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HOW

ProducIng Your Book
There are three basic ways to produce your book: conventional 
printing, print on demand, and hardcore D.I.Y. The design guidelines 
that we’ve developed in this booklet are relevant to any of these 
production methods, which range from the high-end approach 
pursued by the professional publisher to down-and-dirty techniques 
that you can pull off with equipment in your own school, office, 
or basement. 

Conventional printing requires that you produce a substantial quantity of books in 
advance (1,000 copies or more). Your cost will vary depending on the size, binding method, 
number of pages, use of color, type of paper, number of pictures, and other factors, but 
whatever your specs are, you will need to outlay some significant cash upfront. The more 
copies you print, the lower the unit cost for each book (and the greater your initial 
investment). This principle is called “economy of scale,” and it is the core idea behind all 
mass production. 

Commercial offset printers exist in every urban area; a designer will typically 
request estimates from several printers, based on a detailed description of the project. You 
can find a printer through word of mouth, talking to other artists, designers, or authors, or 
you can go on-line or open the phone book. You might also choose to work with a print 
broker who has relationships with many different printing companies, including factories in 
Asia and other parts of the world. If you intend to make a serious profit on your book in the 
long term, conventional printing is the way to go.

Print on Demand (POD) services are useful if you can’t afford the cost of printing many 
books at once. Various companies work with authors and publishers to print and bind a book 
only when a customer orders it. The unit cost will be much higher than a mass-produced 
book, but you won’t need much capital in advance. Indeed, some services, such as Lulu.com, 
offer their basic services for free. (You pay only when you order copies of the book, and there 
is no minimum order.)
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  Be warned that you are unlikely to ever make a big profit with POD publishing, because 
the economy of scale is working against you. The unit cost of a POD book is usually too high 
to make it a viable product for bookstore distribution, because both the distributor and the 
bookstore need to add a substantial sum on top of the basic unit cost. (See more below 
about distributing your book.) But if you are looking to make a small number of books for a 
focused audience, POD is a great system that is becoming hipper and more widely used as 
new companies enter the marketplace.

Hardcore D.I.Y. involves printing and binding your book entirely on your own, using your own 
desktop printing equipment or other methods (such as offset or letterpress equipment). The 
crafter, the book artist, or the politically motivated off-the-grid entrepreneur might want to go 
this route, which is also great if you need just a few copies, and you need them right away.

ISSn & ISBn numbers 
These ten- or thirteen-digit numbers constitute a unique address for your publication, 
identifying its publisher as well as its title and geographic origins. No two ISBN’s (for 
books) or ISSN’s (for periodicals) are alike.

Print on Demand Services          

Lulu.com is the service we used 
to produce this book. Lulu has a 
user-friendly interface, a wide 
range of formats, and it’s free. 
There is no minimum order, and the 
print quality is quite good. Basic 
design skills required: you will need 
to design and edit your book 
yourself, and upload it as a PDF. 

Blurb.com provides users with 
its own free book design software, 
so you don’t need to have a page 
layout program or any substantial 
technical skills, and the resulting 
designs are attractive in a 
somewhat sterile, standardized 
way. Don’t use Blurb if you want 
substantial control over your 
layouts and typography. Blurb’s 
print quality is inferior to that of 
Lulu.com. 

FedEx/Kinkos and other copy 
centers have evolved into substantial 
POD providers. Visit your local store 
and take a look at all the while-you-
wait printing and binding options. 

Other POD services are 
easily found via Internet search. 
Many of them charge a fee for 
design, editorial, and publishing 
services, so study each company 
carefully. Here are a few: iUniverse, 
Authorhouse, Dog Ear Publishing , 
and Booklocker.

Book Surge is an Amazon 
subsidiary that specializes in POD. 
Book Surge has services for both 
authors and publishers. Book Surge 
charges a fee ($�� at the time of this 
posting) to create a user’s account 
and begin the process. The fee 
includes an ISBN number that will 
be owned by Book Surge. You can 
also provide your own ISBN number. 
All Book Surge books are offered for 
sale on Amazon. 
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EBM Espresso Book Machine, available at American Book Center, Amsterdam



software:
Some print-on-demand 
services provide their own 
software, but most require  
that you create a PDF file.  

best layout software: 
Adobe InDesign.



Create a new document. Define correct document 
size (for example, 6 inches x 6 inches), so that later, 
you can print out document with crop marks. 
(When printing, select Printer Marks>Crop Marks in 
the print menu to get crop marks.)

