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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
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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
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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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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. 



design basics
Structure of a Book



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
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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











design basics
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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Book covers





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



How to Design and Produce 
Your Own Book
edited by Ellen Lupton

INDIE
PUBLISHING

Cover design:
Kelley McIntyre, 
Graphic Design MFA 
program, MICA



Perhaps you need a full-color catalog for your first exhibition at a local gallery. Maybe 
you’re inspired to publish your grandfather’s war diaries, or you’re obsessed with 
documenting every Star Wars action figure ever produced. Indie Publishing presents basic 
information about publishing your own book, whether informally for friends or family, 
or in a more official way. If a wonderful old building in your neighborhood is about to be 
torn down, a short history of the site could help save it. If you work with kids after school, 
a book of their poetry could show the world what they’ve achieved. If you’ve written a 
steamy novel that publishers keep turning down, now is the time to publish it yourself. 

This practical guide is directed at people from all walks of life who want 
to create and distribute their own content, from personal projects that 
use traditional bookmaking techniques to larger endeavors employing 
industrial printing methods. The authors address the business aspects of 
independent publishing, from how to get an ISBN (and why you might need 
one) to using online distribution services and print-on-demand technologies. 
They also explore visual design principles, taking the reader step-by-step 
through the process of planning and producing a book that feels personal or 
professional, funky or fastidious.

This focus on design sets Indie Publishing apart from other publish-it-yourself manuals. 
Packed with full-color illustrations, this visually driven book presents examples of 
independently produced poetry, fiction, picture books, artist’s portfolios, exhibition 
catalogs, and more. The book explores basic design principles such as scale, pacing, and 
typography, along with commentary on how to create effective and intriguing book covers, 
title pages, and layouts. A variety of bookmaking techniques and processes are explained. 
Indie Publishing shows readers a range of marketing materials, and it concludes with a 
portfolio of exciting examples of independent publishing at work.

design briefs— 
essential texts on design
Also available in this series
D.I.Y. Design It Yourself, Ellen Lupton, ed., 978-1-56898-552-7
Elements of Design, Gail Greet Hannah, 978-1-56898-329-5
Geometry of Design, Kimberly Elam, 978-1-56898-249-6
Grid Systems, Kimberly Elam, 978-1-56898-465-0
Thinking with Type, Ellen Lupton, 978-1-56898-448-3
Typographic Systems, Kimberly Elam, 978-1-56898-687-6
Visual Grammar, Christian LeBorg, 978-1-56898-581-7

Princeton Architectural Press
www.papress.com

ISBN 978-1-56898-760-6  $21.95 

IN
D

IE PU
BLISH

IN
G

: H
ow

 to D
esign and Produce Your O

w
n Book 

E
lle

n
 Lu

p
to

n
, e

d
.

DESIGN BRIEFS

This is how the cover 
looks without the text. 
Although this cover 
has a lot images, they 
frame a big open space 
for the title.



How to Design and Produce 
Your Own Book  edited by Ellen Lupton

INDIE
PUBLISHING

Perhaps you need a full-color catalog for your first exhibition at a local gallery. Maybe 
you’re inspired to publish your grandfather’s war diaries, or you’re obsessed with 
documenting every Star Wars action figure ever produced. Indie Publishing presents basic 
information about publishing your own book, whether informally for friends or family, 
or in a more official way. If a wonderful old building in your neighborhood is about to be 
torn down, a short history of the site could help save it. If you work with kids after school, 
a book of their poetry could show the world what they’ve achieved. If you’ve written a 
steamy novel that publishers keep turning down, now is the time to publish it yourself. 

This practical guide is directed at people from all walks of life who want 
to create and distribute their own content, from personal projects that 
use traditional bookmaking techniques to larger endeavors employing 
industrial printing methods. The authors address the business aspects of 
independent publishing, from how to get an ISBN (and why you might need 
one) to using online distribution services and print-on-demand technologies. 
They also explore visual design principles, taking the reader step-by-step 
through the process of planning and producing a book that feels personal or 
professional, funky or fastidious.

This focus on design sets Indie Publishing apart from other publish-it-yourself manuals. 
Packed with full-color illustrations, this visually driven book presents examples of 
independently produced poetry, fiction, picture books, artist’s portfolios, exhibition 
catalogs, and more. The book explores basic design principles such as scale, pacing, and 
typography, along with commentary on how to create effective and intriguing book covers, 
title pages, and layouts. A variety of bookmaking techniques and processes are explained. 
Indie Publishing shows readers a range of marketing materials, and it concludes with a 
portfolio of exciting examples of independent publishing at work.

design briefs— 
essential texts on design
Also available in this series
D.I.Y. Design It Yourself, Ellen Lupton, ed., 978-1-56898-552-7
Elements of Design, Gail Greet Hannah, 978-1-56898-329-5
Geometry of Design, Kimberly Elam, 978-1-56898-249-6
Grid Systems, Kimberly Elam, 978-1-56898-465-0
Thinking with Type, Ellen Lupton, 978-1-56898-448-3
Typographic Systems, Kimberly Elam, 978-1-56898-687-6
Visual Grammar, Christian LeBorg, 978-1-56898-581-7

Princeton Architectural Press
www.papress.com

ISBN 978-1-56898-760-6  $21.95 

IN
D

IE PU
BLISH

IN
G

: H
ow

 to D
esign and Produce Your O

w
n Book 

E
lle

n
 Lu

p
to

n
, e

d
.

DESIGN BRIEFS

When the back-
ground is white, the 
images are distract-
ing because they 
stand out too much.



How to Design and Produce 
Your Own Book
edited by Ellen Lupton

INDIE
PUBLISHING

The brown back-
ground tones down 
images and softens 
the cover.



Be inspired by techniques.



Technique: Original photography.
Must be hi-resolution (at least 300 
dpi at 8.5 x 11 inches).

