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Introduction

The examples, principles and exercises in this book
are directed toward both the pragmatic and instine-
tual zones of our creative mind—afrer all, neither art
nor creativity can be boiled down to pure forms of
either formula or fancy.

This book is targeted toward new and mud-level
designers. It is also meant to serve as a resource for
experienced designers who are looking for fresh
approaches to their professional and personal cre-

ative pursuits.

The information presented in Design Basics Index is
offered under the assumption that the reader—like
the majority of design professionals today—uses
(and is reasonably adept with) computers and

graphics-oriented software.

At the same time, the aesthetic axioms offered in
Design Basics Index are not limited ro layours and
images created using digital tools. The principles of
effective conceptual and visual presentation apply to
all layouts and images—regardless of the means

used ro create them,

There is very little written-in-stone “Design Dogma™
offered in this book. Principles of aesthetics, though
extremely important to understand, should rarely be

preached as commandments. In design, as in politics,
rule-followers rarely make history. (The commentary
on pages 38-39 provides some fuel-tor-thought about
when and how a designer might chose to bend or
break the “rules™ of design.)

The content of this book is presented using three
main vehicles:

PRINCIPLES of visual design. The bulk of Design
Basics Index is focused on the skillful handling of
the three major ingredients of effective design: com-
position, components and concept (see the next
spread for an expanded description of The Three C's
of Design.| At the end of this book you will also find
practical advice and information related to print and
web production realities.

COMMENTARIES about design in the real world.
Throughout this book are brief commentary essays
meant to provide useful, pracrical insight into the
practice and profession of design.

EXERCISES to help you flex vour own creative
muscles. A number of exercises are sprinkled
throughout the sections of this book. While Design
Basics Index has not been devised as a designer's
activity book, a reader will likely be able to expand
their creative repertoire through the hands-on and
observational exercises.




INTRODUCTION

Many people find it easier to remember and mentally
organize ideas if they are connected with simple
alphabet-oriented devices. For this reason, the content
of Design Basics Index has been orgamized according
to the The Three C's of Design:

COMPOSITION

The way in which the components of a design are visually
combined and arrangad. Compaosition takes into account
pracement, growpang, alignment, visual fow and the divisions
of space within a layoul

COMPONENTS

The visual elements used within a design, Photos, Hlustrations,
icons, typography, linework, decoration. borders and back-
grounds are all components.

CONCEPT

Apstract elements of theme, connolation, message and siyle
psa intangible ingredients of a design or image are critical to
its visual presentation and delivery of message.

Emploving the principles within these three areas
of design will provide a pracrical and versanle
framework for YOUF Creatve process, wherther vou
are brainstorming for ideas, constructing a layout or

finalizing a design for presentation.

10

Audience and pumpose

A design succeeds when compo-
sition, components and concopt
are each presant and working in
unison around a properly identl-
fied awdience and purpose.

11




COMPCSITION




PLACEMENT & DIVISIONS

COMPOSITION

u
|
|
|

acement
Jivisions

1

Every lavour begins as empty space.

When we add a visual element to that space, irs suc
cess or faillure as a carmer of the piece’s message
depends on three factors: the quality of the compo
nent, s relevance, and its n'_'.][iml-.l'.l]' o other ele

ments in the design.

Ihe placement of elements within a composition
determines the L.|1,l:|.|| relari |||~.h|p~. hetween those ele
ments and gives the viewer clues for determining their
relevance and significance within the layout

Effective placement and

divisions of space provide
the underlying grammar of
a potent visual vocabulary.

\El:\[ TiEW 111_"\|1.'_“L'I'| !ll.,u\ [1'.I.I| '~|l|l|il'\ on rIlIL creanon
of components: logos, tlustrations, photos, headlings,
Important topics, for sure, but without a proper under
standing of effective placement, even the most excellent
element of a design is handicapped or doomed

Imagine a beawtiful work of sculprure stored in a
crineded closet or under a ".,,‘;l aof rublash, The .]lu.h'
ity of the sculpture itself is wnaffected by its where
abots, i without prroper placement, its message will

be tarmted and possibly obscured by its surronndings,

The principles outfined in this chapter begin simply and expand
to encompass & varioty of related axloms that can be applied
to bring structure. focus and viswal power to all forms of
visual design.




PRINCIPLE OF UNEQUAL SFACING

The DOint of design 15 to encourage and

facilirare communication between the viewer and
the media being viewed. Effective design initiates
this connection by attracting and holding the arten-
tion of the viewer through aesthetically satsfying
and conceprually intriguing content.

We'll begin here—building a vocabulary of visual
language—with the Principle of Unequal Spacing.

The pOi nt on the apposite page has been

placed in a carefully chosen position. Notice that
each of the borizontal and vertical measwrements
from the point to the edges of the page are different
from the others.

Variety in spacing, just as in life, adds spice. Visual
variety allows the eye to play. Play encourages
exploration. Exploration draws the viewer in.




MULTIPLE POINT PLACEMENT

The Principle of
Unequal Spacing can
be applied to more
than ene point at a
time, In this exam-
ple, unequal meas-
urements have been
sought in the associ-
ation between the
points themselves
and each of the
bordering elements.

18

To make this discussion of points
relevant to your work on a layour
or image, apply the Principle of
Unegual Spacing to the points-of-
interest in your composition.

When evaluating a compaosition,
take note of how the obvious focal
points relate to each other and to
the edges of the piece.

Varied measurements around
points-of-interest tend ro heighren
the visual interest and energy of
the piece and convey a sense of cre-
ativity. Most often, this is an
appropriate goal for a layour or
image.




PLACEMENT & DIVISIONS |

When you design, do
not allow the spacing
between elements to
“just happen’
Develop an active
awareness of the spa-
tial relationships that
are occurring between
the components of a
layout or image.
Practiced consciously,
this awareness quickly
becomes second-
nature to a designer
or artist.




LINE PLACEMENT

Just as the visual impact of an element can be enhanced
by varving the measurements between it and ocher ele-
meents, so too can the effectiveness of a line’s placement
(or the division of space within a lavout) be enhanced
through unequal spacing.

Given the dynamic content of the business card
and poster designs featured below, an energetic presen-

tation has been sought by placing the dividing elements
in positions other than dead-center.

{Note the dashed “road divider™ line just below
this text: its placement s centered berween the text above
and images below. The designer of this page felr thar,
with so much visually active content already in place, a
static position was appropriate for this dividing line.)

e

The dashed line in this busi
ness card (added to enforce
the automotive concept as well
85 to group taxt and imags ele-
ments) has been placed in a
position that adds to the
dynamic theme of the card.
The dead-center placement in
the sample below feels static
and uncreative.

.

The same axiom applies to the
placement of wvertical lines
within a design. The off-center
placement, above, creates a
pleasing  division  between
image and text. When the vert-
cal line is positioned at the
horizontal center of the card
(below), It seems to promote
an uncomiortable tug-of-war
betwean the image and text

In these poster designs, the space within the composition has been
divided by using a block of color behind the text. Both of the samples
feature divisions of space that enhance the playful theme of the lay-
out. The dead-center divisions of space in the samples below feel
inert by comparison.

eHposisGion

BHposIIoN




THE HORIZON LINE

Often, a designer must decide bow to erop a photo in
order to best display 1s content. Here we take a look
at the position of the horizon line in three different
presentations of the same photo,

Rarely is dead-center an ideal position for the honzon.
A division of space such as this seems o lack imagi-
nation and the viewer 15 left feeling unsure whether to
give attention to earth or sky.

In this sample, the low horizon gives emphasis to the
skv. Determining which portion of an image should
dominate—once cropped—is as much a martter of
aesthetics as it is conceptual and practical consider-
ations, If this photo were to be used in an adverrise-
ment or brochure, the sky could be left as-is for dra-
matic interest, or lightened and used as a back-

ground for a headline or ext.

Ask: What is the purpose of this imaged What " feel-
ing” should its composition lend to the piece?
Would a particular cropping belp seith the place-
ment of other elements within its boundaries?

I'he roadway has dominance in this image. The hori-
zon could be pushed even higher if a more extreme
visual presentation were desired,

Be decisive when it comes 1o making aesthetic deci-
sions such as these; the placement of every element
and division of space within a design should be
conscipusly considered and complementary to the
theme of the piece.




MULTIFLE LINE PLACEMENTY

When N,

working

with mu Itlph\ b
lines in & design that .
calls for a dynamic
presentation, strive for

variety! Here, anioms of

variety apply not only to

spatial relationships but
to the odd angle as well.