Make a text frame. Select the Type tool and drag 
it to make a frame. You can also change any frame 
(of an shape) into a text box by clicking on it with 
the Type tool. A cursor for text entry will appear. 
Use the Character window to change the typeface, 
size, line spacing, and other text attributes. Use the 
Paragraph window to change alignment (flush left, 
flush right, centered, justified).

Text Wrap. If a picture or text frame has a text wrap 
value, then text from another frame will be forced to 
wrap around it, rather than running on top of it or 
behind it. Do this with the Text Wrap window. New 
objects in InDesign have no text wrap value.

Hyphenation. Turn off automatic hyphenation 
when you are working with centered or ragged 
text, or with headlines of any kind. (You can always 
put in hyphens by hand if needed.) Access the 
Hyphenation window from the menu behind the 
Paragraph window, or directly in the Paragraph 
status bar at top of screen.

Manual kerning: Adjust letter spacing between two 
letters. Adjusting the space between two letters is 
called manual kerning. (The typeface already has 
built-in kerning values. You are now adjusting it 
according to your own judgment.) Position your 
cursor between the letters you want to adjust and 
use the option+arrow keys to move a letter left or 
right in tiny increments. You probably won’t need 
to do this unless you are working with larger-scale 
letters (headlines). 

Tracking: Adjust letter spacing across an entire text 
selection. When setting a word in all caps or small 
caps, it is advisable to “track” your letters, or expand 
the space between them. Select the text and type in a 
Tracking value: (A V) in the Type palette.

THIS TexT IS All CAPS, NoT TrACkeD 
T H I S  T e x T  I S  A l l  C A P S,  T r A C k e D  1 0 0 

Threading text frames. You can connect two or 
more text frames so that text flows from one frame 
to another. This an important feature to to use when 
designing a book. Select a text frame, and then click 
the frame’s in-port or out-port (little red square with 
a plus or minus) with the white arrow selector tool. 
The arrow will become a “loaded text icon.” Position 
the loaded text icon over the frame you want to 
connect to. Text will flow into the new frame, or it 
will draw a frame where your guidelines are.

Inserting, and deleting pages. Use the Pages menu 
to insert, duplicate, and delete pages. Select a page 
icon in the Pages window before deleting it. Grab the 
page icons and move them around to reorder your 
pages.

Master pages. A master page contains graphics that 
appear on every new page of a document, such as 
page numbers, headings, and guidelines. Select New 
Master from the menu behind the Pages window 
(a little white arrow indicates that an extra options 
menu is available). Name the master, and put text 
and other graphics on it. The master can now be 
applied it to any and all pages. You can base a new 
master on an existing master; you can have several 
masters in one document; and you can turn an 
existing page into a master. For more information, 
see InDesign’s on-line help.

indesign basics

To override master elements on a document 
page, press command-shift while selecting the 
element. This allows you to edit or delete the item. 
Note that an overrided master item won’t get 
updated on that page if you edit the master page 
itself. For example, if you change the color of a 
master box by overriding it on a document page, 
and then you change the color of the master page 
box, the box in the document won’t change.
 For automatic page numbers, create a 
box on the master page and choose Type>Insert 
Special Character >Auto Page Number. 

Working with rules. Select Paragraph rules from 
the menu behind the Paragraph window. The 
default weight is 1 point, which looks nice on the 
screen but generally looks heavy and bland when 
you print it. For a clean, slim rule, choose .25 point.  
The offset value controls the distance between the 
rule and the baseline. A rule will appear after every 
hard return (paragraph break). establish rules in 
this way rather than “drawing” them with the 
line tool. This allows you to consistently control 
their placement and spacing.

Defining new colors. To see pre-defined colors 
that you can apply to text, rules, boxes, and so 
forth, open the Swatches window. Use the menu 
behind the Swatches window to define new colors.



Typography:
The arrangement of text  
in space and time.



design basics
Choosing Typefaces
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Historical Book Faces
Many typefaces were created especially for use in books, including 
traditional fonts such as Garamond, Caslon, and Jenson, which are 
available today in modern digital versions that have been carefully 
designed to reflect their historic sources. Books can also be typeset in 
sans serif fonts such as Futura and Helvetica.