Tony Venne

Joo Ha

Danielle Davis

Design by Ryan Clifford; illustration by Tricia Chin

Ryan Clifford

Lindsey M. Muir

Kristian Bjørnard

John Corrigan

Helen Armstrong
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Cover Design
If your book is for sale, the cover is an 
essential marketing device that will function 
like a logo and advertisement. It must look 
great in the bookstore and on the shelf. It also 
has to look good when it’s a tiny digital image 
on Amazon and other online sites.

Design Process 
1. define the problem  
Write a description of what you want to say and to whom 
you want to say it. What’s the main point of your book? 
What attitude do you want to express (formal, relaxed, 
professional, raw)? Who is your audience (friends, enemies, 
peers, potential employers)? Keep these goals in mind 
when you develop design ideas.

2. research  
Look at other books similar to yours. Think about what 
attracts you and note the variety of design strategies. 
Some covers are all type; others feature photographs and 
illustrations. Some are quiet; some are loud.

3. Brainstorm   
Write down as many ideas as you can think of—good, bad, 
and ridiculous.

4. prioritize  
Which ideas make sense with your book? Which ones are 
feasible for you to produce? Study your available resources, 
such as vintage photos or illustrations from inside the 
book. 

5. try it  
If your design skills are weak, collaborate with a designer, 
artist, illustrator, or photographer. Look for stock images 
and pictures on photo sharing sites. Always respect 
copyrights, and keep in mind that photographs must be 
high-resolution and large scale to reproduce well.

6. test it  
Show your designs to other people for reactions. Evaluate 
each design. Is the title easy to read? Do the images bring 
attention to the title, or do they distract from it? Is there 
a clear hierarchy of elements? Is the design conveying the 
intended message and tone of voice?

How to Design and Publish 
Your Own Book
edited by Ellen Lupton

many variations 
Shown above is an early version of 
the cover that was finally chosen for 
this book. Designer Kelley McIntyre 
tried numerous color variations 
before finalizing the cover. This 
early design did not feel rich and 
vibrant enough. The final cover uses 
a background texture and more 
assertive colors.

trial and error 
A team of designers worked together 
to create numerous alternate 
covers for Indie Publishing. Some 
solutions are photographic; others 
use illustrations; some are purely 
typographic. As the team worked, 
they focused on their message, 
choosing a final design that speaks 
about the active, hands-on process 
of making a book.

Cover Gallery

Tony Venne

Joo Ha

Danielle Davis

Design by Ryan Clifford; illustration by Tricia Chin

Ryan Clifford

Lindsey M. Muir

Kristian Bjørnard

John Corrigan

Helen Armstrong
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covers for Indie Publishing. Some 
solutions are photographic; others 
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typographic. As the team worked, 
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choosing a final design that speaks 
about the active, hands-on process 
of making a book.

Cover Gallery



This beautiful cover 
uses a photograph.
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on Amazon and other online sites.

Design Process 
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this book. Designer Kelley McIntyre 
tried numerous color variations 
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vibrant enough. The final cover uses 
a background texture and more 
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trial and error 
A team of designers worked together 
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covers for Indie Publishing. Some 
solutions are photographic; others 
use illustrations; some are purely 
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choosing a final design that speaks 
about the active, hands-on process 
of making a book.

Cover Gallery

Technique: Digital montage.
Again, all sources must be original 
and hi-resolution.
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Cover Gallery

Technique: Vector-based illustrations (such 
as Adobe Illustrator). These are resolution-
independent, so they can be blown up to any 
size. Vector images make good covers.



Technique:
Hand-painted  
illustration.
Design: Maira 
Kalman



the making of a book
Sexy Librarian



by Kristian Bjornard and Ellen Lupton

Legions of aspiring novelists have manuscripts 
they long to share with the world. In the main
stream book industry, most editors will only 
look at submissions that come recommended by 
a literary agent, and few agents are willing to 
waste their time and risk their reputations on 
unknown writers. Unsolicited manuscripts are 
sent to the “slush pile,” a dumping ground 
occasionally sifted through by lowlevel editorial 
staff. If you don’t want the slush pile to be the 
final resting place for your novel, consider 
publishing it yourself.
 The novel showcased in this chapter was written by Julia 
Weist, a young artist and writer. Called Sexy Librarian, this is her 
first novel, and it was published using Lulu.com’s printon
demand service. This system allows books to be digitally 
printed and shipped to customers onebyone each time the 
book is ordered. Customers can order the book directly from 
Lulu, or, with the purchase of an ISBN package, the book can 
be offered via Amazon and other online booksellers. The unit 
cost for P.O.D is higher than that for massproduction, but it 
costs very little to get started. Your big investment will be in 
writing, editing, designing, and marketing your book—labors 
of love that cost more time than money. 

FICTION













“Ellen saw the show and told me to finish the 
manuscript and let her publish it. I said hell no, 
I don’t want people asking me about the clap 
all the time.” —Julia Weist, interview in Sadie Magazine.



1. Write your book. Whew! That 
was easy.

2. Choose a P.O.D. service. Various 
services can provide you with a digital 
printing, online distribution, and ISBN 
package. (Some will also design and 
edit the book for you, for additional 
fees.) We researched various 
companies before choosing Lulu.com, 
a consumer-friendly service that 
welcomes newcomers and provides 
excellent support along the way. It 
costs nothing to upload print-ready 
digital files; a low fee gets you an 
official ISBN as well as a listing that is 
shared with the major internet 
booksellers, including Amazon, 
Borders, and Barnes & Noble. Books 
are printed and delivered by Lulu one-
by-one as customers purchase them. 
You set a price that includes a royalty 
on top of Lulu’s production fee.