& Business cards, even those laden with content,
should both visually interest the viewer and present
them with content that is well organized. This card
does neither.

» Linework is sometimes helpful for both organiza-
tional and aesthetic aid, as long as the resulting style
is appropriate ro the message being offered. Here,
the principles of unequal spacing have been applied
to add visual energy between the ditferent rypes of
informanional blocks, while consistent spacing has
been employed in the namefaddress area to keep this
section orderly and low-key.




 PLACEMENT & Il'liim:'

LINE AND FOINT PLACEMENT, EXAMPLE

w0

|
t_

HANGING DIRECTION

Varlety within the
image. Principles of
unequal spacing
have been applied
throughout the
Mustration to gen-
erate visual inter-
est, as well as to
enforce a concepl
of movement and

change,

Variety in large
divisions of space.
The width of the
white area is not
anly noticeably
different than

the Mustration’s
horizontal dimen-
sion, it also stands
apart from the divi-
slons within the

Varlety around
the text. Note the
varied and unique
measirements
surrounding this
text block. Care
and considaration
were given to the
placement of each
element in
the design.

Variety in and around the
headline/subbaad area. Both
the headiine and subhead

wre placed in a position that
Is unique In its relation to other
elements. Look also ai the
alignment of all of the text ele-
magnts in this layout. Nots the
wertical and horizontal associa-
tions betweon elements of the
Ilustration and the placement
of the text. | Alignment consld-
erations are discussed on
pages 78-95.)




EMENT & DIVISIO

PLac

DYNAMIC SPACING MAKEOVER

4 Nor bad

4 Much better

Prablems:

The height of this lettering matches the
space above It. The result: a static feel that
contradicts the piece’s message.

The car is positioned equally between the
suthor's name and the book's title and its
situation seems uncertain. Is it falling or

holding steady?

The title is also positioned statically. it
appears to be safely balanced between the
car above and the face below.

A wreck of a car, upside down and falling toward a
frightened face; an apocalyptic sky; dowmward-
pointing arrows between the title’s letters: each of
these viswal elements echo the title’s message and
enforce themes of tension and impendmg doom, The
spatial relationships between these elements must be
carefully considered as well; they will either bolster
or dimnish the theme's clarity and mmpact.

Raising the author's name slightly makes it
relate to the border and simultaneously
gives the car a more “free floating™ feel.

Lowering the title puts it in a more aesthet-
Ically interesting position, connects its
massage more directly to the human lace
below and Increases the percelved predica-
ment of the falling car by increasing the
apparent haight of its fall.




STATIC PLACEMENT

There are tmes when equal spacing between ele-
ments of a layout is desirable—such as when an
intentionally {and even blatantly) static feel is being
sought to enforce a non-dynamic message or look.

An element mighr also be placed dead-center o

Insist on notice.

{As in the top example, opposite.) Such an element
should be thematically and aestherically worthy of
its highlighted position.

32

Unegual spacing tends to create a
sense of visual moverment and ener-
v This is a often good thing, but
not ahvays: given a message of
“STOR" the equal spacing around
the stop sign i the upper image
seems to enforce this message best.

FYl: The eye tends to perceive elements as




The Golden Section is an aesthetically pleasing division
of space that s often used by artists as the basis for
measurements within their composinons, As illustrated
on the opposite page, this division can be obrained
using some math and a value known as Phi (pro-
nounced “phee”). The golden section is also related o
the numbers of the Fibonacci Series. This series is
formed by starting with 0 and 1 and then adding the

latest two numbers to get the next

8+1=1 in the string. (Confusing? See
- the viswal example below)
1 +i1:=12 As the pairs of sums in the
= serics grow larger, the
1 +E8=08 ratio between them
- = 618
selves wondering just 2 +@*Q (LR

how te partition spaces

wiihn » layeiet, logn, hushation 3 +.=.

or when cropping a photo. The

Gokden Section 1. & geod place fo st 2 +."".

:Mgmiqﬂﬂhﬁ-u;:ﬁn 8 "’.’.—-
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A measuremant. divided
by Phi, produces the
larger of its two Golden
Sections—an pestheti-
cally pleasing relation.
ship that has long been
favored by artists, archi-
tects and the forces

of nature itself, Le.,
the spiral within a
nautitus shell.

The vertical bar at left
is divided acconding to
this formula, as is this
baek's vertical naviga-

tion bar teatured at the
far laft of this spread

{and mast others).

The Golden section
has developed a cult-
like following over the

years. A web-search will
yield a great deal of
additional information!




DIMENSION AND FOLD CONSIDERATIONS

Don't forgel the foundation. A primary con-
sideration when it comes to the placement of
elements within a design (and one that Is
often overiooked) are the dimensions of the
design itsalf.

Whether you are working on an ad, poster,
brechure, stationery item or any other form of
printed or electronic media, be sure to consid-
or a variety of proportions and sizes for the
final product. There are also a number of ways
in which pleces such as brochures and book-
lets can be cut, folded, stapled and bound.
Brainsterm for Ideas!

Consider the plece's audience. What format
might best attract their attention?

Also, consider the piece's competition. Is there
an ad dimension that will stand oul best
among the current crop of ads in a given pub-
lication? Is there a propartion or construction
that could be applisd to a brochure or maller
that will give it an edge when it comes to
standing owt among the masses? What has
been done before by other designen who are
addressing the same audlence? Will pour
pivce stand apart from their work?

Tath to & print of Imaging representative
about paper, Ink and special-efiect

options. Givea the budget you are work-
ing with, what ptions are reailstic?

Callect inspirational samples and keep them
on file for hiture reference. Pay attention to
current trends i print and imaging technole-
ghes; change Is constant!

36
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commentary:

rules
ALy
or 4o
they?

Artists, on the whole, are
a rebellious bunch. We
strive to separate our-
selves from the status
quo—to think outside the
box.

Right?

Okay, so if we want to
think outside the box,
maybe we should start
by learning what the
parameters of the box
are. Otherwise, how can
we be sure that we're
thinking outside it?

It seems worthwhile, as
artists and designers, to
learn as much as we
can about the rules of
design—their Intentions,
where they came from,
and what effects result
when they are followed,

That way, we can also get
a feeling for what to
expect when we break
those rules.

For Instance, we're taught
that too many typefaces
on a page can lead to visu-
al chaos (true enough).
But. what i we want to
create a piece that is visu
ally chaotic, say, a poster
for an experimental music
Eroup? In a case like
this, mixing typefaces
suddenly seems like a
viable solution...

So then, are there rules of
good design? Yes. Does

the rules? No.

In conclusion: if you know

the rules, you'll know when
it's okay to smash them.

39



GROUPING

Layouts that are unclear, confusing or overw |'|4;||:1.|1!_r
are rarely investigated unless the viewer knows ahead
of time that the content 15 of personal importance.

It’s wp to the designer to present visual messages i a
guickly and easily understood format, Grouping and
Visual Hierarchy (pages 40-49 and 64-65) are ke

components in buddmg thns kind of aesthetic clarty.

Visual grouping aids
discovery by helping the
viewer make useful connec-
tions between elements.

When a person first encounters a group of objects,
whether a flock of birds or a block of rext, they tend
to see the group as a smgulanty, Designers can use this
visual tendency to their advantage. For instance, a
designer can avoid overwhelming a viewer by taking,
say, ten elements of a complex ad (headline, subhead,
texr. several images, caprions, !Lr]:t--._ erc.) and Eroup
ing them in such a way that, ar first glance, the viewer
sees three distinct areas of mterest (instead of ten indi

viclual items).

Visual grouping is usually a ssmple matter of bringing
certain elements closer together, and providing an
obvious space or dividing element between them and

other I.:I'HLI]‘\ OF COmMponents

In this chapter we take a look at visual and thematic associa
tions that are either enforced or negated through progimity to
other elements. Look closely: many of the distinctions Hlastrat.
&d are subtle but significant

41




BIMPLE ASSOCIATIONS

1. Nine dots, casu- 2. Nine dots, clearly 3. Here, three dots,
ally arranged with associated, but what  grouped and separat-
no abwvlous assocla- If wer want to show od from the others.

tiom between them, that three of the It's aimost as though
dots do mot belong thare’s a story form-
with the othars? Ing in this sample...