Contemporary Book Faces
All around the world, graphic designers are developing new fonts and distributing them 
online. This book is typeset in two of the fonts displayed below, Dolly and Auto. When 
choosing a new typeface, look for the same book-oriented features that you would expect 
from a classic font, such as small capitals and non-lining numerals. You can begin to judge 
the quality of a typeface by how it is presented on the designer’s website. Is the font 
displayed and described with care? Is it available in a range of weights or styles?

dolly’s sturdy letters are legible 
in small sizes, due to a relatively 
low contrast between thick and 
thin elements. Ten-point type is 
commonly used in books. When Dolly 
is applied in larger sizes, more detail 
becomes apparent. Dolly consists  
of four styles: roman, italic, bold, and 
small caps, providing a healthy 
palette for solving basic problems of 
book typography. 

auto is designed with three different 
italics, each with its own flavor, from 
simple and straightforward to curvy 
and sweet. Our book uses the Auto 1 
italic set, the most neutral of the three 
versions. Auto is effective for headlines 
as well as text. The typeface features 
small caps as well as light, bold, and 
black styles.

scala has a classic appearance with 
crisp, modern details. The curves are 
simple, the italics are elegant, and 
the serifs consist of clean, blocky 
slabs. The letters have a tall x-height 
(the height of the lowercase body), 
making them legible at small sizes. 
It is available in both serif and sans 
serif versions as well as a bold weight.

Dolly, the typeface used for setting the main 

text of this book, was designed by Underware, an 

independent type foundry and graphic 
design studio in the netherlands. 

Auto, also designed by Underware, is a sans 

serif typeface. Auto is designed in several 

weights, which are used in this book for captions, 

headings, and other supporting text. 

The Scala type family was designed by Martin 

Majoor in the Netherlands in 1991. Like many 

recent typefaces, Scala is designed in both 

serif and sans serif variants.

Garamond is the name for typefaces inspired by 
the sixteenth-century printing fonts of Claude 

Garamond. Over the centuries, many designers have 

created typefaces based on Garamond’s types. 

adobe Garamond, designed by 
Robert Slimbach in 1989, honors the 
proportions of its Renaissance source. It 
is less explicitly calligraphic than Jenson. 
Note the elegant three-dimensional 
bowl of the lowercase “a” and the gap 
in the uppercase “P.” Adobe Garamond 
includes small caps as well as bold and 
semibold weights; these weights where 
not used in the Renaissance. The italics 
are more lyrical than calligraphic.

adobe garamond pro

Dolly

auto

scala

Adobe CAslon was designed by Carol 
Twombly in 1990; it includes smAll 
CAps as well as bold and semibold 
weights; these weights where not used 
in the eighteenth century. The U.S. 
Declaration of Independence and 
the Constitution were first printed 
in Caslon’s types. Caslon has strong 
vertical elements, crisp serifs, and 
generous, open italics.

Caslon is named for the British typographer 
William Caslon, whose elegant and practical  
fonts were an eighteenth-century staple and a fond 
personAl fAvorite of benjAmin frAnklin. 
 adobe caslon pro

Adobe Jenson, designed by Robert 
Slimbach in 1995, expresses its 
Renaissance roots and yet doesn’t feel 
mannered or precious. Look for its 
calligraphic origins in the ribbonlike 
strokes of its letters. Adobe Jenson 
includes smAll cAps as well as 
light, bold, and semibold weights; 
these weights where not used in the 
Renaissance. The italics feel especially 
calligraphic.

Jenson is based on typefaces created in the fifteenth 

century by the Venetian printer Nicolas Jenson. 

Italic typefaces were created by Jenson’s contemporary 

ludovico degli Arrighi. 
adobe jenson pro
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traditional fonts such as Garamond, Caslon, and Jenson, which are 
available today in modern digital versions that have been carefully 
designed to reflect their historic sources. Books can also be typeset in 
sans serif fonts such as Futura and Helvetica.