3. Choose a format. Your book’s 
trim size or format will affect the page 
count as well as how the volume feels 
in people’s hands. Maybe you want a 
smaller book with many pages, or a 
bigger book with a thinner spine. 
P.O.D. services are set up to produce 
books in a fixed number of formats as 
well as in hardback and paperback. 
Only a few trim sizes may be approved 
for distribution to bookstores, so 
choose carefully. Sexy Librarian is a 
6-x-9-inch paperback. This size, which 
is larger and more elegant than a 
supermarket novel, gives the book the 
look and feel of “quality fiction.”

4. Edit your book. Every author 
needs an editor. If you can’t afford to 
pay someone, find a fellow writer to 
help you out, someone with a firm 
grasp of grammar who will have the 
time and courage to read your novel 
carefully and look for errors, 
inconsistencies, plot glitches, and 
more. If you can’t afford to pay this 
person, offer babysitting, dogwalking, 
housekeeping, or other services in 
exchange. Do what you have to do; 
debase yourself if necessary.

5. Design your book. Most P.O.D. 
services work with PDF files, a 
standard document format that is 
generated with Adobe Acrobat 
Professional software. This software 
works with the Adobe page layout 
program InDesign, but it also works 
with MS Word, Quark, and other 
publishing tools. You will need some 
software skills to produce your novel. 
The services of a professional graphic 
designer would be a big help, too; try 
to find one. If you can’t, follow our 
guidelines on the following pages and 
keep your design as simple as 
possible.

6. Design the cover. A great cover 
is a great sales tool. If you have a 
design budget, here’s another place to 
spend it. (It turns out that many 
successful indie publishers happen to 
be married to graphic designers. Try 
that route, too, if you have the heart.)

7. Order a proof. Read it carefully. 
Make corrections. Repeat. We can’t 
stress enough the importance of the 
proofing process. Even if you edited 
your book carefully at the manuscript 
stage, you will find new and different 
errors when the pages have been 
typeset. Once you officially publish 
your book online (with that real 
ISBN), you are locked into the final 
product, and any changes you make 
will cost money.

8. Order another proof. Now is 
not the time to rush. In the 
mainstream publishing world, books 
go through many rounds of edits, and 
your book deserves the same care and 
attention. Proof your books as many 
times as you need to to get it right.

9. Publish your book. When you’re 
ready, really ready, hit the “approve” 
button and publish your book. That’s 
it. It’s real now.

10. Market your book. Make a web 
site. Have parties. Send out review 
copies. Call up local bookstores. 
Arrange readings at bars, libraries, 
community centers, gas stations—
anywhere you can find an audience. 
No one will find your book unless you 
tell them about it. Even a book 
produced by a mainstream publisher 
depends on endless love and energy 
from its author to get the word out. 
Love your book, and do not let it die.

create a print-on-demand book in ten painstaking, 
assbreaking, mindnumbing, and totally essential steps 

Follow the steps below to publish any kind of P.O.D. publication— 
fiction, nonfiction poetry, exhibition catalogs, and more.

the proof is in the pudding  
We ordered five waves of proofs 
from Lulu.com before publishing 
the final version. We focused on the 
text during first two rounds, and we 
concentrated on the cover in the 
final rounds, honing the concept 
and tweaking the photography. The 
editor, designer, and author played 
a role at every stage. Photos by Dan 
Meyers.
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For a moment, she was struck by the thought that this was a pretty romantic 
thing to say. She tried to sober herself quickly, desperately trying to keep the 
impractical reality of their relationship in the foreground of her thoughts. Perhaps, 
she reasoned, their attraction arose from the forbidden nature of even the proximity 
of their houses. Or maybe from the common intimacy of their simultaneously 
burning kitchen lights, vigilant together as one dim glow in the night. But of course 
she knew there were other grounds and that they were a good match. They were 
comfortable together, they could talk theory with the ease of grad students, and, as 
Joe explained, they valued the same virtues—both creative and regulatory. 

“You are like this building that I want to design that is so labyrinthine that even 
when you reenter a room you’ve been in before, not only do you have the feeling 
that you’ve never stood there prior, but also everything you understood about where 
you had just been has shifted. And right now, Audrey,” his voice was cracking a 
little, and she noticed that he kept using her name, “right now I am outside, walking 
around and around the foundation looking into the windows like a crazy man. I 
keep imagining this idea of learning by being in the same place forever, but you 
can’t understand it without being there.”

“That sounds like the library, Joe.” Audrey’s tone was even and she continued 
very slowly with, “And even though you are always walking around my house, 
because you are my neighbor, that is one of the most romantic and appropriate 
metaphors I have ever heard. I could think about it for days and still feel affected. 
But Joe, as much as I appreciate your honesty, I wonder how productive it is. Do you 
have any idea about what we are supposed to do with each other?” Audrey’s level-
headedness was suddenly regenerating from the old self-protectiveness that that was 
threatening to return full force. It was right there, icy and ready, offering to diffuse 
the intimidation of massive frustration and hurt that was riding on Joe’s answer.

He didn’t reply, but it looked like he was trying to swallow a squirrel. He stood 
and moved to her so quickly, she almost didn’t register any time passing between 
the squirrel-swallowing and their first kiss. For a moment she was so startled she half 
expected to taste fur and nuts. Instead, she was enveloped in a heat—soft, sweet, 
and second-nature. After an eternity they broke from each other, wrote novels in 
the span of a stare, and then Joe left, quickly and quietly.

For several moments after he had gone, she sat motionless in the same position, 
realizing she was shaking slightly. Touching her slim legs to ground herself, Audrey 
discovered the vibrations were not in fact coming from aftershock. Her cell phone 
was vibrating in her pocket. It was Adam. It was Wednesday. She threw the phone 
into the couch, turned off all the lights in the kitchen, and got into bed.