If associations and messages can be established,
r}r.‘ph:’\f or demied SFJ?J'IEJI\' !r_\' mOviRg mine wihite dots
around a a black square, imagine the power that a
ul‘:':tgl’!ﬂ' l'.’J:, af f:.‘{'llf :l'upri;ml Brven pmgges, exi,
blacks of color and more!

B

L ]
Balance, separa- Disorder, chaos, Creatirity, intor-
tion, direction and lack of cohasion. mality, asymmetrical
subtle variation, arganization

Above, statements made with a vocabulary whose
nouns are shapes and whose verbs are grouping and
placement (placement 15 discussed m the previous
chapter). Think of beadlines, text blocks, areas of
color, images and logos m terms of their overall shapes
whose message can be strengthened through a vocab-
wlary of viswal associations.

Effective grouping streamlines the
viewer's search for meaning and infor-
mation. The designer helps the viewer
by deciding which (and how) elements
should visually relate to each other.

OH10
OHIO 'RIKE

'l‘li“\I COMPANY
. i : _

COMPANY

The information in the business card ar left is
packed into a single mass (potentially frustrating a
viewer's search for a specific phone or fax number,
erc.). Also, the name at the top seems ro relate more
to the card’s edge than to irs content—creating a
somewhat scattered look to the whole.

The design at right addresses these issues by
grouping related elements. Here, all text elements
have been brought together while subtle increases in
the spacing between different blocks of informarion
(name vs. address, erc.) create easily distinguished
subgroups.

43




VISUAL AND THEMATIC ASSOCIATIONS

The ehements in this ad, though
placed In close proximity to one
anather, are not grouped In a way
that aids the viewsr's nawigation
of understanding of the content,
The eye is drmwn here and there by
elements that call for attention
from different, disconnected areas
of the layout The composition at
right solves these protdems.

There is a thematic problem with
the group at the center of this lay-
out. The 50-year emblam is assock-
ated with the Think Red headline.
This does not make sense—after
all, the line of tikes has been
around for 50 years, not the head-
ling. A sharp-gyed viewer might
] of cont
or irritation at the flogical assoc-
ation of elements and the ad's
credibility could sffer accordingy.

The issue here is sublle but
important, Look closely at the
placement of the headline rela-
tive to the image above and the
text below. Hare, the headline is
close to, and therely forms an
association with, the ilustration.

44

Think Red.

R T
e e e e W .
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o o e g v

Rearmanging the elements into
groups of related components
results in a layout that s easy on
the eyes (and brain| of the viewer.
The headiine and text now relate
clearty to each other, as do the
logo and emblem. Note alse how
the trike Image has been
enlarged significantly to establish
its clear dominance ower the
other clements (sees the chapter
on Emphasis, pages 62-77).

Here, the emblem is properly
associated with the trike. The les-
son here: take a close look at
both the visual and thematic
assoclations between elements
in a layout. Is everything as it
should be?

In this wersion, the headline
refates to the text below it. This
solution eliminates the visual
break that occurs when the
headline s nearer to the image
than the text (as in the previous
version ). Neither solution is def.
Inftely right or wrong: it's up to
the designer in cases like this to
decide which grouping better
sults the ad's appoarance, mes-
sage and flow

45




GROUPING MAKEOVER

.~

.L_-'
'.‘m

= -
7 ) 6 A

'

Compare the structure of the content-heavy web pages abowe and
below. The companents of each are the same, but the visual impact
varies significantly between them. The page at top appears scattered,
and will likely trustrate a viewer who is looking for & particular link
or plece of information since there is no clear organization to the
contant. The leyoul below features elemants that have besn grouped
according to function. These groups have been separated from other
groups and companents by blank space and dividing slements. The
result: a visually agreeable and user-friendly web page.

Attention spans are short in
cyberspace. First impressions,

especially when
it comes to the
web, are critically
important.

[ If a surfer of the web loads a
page that appears before
them as a disorderly and
daunting wall of content,
they are likely to perceive
the site as being of suspect
integrity and its product of
dubions quality. Either that,
or they will simply leave the
site asap.

Ineffective grouping of content is
a prevalent ailment among visual-
ly challenged sites on the world
wide web. Tackling issues of
grouping is often a very practical
place to start when considering
where and how to begin a web
page makeover.




DISCONNECT

When themes such as

disconnect or discord

are being addressed, a distince lack of grouping
might be helptul in enforcing the message.

EXCLUSION
AWARENESS

Disconnect is relative. The
trike al the upper left of this
brochure cover has been sepa-
rated from the group of trikes
below (thus conveying the
message of the plece).
Howewer, there is a problem:
the subbead has also been
cast away from the other ele-
ments {lop right of the layout),
thus cancelling out the unigee
situation of the lone trike.

Here, the subhesd has been
grouped with the headiine,
bath of which hawe been
brought Into closer associa-
tien with the lower gaggie of
trikes, The lone trike at the top
now appears far more isolat-
ed—a much stronger portrayal
of the theme.

Ower time, an ohservant designer will develop
a good sense for determiming which elements
belong together, and to what effect. Look for
these relationsbips in your work, as well as in
the work of others. Note both swccessful

exaniples of waty through grouping and mten-
tional disconnect through separation, -

48

Intentional chaos. Clearly, a tidy presentation (s not the best solution for
wvury praject. SHM, i you book closaly at this sample you will find evidence
of method even in its madness. Note how the trike's form is used to
enclose other elements and direct the eye from one srea of the layout to
the next—its handlebars and front wheel frame the featured type; its
curved center beam guides the eye to the ticket price below; and its rear
platform directs attention to the photo {which is tiited in such a way that
it retums the visual flow upward). See pages 184-185 for o discussion of
the backdrop's role in holding things tagether as well

49




HARMONY

Harmony means agreement.

Visual harmony means agreement berween elements,
both aesthenically and thematically.

This kind of harmony can be achieved through the

intentional repetition of elements (clone-like, or
with some degree of variation) and through echoes

of theme, color and stvle

Visual harmony is often used to enhance themes like

beauty, tranguility, and accord.

Unlike musica
not always “pretry.” Visual harmony, as mentioned
ahove, simply means agreement. If the underlying

harmony, however, visual harmony is

theme of a piece is stnfe or abuse, these concepts,
too, could be enforced by elements that are in visu-
al and thematic agreement with one another.

Within all disciplines of wviswal art you can find
examples of the unifving effects of visual barmo
Keep your eyes apen to these aesthetic and thematic
echoes when J'.'u-J;.'u.'._; at Jl'J.ln' a'\.,'ulr'nl.'_\ af .l'-ll.'Hrt'

ture, painting, sculpture and cinema.

In this chapter, a postcard for an Imaginary retall event Is used
as the basks for exploring three versatile and powerful means
of achleving visual harmony: harmony through repetition; visu-
al echa; and thematic reference.




REFPETITION

It h'.lrl'l][]ﬂ.\ is aAgrecment, then FEPEtition 15 a partic-
ularly amplified form of harmony; afrer all, whar
could be a greater expression of visual agreement
than two or more identical elements?

Repetition not only helps establish wsual barmony, it
is a great attracter of attention. What is it about repe-
tition that catches the eye?

Maybe it’s that

reDEtltIOrl rarely oocurs on its own and the

appearance of repetitive elements suggests that some-
thing fanciful might be at play behind the scenes.
(After all, we've always been told that no two
snowflakes or fingerprints are ever really alike...)

Or perbaps it's that
repetltlﬂn allows the viewer to take a men-
tal breather: once the brain realizes thar it has iden

tified a single clement of a pattern, it can compre-
hend the whole.

Ine any case, it seems clear that

I'Epetitiﬁn can be used in our designs to

gain notice and prompt the viewer to investigare!

Every now and again, look for ways of incor-
porating aspects of repetitive harmony in your

works of art and design. ;

Visual harmony, four examples:

WA
sixday
spring
'sale!

MARACH

ANYDAYGIFTS

6 DAY
SPRING

SALE!
March 20-25

ANTDAYGIFTS
Repeatition as focal-image. Here,  Repetition as backdrop. The
the same flower is repeated (six  background of this design fea- f
times, in keeping with the card’s  tures a fioral element that is

ANYDAYGIFTS

Repetition as decoratie whimsy.
A miniature version of the
piece’s main image s casually
distributed throughout. When
time is short, such a solution
might prove both practical

and effective.

visually and thematically con-
nected to the headline.

Repetition as border, Here, a
series of colorized floral images
Is repeated just inside the pest-
card's edge. Given the simplicity
of its exscution, the effect is
surprisingly hush.
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VisuaL FI.TIIII

Visual echo establishes
an eye-pleasing sense
of unity between
elements of a layout.