Contemporary Book Faces
All around the world, graphic designers are developing new fonts and distributing them 
online. This book is typeset in two of the fonts displayed below, Dolly and Auto. When 
choosing a new typeface, look for the same book-oriented features that you would expect 
from a classic font, such as small capitals and non-lining numerals. You can begin to judge 
the quality of a typeface by how it is presented on the designer’s website. Is the font 
displayed and described with care? Is it available in a range of weights or styles?

dolly’s sturdy letters are legible 
in small sizes, due to a relatively 
low contrast between thick and 
thin elements. Ten-point type is 
commonly used in books. When Dolly 
is applied in larger sizes, more detail 
becomes apparent. Dolly consists  
of four styles: roman, italic, bold, and 
small caps, providing a healthy 
palette for solving basic problems of 
book typography. 

auto is designed with three different 
italics, each with its own flavor, from 
simple and straightforward to curvy 
and sweet. Our book uses the Auto 1 
italic set, the most neutral of the three 
versions. Auto is effective for headlines 
as well as text. The typeface features 
small caps as well as light, bold, and 
black styles.

scala has a classic appearance with 
crisp, modern details. The curves are 
simple, the italics are elegant, and 
the serifs consist of clean, blocky 
slabs. The letters have a tall x-height 
(the height of the lowercase body), 
making them legible at small sizes. 
It is available in both serif and sans 
serif versions as well as a bold weight.

Dolly, the typeface used for setting the main 

text of this book, was designed by Underware, an 

independent type foundry and graphic 
design studio in the netherlands. 

Auto, also designed by Underware, is a sans 

serif typeface. Auto is designed in several 

weights, which are used in this book for captions, 

headings, and other supporting text. 

The Scala type family was designed by Martin 

Majoor in the Netherlands in 1991. Like many 

recent typefaces, Scala is designed in both 

serif and sans serif variants.

Garamond is the name for typefaces inspired by 
the sixteenth-century printing fonts of Claude 

Garamond. Over the centuries, many designers have 

created typefaces based on Garamond’s types. 

adobe Garamond, designed by 
Robert Slimbach in 1989, honors the 
proportions of its Renaissance source. It 
is less explicitly calligraphic than Jenson. 
Note the elegant three-dimensional 
bowl of the lowercase “a” and the gap 
in the uppercase “P.” Adobe Garamond 
includes small caps as well as bold and 
semibold weights; these weights where 
not used in the Renaissance. The italics 
are more lyrical than calligraphic.

adobe garamond pro

Dolly

auto

scala

Adobe CAslon was designed by Carol 
Twombly in 1990; it includes smAll 
CAps as well as bold and semibold 
weights; these weights where not used 
in the eighteenth century. The U.S. 
Declaration of Independence and 
the Constitution were first printed 
in Caslon’s types. Caslon has strong 
vertical elements, crisp serifs, and 
generous, open italics.

Caslon is named for the British typographer 
William Caslon, whose elegant and practical  
fonts were an eighteenth-century staple and a fond 
personAl fAvorite of benjAmin frAnklin. 
 adobe caslon pro

Adobe Jenson, designed by Robert 
Slimbach in 1995, expresses its 
Renaissance roots and yet doesn’t feel 
mannered or precious. Look for its 
calligraphic origins in the ribbonlike 
strokes of its letters. Adobe Jenson 
includes smAll cAps as well as 
light, bold, and semibold weights; 
these weights where not used in the 
Renaissance. The italics feel especially 
calligraphic.

Jenson is based on typefaces created in the fifteenth 

century by the Venetian printer Nicolas Jenson. 

Italic typefaces were created by Jenson’s contemporary 

ludovico degli Arrighi. 
adobe jenson pro
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fontin,beautiful typeface available for free from Jos Buivenga.



Ruud Linssen. Book of War, Mortification, and Love. Underware, 2010. Set in Fakir.
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Typography
Choosing typefaces and arranging them on the pages of your 
book are essential steps in creating an inviting and appropriate 
atmosphere for your book. Designers today have a wide range of 
choices, including historic and contemporary fonts.

Justified
This is the standard format for large bodies of 
text. Justified text looks neat on the page, and it is 
highly economical, because page layout software 
uses hyphenation as well as adjusting the spacing 
between words and letters in order to fit a maximum 
number of words on every line. If your line length  
is too short, the hyphenation and spacing will be 
choppy and uneven, as seen in newspapers, which 
often have large gaps and many hyphenated lines in 
a single paragraph. If you are producing your book 
with a word-processing program (such as Microsoft 
Word) instead of a full-fledged page layout program 
(such as InDesign), the justification can look 
especially bad. (Look at the line above this one.)

Centered
Static and classical, centered text is commonly 

used for title pages, chapter headings,  
and dedications.  

The formal character of centered text also makes it 
appropriate for wedding invitations,  

tombstones, and the type of verse that appears 
inside greeting cards.  

When using centered text, the designer usually 
breaks lines for sense, putting important words  

or phrases on their own lines. 
 Centered text often has generous line spacing.