She dreamt fitfully and awoke with resolve. Today, Audrey decided, she was 
going to play hooky from work, get in the car, and explore. Save for South Dakota, 

she had taken no care to utilize the proximity of Minnesota to so many states she’d 
never been to. This July Thursday could be used to survey new territory and foreign 
peoples. The plan was to just start driving and see where she would end up. 

The good thing about being friends with Victoria was that Audrey knew it 
wouldn’t be a problem to take a few days off if she used the excuse that some 
emotional blimp was carrying her eastward and that she needed to drag for a while 
before figuring out how to cut herself from its binds. The problem was, though, that 
Midwestern women seemed to love to be sandbags that attach themselves to hot air 
crafts, slowing down feelings with their weight but also enjoying the view. Audrey 
told Victoria that Jacob had called her from New York, having gotten busted and 
busted up for slinging, and she needed to take some time to disassociate. Victoria 
was very concerned, and all Audrey could do was wonder how Joe had proposed 
to her. What kind of building was Victoria? Audrey had been trying so intensely to 
compartmentalize the ex-husband and ex-wife that even the thought of them even 
knowing each other was a bit startling. By the time she returned, perhaps she would 
have the courage to finally broach the subject.

The little Neon was meant to go east. There was something almost sexually 
exciting about the possibility that she could wind up in New York if she didn’t stop 
driving in that direction. The potential was similar to her situation with Joe, or the 
realization that one holds oneself back all the time from yelling out in a crowd. 
She likened it also to automated breathing, a mechanism that disappears when 
you become conscious of it, and Audrey suddenly couldn’t remember a time when 
getting on I-90 and heading straight for New York wasn’t an option. 

The windows were down and she was cruising, driving so fast, in fact, that 
it seemed like the sounds of the radio were coming from behind her, trying to 
catch up to the car and the ends of her hair whipping at everything it could reach. 
Suddenly, a Hall and Oates song came on. Thank God, she thought. The sleazy, 
80s-movie-sound-track quality of the jam, in the novel context of a free woman road 
tripping, was enough to jog another memory. This was just what Audrey needed, a 
recollection so superficial, anecdotal, and hip that it brought back the time before 
she had assigned herself the task of becoming Emotional. 

It was summer and she was young—or at least younger than 25—and she was 
interviewing for a cushy but uninspiring studio assistant position helping one of 
Petzel’s abstract painters. The guy who let her into the interview whispered, “I know 
you,” in Audrey’s ear, although she knew he didn’t, which later she found out he 
did, which ultimately didn’t matter because they were clearly going to sleep together 
anyway. And she was smiling now, remembering the scene. 

Bruce, as he was called, tread that precarious line that hipsters know too well, 
between looking cool and looking like a pedophile with multiple convictions 
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Page Layout
A typical mass-market paperback has as much text as possible shoveled onto 
every page. More luxurious editions use more white space (yielding a higher 
page count and a higher price for printing, paper, and binding). Designer 
Kristian Bjørnard tested several layouts for Sexy Librarian before choosing one 
that felt just right.

deluxe layout 
The text block in this format follows 
the ratio of the Golden Section (1 : 
1.618 or a : b = b (a + b). Architects, 
painters, and book designers 
have used this classical system of 
proportion for hundreds of years. 
Although the layout shown here 
may have worked well for a treatise 
on wine tasting or coin collecting, 
it seemed too pretentious and 
grandiose for Sexy Librarian.

Drab layout 
This plain-vanilla design features 
narrow margins, which save space. 
But since Sexy Librarian is a fairly short 
novel, we actually wanted to beef 
up the page count; more generously 
designed layouts would yield a heftier 
book in the end. Making any book 
format symmetrical (with margins 
mirroring each other from left to 
right) prevents the block of text from 
showing through on the other side.

each other?” Audrey’s level-headedness was suddenly regenerating 
from the old self-protectiveness that that was threatening to return 
full force. It was right there, icy and ready, offering to diffuse the 
intimidation of massive frustration and hurt that was riding on 
Joe’s answer.

He didn’t reply, but it looked like he was trying to swallow a 
squirrel. He stood and moved to her so quickly, she almost didn’t 
register any time passing between the squirrel-swallowing and 
their first kiss. For a moment she was so startled she half expected 
to taste fur and nuts. Instead, she was enveloped in a heat—soft, 
sweet, and second-nature. After an eternity they broke from each 
other, wrote novels in the span of a stare, and then Joe left, quickly 
and quietly.

For several moments after he had gone, she sat motionless in 
the same position, realizing she was shaking slightly. Touching her 
slim legs to ground herself, Audrey discovered the vibrations were 
not in fact coming from aftershock. Her cell phone was vibrating 
in her pocket. It was Adam. It was Wednesday. She threw the 
phone into the couch, turned off all the lights in the kitchen, and 
got into bed.

She dreamt fitfully and awoke with resolve. Today, Audrey 
decided, she was going to play hooky from work, get in the car, 
and explore. Save for South Dakota, she had taken no care to 
utilize the proximity of Minnesota to so many states she’d never 
been to. This July Thursday could be used to survey new territory 
and foreign peoples. The plan was to just start driving and see 
where she would end up. 

The good thing about being friends with Victoria was that 
Audrey knew it wouldn’t be a problem to take a few days off if 

For a moment, she was struck by the thought that this 
was a pretty romantic thing to say. She tried to sober herself 
quickly, desperately trying to keep the impractical reality of 
their relationship in the foreground of her thoughts. Perhaps, 
she reasoned, their attraction arose from the forbidden nature of 
even the proximity of their houses. Or maybe from the common 
intimacy of their simultaneously burning kitchen lights, vigilant 
together as one dim glow in the night. But of course she knew 
there were other grounds and that they were a good match. They 
were comfortable together, they could talk theory with the ease 
of grad students, and, as Joe explained, they valued the same 
virtues—both creative and regulatory. 