Visual echo is achieved through clear correlations
berween the colors, styles, content and tvpographic
elements of a design.

aInS ﬁ“?"ds ﬁé(] JqS

Echo through celor. It's no accident that the calors in this postcard work
wall together. The palette of hues (sbove, right] was borrowsd directly
from detalls within the featured floral image. These colors were then
applbed ta and behind the typegraphic and logo elements,

Before choosing a palette from an image, be certain that the image
itself is well-sulted for the project [if its colors are off-target to begin
with, then it will not have an appropriate color scheme o offer]. Alsa,
when selecting hues, keep in mind thal the colors chosen will need to
work well among themsalves (various color strategles are discussed on
pages 206-227).
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AT DAT LTS

SgRING

Echo through style. Here, the com-
pany's logo provides both styistic
and color cues for the featured
Wustration, i a cllent Is happy
with thelr logo, why not explore a
solution that complements it?

Echo through content. A visual and
thematic “bridgs” Is formad when
elements of the Noral background
are echoed inside the large capl-
tal letter at the beginning of the
text (see pages 112113 for more
on Visual Bridging). This associa-
thon helps to establish a connec-
tion between the headiine of the
pastcard and the otherwise dis-
connected content area bolow.

Echo through typography. In this
sample, the echo Is subtie but
meaningtul: all typographic ele-
mants, including the headiine,
date, and “fleurons” {featured in
the background and within the
orange band), are from the same
typographic family as the logotype
(HTF Requiem),
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THEMATIC REFERENCE

Effective harmony can be further ensured by estab-
lishing connections between themes thar are present
in a design or design campaign.

Here, the theme is simply SOC A SDf-day event prometed through &
Six-letter headiine that ls surrounded by SIX llustrations (and each
Mustration featuring a correlation to the number 51X). This thematic
harmony s bolstered by other connections within the layout such as
the similar styles between its featured typeface and Mustrations, as
well as an agreeable palette of basic hues {paleties such as this are
covered on pages 214-217).
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be achieved under the tightest of
budgets (this project is Intended
for production wsing a copy-
maching], In this layout, ORGAN-
IC and growth aspects of the
springtime theme are echoed
through the natural-looking yel-
low paper and an informal, play-
tully rendered typetace.

veyed by consistently adhering
to & casual, SKETCNBOOK
theme: the image, typography and
border il appear hand-drawn
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commentapy:
ierarchny

Unless there is a com-
pelling conceptual reason
to avoid distinctions
of rank between p

Sometimes this eye-catch-
ing element is the largest;
sometimes it's small but

nents of a layout, strive to
establish a clear order-of-
importance between their
relative visual strength.

Visual hierarchy is the
pecking order given to
components of a layout or
work of art.

The attention of a view-
er's eye s caught by the
element at the peak of this
pechking order,

&l

well placed; sometimes it
stands out through its col
oring; and sometimes the
element that is most con
ceptually intriguing gains
notice first.

Ideally, once the eye has
been drawn into a plece, it
then finds and follows a
visual pathway made up of
other, supporting elements
of the visual hierarchy.

The eye of most beholders
finds beauty a clearly es-
tablished visual pathway.

Many people sense frustra-
tion when their eye feels
pulied in different direc-
tions by elements that
compete for attention.

Therefore, it's up to the
designer to provide the
viewer with a clear denom-
Ination of elements within
a piece.

A lack of clear visual rank-
ing between elements Is
perhaps the single most
common failing of design.
When this happens, the
piece either fails to attract

interest, or loses the
interest of a viewer after it
has been gained.

When it comes to estab
lishing hierarchy within a
plece, do not be timid.
Use the computer or
sketch pad to explore
numerous variations with
the sizing and placement
of elements.

Expariment—go too far.
(it's always easier to find
ways of tuming down the
visual volume than it is to
keep trying to crank it up).
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EMPHASIS

¢ in a campfmre—uwhen the
embers are cted mto a pie, their concentrated
beat can ignite a log m seconds, Spread thin, thew

Emphasis s a l

energy can barely warm a pair of cold hands,
Often enough, a client will ask the designer to make

each and every element in their brochure or ad “stand

out.” Trying to obey a directive of this sort 15 bound
to result m a piece that, ar best, will be lukewarm in

its appeal
If evervone shouts, how will any ome voice be beard?

The designer must decide which elements of a lavout
are to dominate and must strive to create a visual hier
archy that will first attract the viewer's arrention, and
wem through the design. (Hierarchy,

then help guide t
to paraphrase the dicionary, is @ system of graded

.’|Jh'i'_\_.

Crearing visual hierarchy demands thar rhe designer

bolster the visual dominance of certain sigmificant items,

and restrain the impact of other supporung elements

Emphasis can be implemented in degrees. A prece that
needs o \I\':Ll”}' SHOUT requires a bold \l‘,:‘!lh.ll'lllll
of contrast, color and/or content, A design thar 15

meant to soothe or quietly inform will require a more
sensitive treatment by the designer; likely through
elements and colors thar are mot in stark contrast with

one another.

A varety al methods ol establishing visual emphasis are llus-
trated in this chapter. The samples shown are just the tips of very
large lcebergs (conceptually speaking, of course) view the
strategles and axloms presented here as the basis lor tlechnbques
that can be applied with endiess variations of degree and effect.




WISUAL MIERARCHY

0 must be DECIS

A clear order of visual dominance berween ele
ments not only helps attract attention to a
piece, it serves (o guide the viewer’s eye
through its content. Elements can dominare
through relative size, comparisons of color or
an intriguing presentation. As a designer it’s up
o vou o ACE as referee [31‘['\.\!:':'[1 ._..-.-r1|wr|n_u ele
ments and decide which ones will dominate
and how. Avoid a funthearted approach when

I";.L’..ll'lH '||1r“-t Gecisions. Hl.' nll.'LIHI'\l.'.

No. &

%

The design of this
paster ghees no clear
amphasis to any one
element. There &

a visual tug-of-war
between the illustra-
tion, tithe and sub-
text that leaves the
viawer unsure of
where to enter the

asPins KNeedleg

phece, and whore 1o DECEMBER Z2-17
AT THE
i e STAGEWORKS THEATRE
% ADMISRION ~ BFM *
i

DECEMBER X-17
L]
STAGIWORKS THEATAE

# A s .
255 Bom

] R AT THE STAGEWORKS THEATRE ﬁh

IVE.

4 Yes.
Here, the domi-
nant illustration
Eives the viewer a
clear and meaning-
ful point-of-entry
to the postar.

4 Yes again,
In this sample,
the title of the
play is given the
leading role. Amy
element of a
design that is
bath visually
sound and rele-
vant to the overall
theme can be
considersd for
a loading robe.




RELATIVITY
Impact is relative. The bowling pin icens in
each ef these layouts are the same size. The
pin in the layout below dominates through
positien and comparative sizing. At left, the
same pin feels dwarfed by bold typographic

KINGI elements and its function is more or less
ormamental. Either solution could be consid-
erad “cofrect” Its up to the designer to
decide which will be more effective in reach-
ing the target audience.

XN G EIINT

BOWLING TOURNADMIENT
2:00 M, AFPRIL 8TH

bh
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COMPOSITION

BECISIVE PRESENTATION

Sometimes. a
small presentation
in a large space
attracts ample
attention.

Other times, being huge within
a small space works best.

EXERCISE:
Mini compostions

Needed: large sheels
ol dewing paper, soft
lsaded pencil, srases

On & shest of paper,
\posely pandil-in &
dopen of 50 mcEngLiar
borders in a vanety of
proportions. Now fill
Thess ameas with mim

Ses and Shadings
used. Expione diffars
within each ayout

a5 well

Don't warry too much
about neatness duning
fhiz emamise; Hirve on
the lopseness and natu
ral imperfactions that
ocrur working lrseharcd-
penil to papes Thi 2nal
hare is SEmpdy 1o axpiore
possibifities Fll & shast
wilh compositions and
then il another (and
another), Push yousall
10 find densgn soluions

than the o
bedore

This type of cosmpos:
tioal sketching and
dooding buiids pesthet
e Aty e kind that
will Coame in handy when
Wi Bee working, on pro-
lessaonal and persanal
[ropeCEs of afl sorts
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PINPOINT

INSULTANTS

4 The focal paint of
this logo Is further
emphasized by
giving its graphic
elements a virtual
lift with a drop-

PINSIRIPLE

B Bk B bk e B

imensional elements, or
rather, elements that
appear to have dimension,

attract attention  because they
echo reality in a way that visually
flar images do not.

