as	easy	as	.	.	.,	12
	Gottschall,	Edward,	9
	gray	pages,	173,	188
	Guilty	Looks,	49,	53
	gutter,	what	is	it?	127
	
H

	
hang	from	a	clothesline,	54
	Helvetica/Arial
	



don’t	use	it,	77,	126,	130,	132,	142
	 spec	other	fonts	on	web	pages,	142
	hierarchy,	use	contrast	to	show,	172
	horseshoes	and	hand	grenades,	80
	hues	(colors),	98
	Hugs	dog	biscuits,	76–77
	
I

	
identity	package,	56,	110
	images/photos,	specifications	for	print	or	screen,	211
	indented	text
	 first	paragraphs	not	indented,	45,	126
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Glasgow,	 originally	 designed	 by	 Epiphany	 Design	 Studio.	 The	 other	 three
hundred+	fonts	are	listed	inside.
	



About	this	author

	

I	live	and	work	on	several	acres	in	the	high	desert	just	outside	of	Santa	Fe,	New
Mexico.	I	see	the	sunrise	every	morning	and	the	sunset	every	evening.	My	kids
have	grown	and	gone	and	I’m	writing	books	about	things	other	than	computers
and	traveling	to	interesting	places	in	the	world	and	life	continues	to	be	a	grand
adventure.
	

	



Some	of	the	other	books	I’ve	written

	

The	Non-Designer’s	Type	Book
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	Cool	Mac	Apps	(John	Tollett;	I	helped)
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