“You are like this building that I want to design that is so 
labyrinthine that even when you reenter a room you’ve been in 
before, not only do you have the feeling that you’ve never stood 
there prior, but also everything you understood about where 
you had just been has shifted. And right now, Audrey,” his voice 
was cracking a little, and she noticed that he kept using her 
name, “right now I am outside, walking around and around the 
foundation looking into the windows like a crazy man. I keep 
imagining this idea of learning by being in the same place forever, 
but you can’t understand it without being there.”

“That sounds like the library, Joe.” Audrey’s tone was even and 
she continued very slowly with, “And even though you are always 
walking around my house, because you are my neighbor, that is 
one of the most romantic and appropriate metaphors I have ever 
heard. I could think about it for days and still feel affected. But Joe, 
as much as I appreciate your honesty, I wonder how productive it 
is. Do you have any idea about what we are supposed to do with 

ch a p t er 7 ch a p t er 72 3

juli a w eist sex y l ibr a r i a n

| Indie Publishing54

03_Fiction_48-61.indd   54 6/16/08   9:04:11 AM



For a moment, she was struck by the thought that this was a pretty romantic 
thing to say. She tried to sober herself quickly, desperately trying to keep the 
impractical reality of their relationship in the foreground of her thoughts. Perhaps, 
she reasoned, their attraction arose from the forbidden nature of even the proximity 
of their houses. Or maybe from the common intimacy of their simultaneously 
burning kitchen lights, vigilant together as one dim glow in the night. But of course 
she knew there were other grounds and that they were a good match. They were 
comfortable together, they could talk theory with the ease of grad students, and, as 
Joe explained, they valued the same virtues—both creative and regulatory. 

“You are like this building that I want to design that is so labyrinthine that even 
when you reenter a room you’ve been in before, not only do you have the feeling 
that you’ve never stood there prior, but also everything you understood about where 
you had just been has shifted. And right now, Audrey,” his voice was cracking a 
little, and she noticed that he kept using her name, “right now I am outside, walking 
around and around the foundation looking into the windows like a crazy man. I 
keep imagining this idea of learning by being in the same place forever, but you 
can’t understand it without being there.”

“That sounds like the library, Joe.” Audrey’s tone was even and she continued 
very slowly with, “And even though you are always walking around my house, 
because you are my neighbor, that is one of the most romantic and appropriate 
metaphors I have ever heard. I could think about it for days and still feel affected. 
But Joe, as much as I appreciate your honesty, I wonder how productive it is. Do you 
have any idea about what we are supposed to do with each other?” Audrey’s level-
headedness was suddenly regenerating from the old self-protectiveness that that was 
threatening to return full force. It was right there, icy and ready, offering to diffuse 
the intimidation of massive frustration and hurt that was riding on Joe’s answer.

He didn’t reply, but it looked like he was trying to swallow a squirrel. He stood 
and moved to her so quickly, she almost didn’t register any time passing between 
the squirrel-swallowing and their first kiss. For a moment she was so startled she half 
expected to taste fur and nuts. Instead, she was enveloped in a heat—soft, sweet, 
and second-nature. After an eternity they broke from each other, wrote novels in 
the span of a stare, and then Joe left, quickly and quietly.

For several moments after he had gone, she sat motionless in the same position, 
realizing she was shaking slightly. Touching her slim legs to ground herself, Audrey 
discovered the vibrations were not in fact coming from aftershock. Her cell phone 
was vibrating in her pocket. It was Adam. It was Wednesday. She threw the phone 
into the couch, turned off all the lights in the kitchen, and got into bed.

She dreamt fitfully and awoke with resolve. Today, Audrey decided, she was 
going to play hooky from work, get in the car, and explore. Save for South Dakota, 

she had taken no care to utilize the proximity of Minnesota to so many states she’d 
never been to. This July Thursday could be used to survey new territory and foreign 
peoples. The plan was to just start driving and see where she would end up. 

The good thing about being friends with Victoria was that Audrey knew it 
wouldn’t be a problem to take a few days off if she used the excuse that some 
emotional blimp was carrying her eastward and that she needed to drag for a while 
before figuring out how to cut herself from its binds. The problem was, though, that 
Midwestern women seemed to love to be sandbags that attach themselves to hot air 
crafts, slowing down feelings with their weight but also enjoying the view. Audrey 
told Victoria that Jacob had called her from New York, having gotten busted and 
busted up for slinging, and she needed to take some time to disassociate. Victoria 
was very concerned, and all Audrey could do was wonder how Joe had proposed 
to her. What kind of building was Victoria? Audrey had been trying so intensely to 
compartmentalize the ex-husband and ex-wife that even the thought of them even 
knowing each other was a bit startling. By the time she returned, perhaps she would 
have the courage to finally broach the subject.

The little Neon was meant to go east. There was something almost sexually 
exciting about the possibility that she could wind up in New York if she didn’t stop 
driving in that direction. The potential was similar to her situation with Joe, or the 
realization that one holds oneself back all the time from yelling out in a crowd. 
She likened it also to automated breathing, a mechanism that disappears when 
you become conscious of it, and Audrey suddenly couldn’t remember a time when 
getting on I-90 and heading straight for New York wasn’t an option. 

The windows were down and she was cruising, driving so fast, in fact, that 
it seemed like the sounds of the radio were coming from behind her, trying to 
catch up to the car and the ends of her hair whipping at everything it could reach. 
Suddenly, a Hall and Oates song came on. Thank God, she thought. The sleazy, 
80s-movie-sound-track quality of the jam, in the novel context of a free woman road 
tripping, was enough to jog another memory. This was just what Audrey needed, a 
recollection so superficial, anecdotal, and hip that it brought back the time before 
she had assigned herself the task of becoming Emotional. 