Flush left
Setting text with a ragged edge along 
the right side of the column became 
common in the twentieth century. Flush 
left text is considered modern because it 
is asymmetrical and organic, allowing the 
flow of the language to help determine 
the typographic arrangement. Flush left 
text works well with narrower columns. 
The designer must pay careful attention, 
however, to the appearance of the rag, or the 
rough edge. The rag should look irregular and 
natural; it should not look too flat or even  
or form recognizable shapes such as moons,  
zigzags, or diving boards.

Flush right
Never say never, but flush right 

text is rarely used for setting 
the entire text of a book. This 

setting can be highly useful, 
however, for creating captions, 

marginal notes, and other tasty 
typographic bits. The even right 

edge can be used to create a 
sense of affinity or magnetic 
attraction between different 

elements on the page.

Alignment
Page layout software lets you align text in four basic 
ways: justified, centered, flush left, and flush right. 
Most books are set primarily with justified text—
solid blocks that have even edges on both sides. For 
a novel, memoir, or other text-heavy work, justified 
text is the most familiar and efficient way to set the 
main content. You’ll need to explore other forms of 
alignment for chapter headings, title pages, cover 

typography, and so on. Poetry is usually set flush left, 
allowing each line to break naturally as it is written, 
rather than being centered or forced into geometric 
blocks. Illustrated books are less convention-bound 
than text books; experiment with alignment to find 
what works best with your content and the point of 
view you hope to convey.

classic typography 
The “power of cheese” is serious business for the authors 
of Sustainable Cuisine White Papers. Designer Kris Kiger has 
used a classic typeface to emphasize the gravitas of the 
subject matter. The main text block is justified (traditional), 

but the chapter title and author lines are set flush left 
(contemporary). The rounded corners and narrow page 
format give the book a distinctive feel. Published by Earth 
Pledge; distributed by Chelsea Green.
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Design: Charles Nix

Pheasants,  
Partridges,  
and Grouse; 
Buttonquail

America’s pheasants, partridges, grouse, and ptarmigan 
are not generally considered real beauties, being known more as drab brown 
game birds. But the main family of these chickenlike birds, Phasianidae, with 
a natural Old World distribution, contains some of the globe’s most visually 
striking larger birds, chiefly among the pheasants, like the Silver Pheasant, 
Crested Fireback, and Common Peafowl illustrated here. The most historically 
(and gastronomically) significant, if usually unheralded, member of the group 
is Asia’s Red Junglefowl, the wild ancestor of domestic chickens.
 All chickenlike birds (except buttonquail) are contained in order 
Galliformes. In the past, most (excluding the megapodes and curassows) 
were included in family Phasianidae, but more recently, the grouse (treated 
here), which occur over North America and northern Eurasia, have been 
separated into their own family of 18 species, Tetraonidae, and the New 
World quail into their own family (treated on p. 87). Phasianidae itself now 
contains 155 species, including partridges, francolins, junglefowl, Old World 
quail, and pheasants. Several Old World species, such as Chukar, Gray 
Partridge, and Ring-necked Pheasant, were introduced to North America 
as game birds and are now common here.
 Birds in these groups are stocky, with short, broad, rounded wings; 
long, heavy toes with claws adapted for ground-scratching; short, thick, 
chickenlike bills; and short or long tails, some of the pheasants having tails 
to 5 feet (1.5 m) long. Some small quails, such as the Harlequin Quail, are 
only about 6 inches (15 cm) long. Many species, particularly among the 
pheasants, are exquisitely marked with bright colors and intricate patterns, 

phe asants and 
partr idges

Distribution:  
Old World

No. of Living  
Species: 155

No. of Species  
Vulnerable,  
Endangered: 32, 9

No. of Species Extinct  
Since 1600: 3

pheasants, partridges, and grouse; buttonquail · 83



justified: hella jongerius Book, 2003. Designers: COMA. Photograph: Dan Meyers. 



flush left and flush right: vas: an opera in flatland Book spread, 2002. Designer: Stephen Farrell. Author: Steve Tomasula. 
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half-title page

full title of book,  
or just the main title if 

there is  a lengthy  
subtitle

title page

full title of book,
author, and

publisher

copyright page

author, copyright, 
year of publication, 

isbn number, 
cataloguing data, 

publisher’s address, 
various credits

table of contents

what’s in the book

76

                

                     

                     

8 9

front matter

appendices

These might include 
glossaries, checklists,
biographies, resumes, 

or chronologies.

index

back matter
colophon

Information about 
typefaces, book design, 

and printing or  
binding techniques, 

if these  
are of interest.

main content
                     

                     

10 11 Page numbers, also called 
folios, appear within the 
margins of the book.
Left pages are always even; 
right pages are always odd.