A playful
interaction

between the eye and the page
ociurs when perspective, volume
and ather forms of illusion are
portrayed on a two-dimensional
surface.

Did you notice the psendo 3-D
surface of this page? How does its
appearance compare to the flat
appearance of the next page?

Used ar the right time and in the
right way, dimensional effects can
lend an increased degree of inter-
est to a design,

Overdone, or used when they are
not conceptually relevant, dimen-
sional effects can appear gim-
micky or cheesy.

Consider:

> drop-shadows

= virtwal embossing

> fayerﬂ:f elements

> psendo 3-D effects (embossing,
beveled edges, volume, ete.)

> dimensional optical illusions




COLOR AND VALUE ACCENT

COI r is an extremely effecrive tool when

it comes to making one element stand out above
others, But, just as with other forms of emphasis,
its effect depends on how it is used in relation to

ifs sur |'l|l|'|'i|III_L[‘-_

VL::! ! e the relative light-to-dark measure of a

specific hue) can also be used to bring notice to one

element above others.

H:'.J.“r [{7] :I-:- aecthon on color Irlr'.a;mu.'ug o
page 206 for more defimitions of color
terms—as well as strategies and technigues

for the effective use of color,

Below, case in paint.

Warm colors tend to
stand out well
against cooler, com-
plementary hues.
|See page 217 for
more about comple-
mentary colors. )

BUILDING A
BETTER LOOKING
SAFETY PIN

Looks sharp, is sharp.




SOFTENING CONTRAST

ht are some tunda

EMPHASIS

techniques thart

be appled broadly

| SO0rs o media (o

ntrast berween

IA)

&)

(€.}

The original, high comtrast
image

The walue or color of an eie-
ment can be tomed down o
reduce its contrast with the
background. This is & good &
good technigue to apply to
large headlines for mstance.
when thelr visual impact
needs o be lessened

On the other hand, you might
want to conskder adjusting the
waise o color of the back-
Zround to reduce contrast

| The warm hue in the back

gound of this sampie keeps
the energy of the compasition
high, while simultansously
heeping the overall contrast
betwnen slements in chech, if
YOu SQuEnt ot This Samphe. vou 1
see that the contrast in e
Detween the red backzmund
AN BlAC TyDe & MESMEL

An axpanded border sround
an element can be used to
soften the transition tetween
element and Dackground by
providing an  intermediary
“visual stop.”
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Think of alignment within a composition as its
structural framework.

A bouse can contain rooms of widely varied decor,
from classic to modern, functional to frivolous. But
bebmd the paimted and treated walls of each s a
shared frame of wood, metal and plaster.

Works of design, too, can vary greatly in their final
effect while adhering to a common conceptual frame
work of alignment and structure.

Alignment berween elements can be used to create a
sense of agreement, soundness and unity within a
piece, regardless of the tone of its overall message.

Sometimes the d;';ip,m-[ follows a structural System
that is plainly obvious and strictly followed. Other
rimes, a designer will rake advantage of any opportu
nity to break convention—as long as, in doing so, the
piece’s message will be amplitied

As discussed on pages 38-39, it is a good idea 1w know
certain “rules™ of design before breaking them. This is
especially true in regard to the rules of alignment: make
an effort to understand the effects of abiding bv—and
breaking—the axioms of alignment.

This chapter Is heavy on visuals, light on verblage. Explore the
samples and their captions thoroughly with beth your eyes and
mind. In addition to the exercises suggested, make an effort to
open your syes to the ways that effective designers do and
don't align compenents within their layouts
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how the edges of
the varlous elements
provide alignment
cues for the place-
mant of others.

A sublie strength.
The legs of the chair
at the page's bottom
provide a cue for the
logn's width at top.
Look for apportunis-
Bt relationships such
as this If help is
needed i comeying
a sense of structure.

logo and bpping
chair feel securely
anchored in this
layout because of
strong and clear hor-
izontal and wertical

The crux of angles.
in the chair's image
provide a strong

ideal pasition for
the logn's baseline.

This works, too.
Sometimes effective
alignment is not a
matter of aligning

cally, but rather fol-
lowing an edge of
a contour.
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ALIGNMENT DON'TS

The content of this book strives to make few '
hard-and-fast assertions about the “rules™ of
design. This spread is an exception: here are
five bona-fide “don’ts” of alignment.

Stair-stepping type. No. Never,

2. (@

Stair-stepping Images. Rarely a
good idea, and never when paired
with other elements of varied
alignment (as shown).

3.
In this sample, flush-left typogra-
phy Is palred with an image con-

taining obously centered content. | Handcrafted

Contemporary
Be mware of details within ele- | = oo 0

ments (photos, llustmations, logos,
oic.) that might have an effect on

4.
Trapped space, Here, an area of
confined space edsts between
the logo, headline and Image. In
general, both humans and their
eyes are uneasy when it comes to
confinement. In this sample the
trapped space is particularly irk-
some since it occurs at the center
of the page. See pages 114-115
for a larger discussion of trapped
space and its effects.

5,
Elements with sharp contours that
barely touch the edges of other ele-
ments (or the edges of the layout
itseif) generate tension. This is appro-
priate ondy when teresion Is desired.
Invtricate, “busy” images attract
natice. When such visuals are piaced | |
i the comer of 3 layout they tend to
distract the viewer and pull their
attention away from equally or more
impartant conternt sreas.
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ALIGNMENT

STRICT ALIGNMENT,

WITH EXCEPTIONS

-.-;
S AT

Handaaﬂed

TURNERLHOLMES

In this prometional
fiyer, most elements
ara tightly held
between the left
and right margins.
The ragged edges of
the centered text
provide a degree of
relief to the strict
alignment else-
where while adher-
Ing to the averall
centened alignment
of the layout.

Alignment, strictly followed, can feel overbearing at times.

84

Here, the chair
image provides
cues for the left
and right margins
of mast of the ele-
ments below. Only
the second line of
the header breaks
free. This farmat-
bending element
adds a touch of
flair to & solid, well-
composed layout.

" TURNERZHOLMES

Highly formatied
and Ao-nonsenss n
its presentation,
this fiyer gives a
slight nod to the
craative by inter-
rupting the flow of
the justified text
with bwa brightly
colored images.

Consider relaxing the rules here and there for good effect.

HANDCRAFTED
CONTEMPORARY
FURNITURE

Strict alignment need
0ol appear stodgy.
Wearly every element
in this compasition is
tightly anchared to a
horizontal or vertical
drtail of another ele-
ment. A creative
application of the
rules of alignment
can lead to a dynamic
conveyance of wrlety
nnd verve,

85




LOOSENED ALIGNMENT

Still too rigid?

I . Compare the lay-
IS
b previous two pages.
Handcrafted e

o { ] norary Famtur between slements
have been turther
relaxed to lend a
more informal look
| 9 iy ey b sy g e while maintaining

s nnah e g o g

e e s e aru e structural integrity.

o cu g S v o sk by phiean

wille gt p b r
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ALIGNMENT REALITIES

Alignment, in reality, often requires a
judgement call on the part of the designer.

TURNERZHOLMES

Handcrafted Contemporary Furniture

84

To most eyes, the circle at right looks
slightly smaller than its sguare neighbar,
even though they are both exactly the same

helght and width. This is because the eye tends to underestimate the
true position of a curve’s culer edge. Designers need to take this
tendency Iato account when i comes to alignments between straight,
curved and freeform elements. Typographically, curved lines are
almest always drawn
to extend beyond the
guldelines fellowed
by their stralght
counterparts in order
to achieve visual
alignment.

- » W ﬁw' :

The same axlom Is usually applied to the visual alignment between
the curved and stralght lines of images. When il cames to randomly
rendered lines (far right), the designer must act as visual referee to
find appropriate alignments between these and ather elements.

Note that the lago's

be aligned to either |

of two places of the | [ |
letter T above It In . |
this cosa, the vertical |

bar of the T was che- \ H a r

son since It seemed
to provide a stronger =
wisual anchas i
89
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GRID SYSTEMS

W .‘u.- isa grui systems

You've been looking
at one for the past
ninety-one pages.