It was summer and she was young—or at least younger than 25—and she was 
interviewing for a cushy but uninspiring studio assistant position helping one of 
Petzel’s abstract painters. The guy who let her into the interview whispered, “I know 
you,” in Audrey’s ear, although she knew he didn’t, which later she found out he 
did, which ultimately didn’t matter because they were clearly going to sleep together 
anyway. And she was smiling now, remembering the scene. 

Bruce, as he was called, tread that precarious line that hipsters know too well, 
between looking cool and looking like a pedophile with multiple convictions 
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A typical mass-market paperback has as much text as possible shoveled onto 
every page. More luxurious editions use more white space (yielding a higher 
page count and a higher price for printing, paper, and binding). Designer 
Kristian Bjørnard tested several layouts for Sexy Librarian before choosing one 
that felt just right.
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the ratio of the Golden Section (1 : 
1.618 or a : b = b (a + b). Architects, 
painters, and book designers 
have used this classical system of 
proportion for hundreds of years. 
Although the layout shown here 
may have worked well for a treatise 
on wine tasting or coin collecting, 
it seemed too pretentious and 
grandiose for Sexy Librarian.

Drab layout 
This plain-vanilla design features 
narrow margins, which save space. 
But since Sexy Librarian is a fairly short 
novel, we actually wanted to beef 
up the page count; more generously 
designed layouts would yield a heftier 
book in the end. Making any book 
format symmetrical (with margins 
mirroring each other from left to 
right) prevents the block of text from 
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each other?” Audrey’s level-headedness was suddenly regenerating 
from the old self-protectiveness that that was threatening to return 
full force. It was right there, icy and ready, offering to diffuse the 
intimidation of massive frustration and hurt that was riding on 
Joe’s answer.

He didn’t reply, but it looked like he was trying to swallow a 
squirrel. He stood and moved to her so quickly, she almost didn’t 
register any time passing between the squirrel-swallowing and 
their first kiss. For a moment she was so startled she half expected 
to taste fur and nuts. Instead, she was enveloped in a heat—soft, 
sweet, and second-nature. After an eternity they broke from each 
other, wrote novels in the span of a stare, and then Joe left, quickly 
and quietly.

For several moments after he had gone, she sat motionless in 
the same position, realizing she was shaking slightly. Touching her 
slim legs to ground herself, Audrey discovered the vibrations were 
not in fact coming from aftershock. Her cell phone was vibrating 
in her pocket. It was Adam. It was Wednesday. She threw the 
phone into the couch, turned off all the lights in the kitchen, and 
got into bed.

She dreamt fitfully and awoke with resolve. Today, Audrey 
decided, she was going to play hooky from work, get in the car, 
and explore. Save for South Dakota, she had taken no care to 
utilize the proximity of Minnesota to so many states she’d never 
been to. This July Thursday could be used to survey new territory 
and foreign peoples. The plan was to just start driving and see 
where she would end up. 

The good thing about being friends with Victoria was that 
Audrey knew it wouldn’t be a problem to take a few days off if 

For a moment, she was struck by the thought that this 
was a pretty romantic thing to say. She tried to sober herself 
quickly, desperately trying to keep the impractical reality of 
their relationship in the foreground of her thoughts. Perhaps, 
she reasoned, their attraction arose from the forbidden nature of 
even the proximity of their houses. Or maybe from the common 
intimacy of their simultaneously burning kitchen lights, vigilant 
together as one dim glow in the night. But of course she knew 
there were other grounds and that they were a good match. They 
were comfortable together, they could talk theory with the ease 
of grad students, and, as Joe explained, they valued the same 
virtues—both creative and regulatory. 

“You are like this building that I want to design that is so 
labyrinthine that even when you reenter a room you’ve been in 
before, not only do you have the feeling that you’ve never stood 
there prior, but also everything you understood about where 
you had just been has shifted. And right now, Audrey,” his voice 
was cracking a little, and she noticed that he kept using her 
name, “right now I am outside, walking around and around the 
foundation looking into the windows like a crazy man. I keep 
imagining this idea of learning by being in the same place forever, 
but you can’t understand it without being there.”

“That sounds like the library, Joe.” Audrey’s tone was even and 
she continued very slowly with, “And even though you are always 
walking around my house, because you are my neighbor, that is 
one of the most romantic and appropriate metaphors I have ever 
heard. I could think about it for days and still feel affected. But Joe, 
as much as I appreciate your honesty, I wonder how productive it 
is. Do you have any idea about what we are supposed to do with 
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Audrey was tall, lithe, and super sexy. She was sitting at her new 
desk, getting to know the holdings of the Rochester Public Library’s 
collection, a task she regarded as one of the most insignificant 
undertakings of her last ten years. Quickly and silently admonishing 
herself for being so geocentric—defining irrelevant as land-locked—
Audrey tried to remind herself that this was a time for emotional 
growth. She pressed a finger to her thick, black, Prada glasses, 
rubbed her legs together lazily, and wrote on a stray card catalog 
card: “Be less pretentious.” It was the first, and only, personal touch 
she had made to her work space. The adjacent desk boasted a photo 
of a Jell-O mold used to form the words “Number One Grandma,” 
and Audrey hastily discarded the note, lest she appear insincere.

The last week had been hazy and automatic, as she set about to 
close up her life in New York like a widow in an interstitial phase of 
grief: numb and productive. She was worried only about leaving behind 
her books, now under the charge of a subletter, and about people 
talking to her out here like she was some kind of alien. The woman 
at the Java Hut this morning glanced at Audrey’s designer T-shirt, 

to interact with men with whom she had no chance of sleeping. The 
significantly older gentlemen, celebrities, the live-in fiancés of other 
girls, the men who are not normally characterized as potential sexual 
partners, were for some reason under a different classification for 
Audrey. She was, after all, a librarian, and it was her job to categorize 
the true character of things by the most specific criteria. William, her ex 
and first college love, currently living with his girlfriend in Greenpoint, 
was not filed under “unavailable,” but rather “usually occupied.”