The front matter gently 
introduces the book’s content 
to the reader.

frontispiece 
illustration

Some publishers put the copyright 
information at the back of the book,  
allowing a full double-page spread  
for the table ofcontents.

The half-title page is 
luxurious, and you 
might choose to skip 
it in a more utilitarian 
volume such as an 
instruction manual or 
desk calendar.

antatomy of the book



text book
This type of book consists primarily of text, although it 
might feature occasional illustrations, such as a frontispiece 
at the beginning of the book, small illustrations at the start 
of each chapter, or diagrams keyed to the text.
 A text book generally consists of one principle column.  
The margins can be even all around, or you can create 
wider margins at the center (to keep content away from the 
binding). Some designers like a wide margin at the bottom, 
providing a place for the reader’s hands to hold the book. 

                                        

                                        

Captions and pictures  
on the same  page. This is a more 
cost-efficient use of space, but 
it also means that your pictures 
will typically be smaller, to make 
room for captions.    

    

    
    

picture book
In photo albums and exhibition catalogues, the pictures 
dominate. Design your page in relation to the shapes and sizes 
of pictures you have and what you want to say about them.  
Are your pictures predominantly vertical, horizontal, or 
square? Are you presenting images only, or pictures with text? 

    

Left page forcaption;
right page for image.
Clean separation of content  
and image.

basic text book

basic picture books

book design basics



Scientific Advertising
Moore Publishing, 1952

What is Web Design
Roto Vision, 2003



ReadyMade: How to Make Almost Anything
Designed by Eric Heiman, 2005
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Openings



a view of the monuments. Book page, eighteenth 
century. 

new york times book review. Newspaper page, 2009. Art director: 
Nicholas Blechman. Illustrator: Ellen Lupton. 

enlarged capitals

Dropped capitals are a traditional page device, especially for opening chapters in a book.



enlarged capitals

a n enlarged letter cut into the text block is called a 
drop capital or drop cap. This example was produced us-
ing the Drop Caps feature in a page layout program. The 

software automatically creates a space around one or more charac-
ters and drops them the requested number of lines. Adjusting the 
size and tracking of the capital allows it to match the surrounding 
text. Similar solutions can be implemented on the web in CSS. The 
space around the capital is rectangular, which can be visually awk-
ward, as seen here with the sloping silhouette of the letter A.

as it the best of times, the worst of times, or just 
Times New Roman? The drop capital used here (Thesis 

Serif Bold) was positioned by hand as a separate element. 
A text wrap was applied to an invisible box sitting behind the capital. 
Thus the text appears to flow around the intruding right prow of the 
W. Likewise, the left prow extends out into the margin, making the 
character feel firmly anchored in the text block. Hand-crafted solu-
tions like this one can’t be applied systematically.



enlarged capitals

Designers use traditional devices in non-traditional ways.

designers sometimes adapt the drop cap convention 
for other purposes. An illustration or icon can appear in 
place of a letterform. Purely typographic alternatives are 

also possible, such as inserting a title or subtitle into space carved 
from the primary text block. Such devices mobilize a familar page 
structure for diverse and sometimes unexpected uses.



David Barringer. American Home Life. So New Publishing, 2007.



David Barringer. American Home Life. So New Publishing, 2007.
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Cover design:  
Patrick Barry





Cover design:  
Rymn Massand





Cover design:  
Barbara de Wilde





Give readers a place to focus.



This design is weak 
because it has no 
focal point. The 
pictures are all small, 
and none of them 
seems important.



What if we used this 
picture for the whole 
cover?



THE WAY  
WE LIVE NOW
Designs for Interiors
1950s to the Present

Victoria and Albert Museum
7 november 1978–4 march

Doesn’t it look 
better with just 
one image?



Designers like to keep 
things simple.
Hypothetically, this 
cover started like 
this...



... but somewhere 
along the way, people 
kept adding more 
information to the 
cover.



... and more...



... and more...



...until it turned 
into this. Too much 
stuff!



If the cover is 
designed well, like 
this cover...



... it can still look 
good with a lot 
information.

Cover design:  
John Fulbrook III