‘A drstgn gﬂd‘ is a hidden sxsm'n of guldclmcs. bor-
‘ders and columns into which elements are placed’
‘and to which they are aligned. It's a simple and sur-
‘prisingly flexible system for providing a framework:
ifor the marerial being presn:med within a brochure,
‘hooklet, ad (singly or as part of a campaign) or
fl:hruughuul a web site. i
Thcgndus:dmt]ﬂshwklslugiﬂyﬁenbleand;
‘provides: allowances for a yanety of column struc-:
! tures—convenient because of the wide variety of mare-
‘rial being presented, It's upmﬁmdmglwmdmde
‘how many variations are to be allowed within a grid;
‘and iffwhen the grids guidelines can be overruled.)
| Below are sume notes on the structure and finction of
the grid system used throughout miost of this book.

I 0 o— 1

‘The yellow lines The dashed blue lines are the guide-
‘displayed on this fines of 3 two-column farmat (C).
fnli are the Regardiess of the number or
' guides for a three. armangement of calumns on a page,
‘column format. both teat and images are allowed to.
‘Sometimes, this inhabit any column (sametimes a
format is followed designer will create and use a grid
|closely (opposite with certain content restrictions in
‘page, A}, and effect]. Note aiso that regardless of
sometimes two of the column format being used, a
the three columns spread’s content generally stays
‘are joined, creat- within the confines of the overall
ing & non-symmet- ﬂldll (shown here in orange).
(rical  two-column This helps establish a degree of

émll}.

unity between the varied spreads.

= 5 :
The orange lines detall & one-column format as well as the outer

 margins of each spread. There are times whon this format is tightly
u—mmmwmum-ﬂﬂum

23




GRID SAMPLES

There are designers
who specialize in the
knowledge and use of
the grid. Grid design
and use is a far-reach-
ing topic and there are
a number of books and
web sites that discuss it
in depth.

Here, we take a look
at just a few samples
of gn;fs—.\'.,hnpfrs that
provide an overview of
somie of the fundamen-
tals of buildmg and
using these structural
aids within layouts.

94

- J

LA 1 |

A four column-format with
a one column “header” for
images or highlighted text.

M1l T

L 8 L & 1)

A three-column format with
columns of unequal size,

AN
LEL Rl et
Fubniiwii

.




C

Inspiration, perspiration,
evaluation.

Inspiration and perspira-
tion are essential to the
creative process. As artists
and designers, we must
also understand that the
products of thelr fusion
will rarely amount to aecs-
thetic or conceptual great-
ness if we do not cultivate
and employ welldeveloped
shkiils of evaluation.

cvalu

Y

CMME

Effective evaluation springs
from an ever-evolving way of
looking at our creations
from the vantage points of
our knowledge of artistic
principles; awareness of
past and present work (by
ourselves and others); and,
if applicable, our under-
standing of trends in art.

Evaluation is both concrete
and instinctual. Judgments
about art and communica
tion are unique to every
artist. Those who evaluate
effectively seem to be the
ones who are the most

observant and receptive
to what is going on around
them in the world of
art. They pay attention to
what has been done in the
past; what works and
what doesn’t.

Evaluate both as you work
and when you reach poten-
tial finishing points.

Sometimes evaluation
needs to be tumed OFF.
During sessions of brain
storming, experimentation
and playtime it's usually
best to keep our judgmen-
tal nature In check.

ntary:

Even an artist of modest
ability can consistently
create work of impact and
effect if they have cultivat-
ed a precise and honest
sense of evaluation. An
Iinaccurate set of evalua-
tion skills undermine the
creative efforts of even
the most (otherwise) capa-
bie designer.

See the “C.A.P.” guidelines
for evaluating the Compo-
sition, Components and
Concepts of your work on
pages 118121 272275
and 336-339 respectively.

ation
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FLOW
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Flow; a layout either
has it or it doesn't.

You know this about preces of music even if you
can't quite wrap your bead (or ears) around the rea-
sons that certain tunes bave it and others don't

And just as a musical composition can carry the lis
tener’s arention fluidly along s course, effective
visual COMPOSITIONS CATTY the viewer's eve effortless
ly through an image or layvout,

This is visual flow. Learning to see and create flow
\\'|r|1|" a PCCE 15 a4 journcy WIF|1|’>LI'} l'”l.':

There are obvious directional elements (arrows, a
HJ_'Lll]L'IH_'(_' ol -|"|'||,|,_L:<_'\_ l.‘,rlm!._'_ use or ]'Iu.'rk|1:_'\!|'|'|_', erc. )
that can be mcorporated to persuade the eve to
move along a certain path.

Other means of influencing and accommodating the
eve’s exploration of an image or design are more
subtle: the rapering of a line; a distribution of ele-
ments-of-interest that beckon investigation; a curve
that seems to carch the eve before it leaves a piece
and gently guide it back toward other elements,

Flow can also be mterrupied 1o call attennion to a shifi
in content or a message that deserves special norice

Use samples and ideas in this chapter to begin building and
awareness and vocabulary of visual flow. When working on a
placa, step back from It occaslonally, set it aside for a while
and then look at it from across the room. Wherne dees your eye
want to go? Are you satisfied with the flow or do changes need
to be made?
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DIRECGTING THE EYE

Certain elements within a layout tend to direct the
eve’s attention. Natwrally, it's preferable in maost cases
1o keep the viewer's interest inside a layout rather than
sending it off the edge. Consider these examples:

R G T —
'

A problem with the . =
wisual fiow of this bsi- & 5
ness card (A) needs to
be fled: there Is dis-
agreemant between the
visual flow of the
bettwardd-muving wave
and the Mush-right tet
that pulis the eye in the
appesite direction. This
dilemma is sobved in
the second Lyout (B),
bt there's still & prob- . .
lem: each slement el cim o 1 i — R
seems to be moving | ] - L "
rightward, and there's
nathing to keep the eye
from following this
off the edge of the 4 f: : patency af i o
card. The wave in the L BT Amgaias, CA 38785 ! te - .5,‘-’ { -
third layout (C) directs | : ] Ty
attention nicely toward 3 -
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STATIONERY FLOW
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Another kind of flow, as much conceptual as visual, involves the way
that format conventions are carried between related pleces. The sta-
tionery items, above, though containing a number of visual variations
in thelr presentations, share common cues such as a flush-left type
block and a consistent wse of the wave motif (even though it's
cropped differently for each use). This consistency establishes a
sound connection between the pleces.
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Here, there are many interruptions to the flow-of-format between
items. Amang them: lypography that is sometimes centered, sometimes
flush-left; type that is sometimes printed over white and sometimes
printed in white; and a letterhead with a wave motil that is featured
very ditferently than the wave image in the other pleces. Discrepancies
such as this interfere with associations between the pleces and tend
o taint the percaived professionalism of the business itself.
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FLOWING ACROSS THE GUTTER

This is a gutter.»»»»

In printng terms, the gurter is the place where two
pages meet over a fold. A gurter 15 an unavondable inter-
ruption to the flow of content within pieces that are
folded or are bound into pages. Looking at ways of
t-ru|;:_n1g this tvpe of gap ;-ln'\.ldm |1!~.5f_',|1[ L0 maintam-

ing flow wherever natural inferruptions oocur.

...and an approach like

[ this. Note how, here,
phote and text feel
more connected simply
because the image cross:
e the gutter. Which salu-
tiom would be more
appropriate and under
what clreumstances?

Problem solved.
Here the figure in the
Image not only directs
the eye toward the
text, it also helps
encourage the view-
ar's éye to cross

the gutter.

“Sea shore
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FOOR BUTTER JUMPING

Avoid gutter-
jumps that do
weird things to
people’s faces.




FLOW

RIGHT, LEFT, UP, DOWN

SEASWIFT

Those of us wha have been X wed o “Western™ lan-
guages all of our lives have learned to read from left to
right. Perhaps it's for this reason thar we are strongly
influenced to perceive visual direction from left o
right as being forward and fast and movement from
right to left as being backward and slow. Keep this in
g when dl.':.l].;ll.lng artwork or lavours that CArry
connotations of direction and speed (or lack thereof].

Compare the logas at the top and bottom of this page. Above,
the visual flow of the [lhestration fights with the spparent move-
ment of the typography, the conweyance of movement and
speed are grestly impaired, The elements in the imags below
work in unison toward the presentation of their message.

SEASWIFT
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Oops. Given the headiine of ([l
this pice, the image seems at .
menswrerll |0t 1t flow
sage being communicated. The .r
right-to-lett orlentation of the
pitcher contradicts the natural

movernent of the tet. '

el let it flow
-

image and headline are new
in agreement.