One can imagine, therefore, that when Audrey transmitted 
to Will the aforementioned power couple of vaginal dysfunction, 
things got a little complicated. When the girlfriend acquired the 
surprises and yet nonetheless continued her romantic and domestic 
partnership with Will, things got a little confusing. When Will 
explained to Audrey in their final conversation that neither he nor 
said girlfriend could afford a New York one-bedroom that wasn’t 
shared by two people and decided it would be easier to forgive and 
forget than endure such a drastic change in lifestyle, Audrey knew 
she had to take a vacation.

The second incident was, quite simply, a “not-boyfriend” 
becoming a “live-in boyfriend” following the loss of his irregular 
installation job at PS1. After “just crashing” for three weeks, Jacob, a 
one-time football star turned abstract painter, discovered that selling 
coke was an easier way to make money than part-time museum 
work, and left way more time for his canvases. As the paintings were 
stacking up and Audrey’s socks were disappearing, she knew it was 
time to move. Out of the city, away from the bad choices and lost 
nights, to a place where after working hundred-hour weeks between 
the library and her studio, she could be bone tired somewhere that 
was not always too noisy to sleep deeply.

That place, as it turned out, was Rochester, Minnesota. Thanks to 
the Mayo Clinic, the nation’s best and largest hospital, this was where 
patients went hoping for some miracle to keep them from dying. To 
Audrey, the position of head librarian for the Arts Collection opening 
that May was just what the doctor ordered.

Typography
Literary works are usually set in traditional serif typefaces, 
such as Garamond, Caslon, and Sabon. (See “Design Basics.”) 
For the main text of Sexy Librarian we used a clean but classical 
typeface called Electra, designed by W. A. Dwiggins in 1935. 
The running heads, chapter numbers, and other supporting 
elements are set in Hypatia, designed by Thomas Phinney in 
2007; this crisp, contemporary sans serif font retains some of 
the handwritten qualities of traditional typefaces. It provides a 
nice complement to Electra.
 Designers often choose a different font altogether for a 
book’s cover, where specific qualities may be needed to work 
with the chosen imagery as well as to achieve high impact at 
the point of purchase.

Hypatia Sans

body copy, Electra

Running Heads and page numbers
 (in Hypatia Sans)

sexy layout 
The final page layout for Sexy Librarian 
features margins that are generous 
but not too generous. The centered 
heads provide a classical feeling, but 
the overall design is not over-the-
top elegant. The book is friendly, 
readable, and approachable—like a 
girl you might say hello to in a bar.
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copyright page typically 
appears on the back of the title 
page. It provides details such as the 
publisher’s address and web site, 
copyright date, and the ever-crucial 
ISBN number. Also valuable is 
cataloging information for libraries; 
our book includes a custom catalog 
record written by Sherman Clarke, a 
prominent librarian.

table of contents is a menu 
for your book. A novel doesn’t 
necessarily need one, but since our 
book includes critical essays, it was 
essential.

Front matter
The front matter includes the parts of a book that precede the actual contents, 
including the title page, copyright page, and table of contents. Sometimes  
a preface, acknowledgment, or dedication is included in this section as well.  
The front matter introduces your book and sets the visual atmosphere, like 
bringing flowers to a dinner date. The front matter also includes essential 
publishing data about your book. (See more in “Publishing Basics.”)

additional front matter Sexy Librarian starts 
out with special material that gives the novel a surprising 
context. Since the rejection letters inspired us to publish 
this book, we decided to put them at the very front . 

The letters provide a fascinating glimpse into the harsh 
world of publishing. The standard order and content of the 
front matter picks up after the rejection letters: title page, 
copyright page, and table of contents.
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Cover Design
The cover of your novel is the first thing a potential reader 
will see. This essential marketing tool needs to speak loudly 
and clearly from a bookstore shelf or an online sales site, 
catching attention and conveying ideas in a direct and 
powerful way. The cover will become a kind of logo for your 
book, appearing at a tiny scale in book reviews and press 
announcements as well as full sized on the front of your 
actual novel. Good book covers help sell books and make 
them memorable. They entice readers to pick up the book and 
look inside.
 To create the cover for Sexy Librarian, designer Kristian 
Bjørnard developed half a dozen different design directions 
to share with the author. (Unless an author is a household 
name, a commercial publisher will rarely allow him or her to 
comment on cover designs.) A pictorial solution seemed 
appropriate for this novel, so in order to prototype a number 
of design concepts quickly, Kristian researched images on the 
internet and took a number of shots himself, keeping in mind 
that he would need to acquire rights to or produce high-
quality images later. Most of Kristian’s initial designs 
conveyed the book’s sexy, tongue-in-cheek attitude by playing 
with clichés about librarians or suggesting love in the stacks. 
 The author was most intrigued by a design featuring not 
a cute librarian but an old-fashioned card catalog card 
embellished with a lipstick kiss. “Fetishize the book, not the 
librarian,” she suggested. “Make the book into the sexy 
object.” In the next set of designs, Kristian dressed up a blank 
book in various articles of sexy lingerie, and he tried various 
ways to integrate the title with the photographs. The final 
cover is startlingly simple: a basic book is wearing fishnet 
stockings, with the text set big and bold over the photograph. 
The cover resulted from a successful dialog between author 
and designer—something that seldom takes place within 
mainstream publishing.