Ancther discrepancy: the type in
this compesition flows In a direc-
tien that contradicts what we
expect to be the natural flow of
waler fram a pitcher.

Agreement: all elements
move the viewer's eye in the
same direction.
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FLOW, DUTEIDE IN

A smoath v and thematic flow berween the
cover of a piece and its interior requires some kind
of visible connection berween the two. Creating a
connection of this kind is important when it comes
to establishing a sense of forethought, cohesion and
professionalism in a design.

Some means of linking the cover of o prece with s
interior aré: consistent use of rypography; consistent
use of margins andfor a gnd system (see pages 92-
95); repeating the same image on the cover and inre-
rior of a piece (or using images that are obviously
related by rheme, Al
style or content); —————" 1
repeating graphic
devices such as
linework, shapes or
areas of color.

O the opposite page
are layout ideas
to accompany the
cover design shown
ot this page. Samples

Water Management Cuide
TR VR P

A and B make use of
sume of the strategies mentioned above o establish
a cornection between themselves and the cover.

ﬁ.nupf{' C does not relate well o the cover even
thongh it could be considered an effective design on
its orm. This lack of commection is the result of sev-
eral flow-stoppmg conventions that bave been pitro-
duced here that do not appear on the cover: the addi-
tion of limework, a new color scheme for the beadlme
and the vignetted treatment of the photo’s edge.
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CEIRCULATING FLOW, BRIDGING ELEMENTS

‘When assembling a piece that includes a wariety of content elements.
sewk arrangements that keep the eye moving within the layout. In the
advertisement above. a staggered preseéntation of elements provide an
Intriguing and informative pathway for the iewer's eye while encourag-
Ingg it to circulate within the ad. Avold “visual landslides™ such as the
one below. The eye has a hard time staying engaged with a layout that
directs it off the page.

A viewer's oy
tends fto natice
and follow linear

wven if they lead
off the page.

Another toplc relevant
1o the discussion of flow Is the

visual bridge.

The layout below contains several blocky (and
patentially Bow-inhibiting) image and text ele-
ments. In order to project a fesling of visual fu-
Idity, two “bridging” elements have been added
to establish & relation between disconnected
areas of the layout. The first of these, o subtie
overtap of the headling into the Image area,
helps connect the upper and lower pertions of
the ad. And second, the ghosted image of an
emblem is placed In such a way that it spans
beneath (and brings connection o) the head-
line. text, logo and lower images.

Some means of beidging visually: overlap ele-
ments: add a unifying background color ar ele-
ment; utilize color echo (see pages 218-219);
employ graphic visuals such as arrows, linework
or gradations; use borders (pages 172-179).

AJER
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TRAFPFED SPACE

Discancerting.

In this book-cower layout, the
spaces above and bolow the
faucet are hemmed in on all
sides by other elements. The
space fesls “trapped” as doss
the viewer's eye when il encoun-
ters this space. Trapped space s
especlally counter-productive
when It lles at the center of a
layout—the most natural place
for the eye to rest.

Here, plements have been moved
and re-shaped to awoid creating
areas of trapped space. Trapped
space can occur within a page
layout, a stacked headiine, the
arangemant batwesn @ logotype
and icon and within the composi-
tion of a photo or iNustration.
Begin ot once to develop an
awareness of trapped space and
emdicate it whenever possible.

Just as a person might feel uncom-
fortable in a confined space, the
eye also feels uneasy when it finds
itself presented with no way out.
Many viewers, when confronted
with trapped visual space, feel a
distinct, though difficult to define,

sense of unease.

There's nathing wrong with blank
space In a layoutl, but rarely is
the center of & piece the ideal
place for It. The blank space at
the center of this layout not only
feels trapped, but a waste of
centersiage as well,

EdWwanrag James

e 9

B \
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e

Here, a redistribution of ele-
ments and a refinement of thelr
surrounding spaces results in a
much more comfertable and
effective presentation,

Typographically speaking, It ts generally best to avoid placing Aush-left
(ragged right) text next 1o a strong vertical division such as an image or
block of color (below, left). This is because of the many tiny areas of visu-
ally busy and trapped space that are created between text and the verti
cal divider. The space between the justified text [below, right) and the
ornge band is even and consistent, attracting far less negative attention,

han the erities
P maving

Whai the crities
Bre saving...
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COMPOSITION EVALUATION C.A.P.

Evaluating

~“Composition =

Put on your Evaluation CA.P

Evaluate your compasitions, both while youwork and =
when you reach a point that feels finished. In addition ___1r
1o letting your artistic imuition guide your judgement,

ask yourself concrete questions in the areas off —
CONNECTION

ALIGNMENT

PRIORITY : |

In_addition to these three coferia it is important

cut off to create a visual break or fo intentionally |

rupt the flow of a piece? If this is a muilti-page

1o also judge your work using the C.AP.'s related - between the pages? Are structural con ]
1o Components and Concept (pages 272275 and . wentions consistently applied? ]
336:339). & g r
e 119
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)N EVALUATION C.A.P.

Alignment

client might ask me about the alignment and place-
ment of each component? Have | checked the

of each element to make sure nothing

‘has been overlooked? Are conventions of alignment

{flush-left, flush-right, centered, etc.) being consis-

tently followed throughout a piece? Are there

exceptions that could be allowed that would

.enforce the message? Are there areas of trapped
that could he eliminated?

Ask:

| |How does this piece look from across the room or
after a lunch break? Is there a clear and appropri- |
s hierarchy between elements? Should any large
§ | s be made larger or small elements small- |
e Jar? Is there a good balance of color and value and. ;
. are both acting to bring attention appropriatelyto
. their subject matter or area of a design? Is there

.. la pleasing sense of visual flow throughout? Does

~____ the eye feel pulled in opposing directions or drawn

. offthe page by the composition? If so. what canbe |

.. done to fix these problems?
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SHAPE WORKSHOP
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Circle, mangle, square, rectangle, ellipse, polygon, star.

Cultures worldwide have long used basic wh.1|"c.':- (8]
formulate intricate and highly individualized visual
dialects. Navajo tapestries, historic Japanese crests and
Celtic ormamentation are just a few examples.

Designers of today use these same geometric building
blocks as the foundavon for logos, patterns, illustra-
tions and all kinds of graphic elements.

It's easy for a vewers mund to u rap itself around
a basic shape; designs blt from these ecasy-to-
grasp forms contain the essence of their simplistic

roil i ORTONEnESs.

When experimenting with associations berween
ti:.!pt;\, expect the unexpected. Woarchiul designers are
constantly finding themselves presented wirth pleasant
surprises—especially when using the computer w con-
veniently and rapidly explore vanous morphs, combi
nations, construcrions, repettions and rotadons of
formms.

Artistic dexterity with the use of shapes comes only

with practice and exploration. Get in the habit of
keeping pen and paper on hand and play around wath
shapes when vou find yourself with time to doodle,
Diraw Arcs, L'ihll'-., :'I||p~n“._ MOONS, Strs, squares, dia
mends and freeform structures of any kind. Combine
them to create patterns, images, radianng designs and
whatever else strikes your fancy.

In this chapter, we tabkie a look ot the use of shapes o create sym-
bols, patierns and simple images. Exercises are plentiful in the
pages ahead—hands-on p is essential for g an under-
standing and appreciation of the variety and bosuty that can be con-
jured through associations between shapes and forms




COMPONENTS

These days, most 1,J|_-t.a_|_'_m,'rl. us¢ computers o pro-
duce their graphic elements. Image-oriented soft-
wWare 1s Idl’.ﬂ"\ Hl:lll‘(] for \\'I!rl\'lﬁg \\'|T|-| ‘b‘h.]r‘ﬂ"\_ since
it provides casy access to a variety of basic forms—
as well as the tools o endlessly move, re-size, com-
bine, rotate, repeat and alter them. Exploration in
this environment is speedy and relatively risk-free.
The *undo™ command and the ability to return to
previously saved versions of a project gives the artist
an unprecedented degree and freedom in work of

this kind

Familigrize yourself with the software at your dis-
p
it (through .J.‘.-:.-f-n_u..l' and mouse) can I.'t‘rl{! pace
with the owtput of your creatve mind. Vector-based
programs (see footnote on page 347) such as

al. Strive to become fTuent in its use so that your

\dobe's Hlustrator and Macromedia’s Freeband are
powerful and versatile programs that are ideally
sutted for working with shapes and forms.
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And don't forger your non-digital oprions! Tra-
ditional rools such as pencil, eraser, ink, paper,
scissors and glue are as useful as ever for the
exploration and creation of symbols, patterns and
graphic icons. When designers use these hands-on
tools, natural imperfecrions and variances can be
allowed for jand even encouraged) to lend an infor
mal, organic feel to the art being produced.