type and image  
The title of your book doesn’t have 
to be huge, but it does have to stand 
out. Integrating the title with a 
background picture can be tricky. 
If the picture has a lot of variation 
in color and contrast, then the 
letterforms will start to disappear 
against parts of the image. In this 
design, a thin white outline around 
the letters helps separate the text 
from the photograph. Next time 
you are at a bookstore, look at the 
different ways designers handle this 
problem. The easiest solution is to 
start with a photograph that has big 
areas of simple, nearly solid tone;  
the photograph used here was 
especially hard to work with. Photo 
by Paul Bradbury.
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progression 
Often, an initial idea will spark a new direction. One 
of the early cover proposals for Sexy Librarian featured 
an image of an old catalog card embellished with 
a lipstick kiss. After seeing this version, the author 
got new ideas about where the design could go. She 
encouraged designer Kristian Bjørnard to experiment 
with “sexy books” (instead of picturing the actual 
librarian). The cover progressed through various 
stages of costume before reaching its final state: a 
simple white book wrapped in a fishnet stocking.

the refuse pile  
Plenty of designs get scrapped along 
the way due to differing opinions and 
desires among authors, designers, 
and publishers. The author didn’t 
want to see a librarian on the cover.

and the winner is...  
The final cover design for Sexy 
Librarian, shown above, is powerful 
and direct, with no distracting 
elements. Getting to that point 
required multiple photo shoots 
and design studies. Design and 
photography by Kristian Bjørnard.
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Weist transcends the found object to become the found object.”

 -  mark newgarden, author of we all die alone

“ Neither man nor book can resist the eventual conquest of Julia Weist.”

 -  lumi tan, curator

“ Weist makes the circulation quicken.”
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sexy brand The web site for 
Sexy Librarian was built with open 
source custom blogging software 
(Textpattern). The site design allows 
the author to regularly post fresh 
information, events, and press 
clippings. If you have minimal tech 
skills, build a blog on an easy-to-use 
service such as Blogger, or make a 
MySpace or FaceBook page devoted 
to your book. Take visual elements 
from your book cover (photographs, 
typography, and colors), and use 
them to continually reinforce the 
image of your project.

sexy press release Develop a 
press release that tells a story about 
your book. Thousands of romances 
are published each year, but Sexy 
Librarian is more than a romance. It’s 
an experimental project that speaks 
to specific audiences such as artists, 
librarians, designers, and aspiring 
publishers.

marketing tips for 
authors and  
indie publishers

It’s not just about the 
book. Many successful authors get 
more out of the side-opportunities 
associated with their books than 
from actually selling copies. Use your 
book to get publicity, gigs, speaking 
engagements, consultant work, radio 
appearances, and so on.

Broaden your notion of 
success. Don’t use book sales as a 
measure of success; instead, gage how 
much attention or new opportunities 
the book has brought you.

Have a hook. Authors tend to 
promote the “book itself” to potential 
media venues, when really what they 
should be promoting is the “story” 
around the book. Every book needs a 
hook to get attention.

Focus on your market. 
Most books will appeal to certain 
niches (graphic designers, gay nurses, 
tattoo artists, born-again vegans, 
etc). There’s more to be gained from 
speaking to that community than 
reaching out too broadly and watering 
down your message.

Use the internet. Getting good 
placement in Barnes and Nobles and 
other standard retail chains is tough 
for everyone but the top 1% of authors. 
For the rest of us, the internet is a 
great way to build word of mouth—
and sales. Work the blogs!

Don’t lose steam. Authors tend 
to get fatigued after a month or two. 
Keep up the activity.

JULIA WEIST’S  FIR ST NOVEL IS  A ROM ANCE,  A SCULPTURE,  

AND AN E XPERIM ENT IN INDEPENDENT PUBLISHING

 
Julia Weist’s novel Sexy Librarian is a romance about a young, hyper-

sophisticated librarian who leaves New York City for a job at a small-town 

public library. Sexy Librarian began as an installation at Cooper Union School 

of Art in New York City. While studying the deaccession policies of public 

libraries (and working herself in a small-town library), Weist learned that 

romance novels have the shortest shelf life of any category of popular fiction. 

After reading dozens of discarded romances, Weist decided to write her own 

love story. Following industry guidelines, she wrote sample chapters and sent 

her proposal to half a dozen major romance publishers, all of whom rejected 

it. She exhibited the rejection letters as a work of art.

  Those letters inspired writer and curator Ellen Lupton, an advocate of D.I.Y. 

design and independent media, to publish Sexy Librarian. “Why are books rejected?” asks Lupton. “The modern 

publishing industry is a system of gateways that limit the entrance of newcomers. Today, that is changing as 

creative producers in every field are by-passing the gatekeepers and producing their own work.” Sexy Librarian 

is published using print-on-demand technology (POD), which allows a book to be digitally printed one-by-one 

upon the point of purchase, sidestepping the old laws of mass production. The book is sold online for $15 a copy, 

http://www.SexyLibrarianNovel.com.

 Published as a critical edition, Sexy Librarian includes an essay by renowned librarian Jennifer Tobias, 

a witty account of the librarian’s changing image as a figure of erotic repression and possibility. “Nineteenth-

century librarians were wrong to think that sexuality could be removed from the workplace,” writes Tobias, “but 

they were right to believe that it shouldn’t matter.” The book also includes Weist’s account of her broader artist 

ellen lupton / slush editions
for immediate release 
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– more –

Promotion and Marketing
Now that your book is published, it’s time to get it out there.  
A web site will be your most crucial tool. It helps you reach 
potential readers as well as journalists and bloggers who want 
easy access to excerpts, author photos, and cover art. The web 
site for Sexy Librarian includes a news blog feature for 
documenting special events and new art projects. Create a 
press release to send out with review copies and to distribute 
online, and come up with some fun promotional materials  
such as postcards, bookmarks, tshirts, and mugs to share at 
parties and events. 
 Your book is more than an end in itself: it’s about you or 
your organization. Even if a selfpublished book does not sell a 
huge number of copies, it can bring attention to your work as 
an artist, writer, or expert commentator. Forget advertising. 
It’s expensive and far less effective than press notices and 
wordofmouth. Do your research, and reach out to likely 
editors with a short, crisp email and a link to your web site. 
Send them a book if they express interest.
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