Additionally, many designers prefer the bond that
exists berween an artist and their media when work-
ing hand-to-paper vs. hand-to-mouse. Be willing to
experiment with all kinds of rendering tools and
note the different outcomes thar can be achieved
through them.

Many designers use a combination of traditional and
modern tools when they work. For mstance, they
may bring their sketches or drawings imto a cyber
envronment fi'Jr ,hfrrv'ﬂc'r freatment vig a scanner or
digital camera,




In this chapter, we take
a look ar the creanon
of simple and complex
designs through three
sets of varables thar can
be applied—together or
ndividually—to shapes
and forms:

Variances in shape, colo,
value, size and texture.

Constructions through
combinations, composi-
tions, repetition and pat-
tern.

Treatments applied o
rendering and presenta-
rional stvles of a shape
or form.

Endless
variety and
outcomes

can be achieved through
these three sers of vari
ables when working
with shapes and forms,

128

CONSTRUCTIONS VARIANCES

TREATMENTS

These variables deter-
mine a form's baslec
appearance and aes-
thetic character.

Comples forms, patterns.,
symbols, graphic icons
and images can all be
created though these
methods of construction.

Consider using troat-
ments from thess cate-
gories te alter and
enhance the final pres-
entation of a shape,
form or construction.

Shape Wk G ¥ )|
color/vaive | [N € @ B 99 | =
e |(HAQGH -
Size eBKE» ~
combinations | fp 35 @ I . | e
composition | B> &N (@) = Jg.| 1
Repetition | <= () HK @) (€ | e
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VARIANCES:

Whether vou
plan o wse them
as they are, or as

building blocks
tor more Com-
plex designs,
there 15 a vast
Assortment

of shapes and
torms o
choose from.

Shapes and
forms can be
divided nto the
five caregories
featured at right.
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Basic geometric shapes can be used as
stand-alone graphic elements or as the
roat-components of symbols, icans,
illustrations and patterns.

Maore comples than the simple shapes
above, these forms are still easily en-
tifiable and often carry with them a
specific connotation or meaning.

Abstract forms such as these can be
busilt entirely from straight lines, cirved
lines, or 3 combination of both. The
methods of construction described on
pages 140-145 can be used fo create
this kind of freeform element.

A random and organic feel defines
these forms. Ripe with Imegularities
and froe-Nowing charactor, they can be
used to comey themes of informality,
action and spontanaity.

This category contains recognizable
letterforms, lcons and graphic images.
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! EOLON/VALUE

Palertes of color, as well
as sers of values (light-
to-dark variations of a
hue) can be applied to
add visual interest to
forms and rto enforce
their meaning and role
within a composition.

Color and color-schemes
are discussed in depth
begmming om page 206.

Caolor can be added to 2 shape (a5
well as its surroundings | By ghving
the eye something to contemplate
besides the form itseif, color can
lend meaning and to increass the
visual iterest of a shape.

Colored stripes. gradations and
pattarms can be appled within
shapes to achieve a more dynam-
ic presentation.

Variances in color or value can
applied 1o further the sesthetic
appeal among a group of shapes.
Color and walue can siso be used
in ways that bring attention to sne
shape over others in 2 group.

‘When shapes are combéned, color
can be used a3 8 means of estab-
lishing distinctions between them.

Color can be applled to assem-
blies of shapes to create pat-
terns. Specific elements can be
singied out from & compiex goup
using color

From casual to dynamic. calor
can be used to echo, establish
and enforce the visusl energy of
all kinds of forms.




VARIANCES: TEXTURE

Visual rexture is achieved
by filling an area with
linework, partern, image
or a pseudo 3-D effect.

A texture of this sort
can be added within
the boundaries of a
shape to infuse it with a
specitic message or theme.

Example: M

MILLER
HIANSEN

WIS

Visual texture can be
applied in ways that com-
plement the conveyances
of the form it inhabits.
Example: 4

Visual texture can also be
used to create intriguing
juxtapositions by contra-
dicting the expecred.
| Example:
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Visual texture can be applied to
shapes through simple means
such as linework or a pattern of
basle forms. The texture can

bleed off the shape's edges or be
confined within a bordered area.

A shape might be filled with a
repetition of its own form or ghven
a pseudo 3-0 look by varying the
tints of the lines that fill it

Photographic or illustrated tex-
tures can be employed to attach
2 thematic meaning ta a form or
to lend it & note of realism.

Curlpus associations betweon
o shape and ts textural fill
can attract additional attention
and inspection.

Testures can tell stories or imply
irformation and history about &
graphic element. A shape or form
can be revealed by using Htte
more than a subtie texture-an-
texture presitation.




Size, as mentioned on

page 66, is relative.

Clear varianons in size
can be wsed to lead the
eye from one element 1o
another; create intnigu-
ing assoctations between
objpects; infuse a compo-
sition with an active feel;
and imply meaning
tas when, for nstance,
a large element seems
to be imposing on a
smaller element).

Visual energy and ten-
sion increase as the size
variation between ele-
mients expands.

Studies in relativity: a small
shape In a large space, and a
large shape in a small space.
Note how the same elements
have been used to convey oppo-
site messages.

A tack of size-contrast between
shapes creates a visually placid
composition. Stark contrasts in
slze ncrease visual action and
draw the viewer's attention to
daminating elements.

Explore wariations in the size
and placement of shapes-with-
In-shapes when ssarching for
visually active designs.

Varying the size of repeated
shapes Is an effective means of
creating stand-alone icons as
well as slaments for patterns

of backdrops.

Visually rich patterns and
designs can be readily com-
posed from & single graphic
element—repeated, resized,
and repositioned throughout.




REAL WORLD RELEVANCE

ROTOTECH

Many logos are themselves con-

structions thar began as basic

shapes—s
were colored, rexrured, alrered
and adjusted unul a viable icon
revealed ieself to the designer pre-
siding over their transformation,

pes whose forms

- i
On the following pages W

take a look at methods of

construction that can be

d to basic shapes 1o
1 mmfourte variety of

_gr,;lr.lf",'l' Jarmis,




CONSTRUCTIONS: SHAFE ALTERING

Many of the logos
and graphic icons that
you see in media were
created using these meth-
ods of construcrion and
alteration.

Shapes can be joined,
cropped or punched (one
shape subtracted from
another) to create all
kinds of new forms.

These new constructions,
can, in turn, be further
transformed using meth-
ods described through-
our this chapter.

Take advantage of the
speed and capabilities
of graphics software to
expand your explo-
ration of shape and
form constrauctions.

Unlons are simply the com-
bined forms of alike or dif-
ferent shapes. Explore!
Vary the size, rotation and
placement of the compo-
nents as you look for effec-
fivey undons betwesen tham.

Try punching the comtoar of
oni: shape through anoth-
ar. Work with two or more
shapes, alike or different. i
desired, take the resulting
form and punch it further
or apply other means
of alteration.

-G v

How it was done: a small circle was punched through a larger cir-
cle. The resulting shape was then cropped within the boundaries
of a square. This produced the base-form of the logo which was
then repeated, rotated and colered to achleve the final product.




CONSTRUCTIONS: COMPOSITIONS

Mini-compositions can be
created by stacking or
placing shapes next to
each other (their forms
touching or not). The
shapes being used can be
basic or complex, identi-
cal or different,

Compositions of this sort
might be simple, com-
plex, symmetrical, asym-
merrical, freetorm, srruc-
tured, abstract or realistc.

Remember to explore
varianons in the shape,
color, value, texture and
size among the elements
being combined.

The compositional guide-
lines related to placement,
aligmment, grouping, bar-
mony and emphasis (dis-
cussed in the first section
aof this baok) are all ap-
plicable to arrangements
siech as these.
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CONSTRUCTIONS: REPETITION

Repetition is a
surprisigly
versatile means
of creating porent
graphic fmages.

C




CONSTRUCTIONS: PATTEARN

Patterns have long been
used to add richness and
depth o designs and other
works of arr,

Patterns can be used
within compositions as
supporting backdrops for
text, wcons, illustrations
or photographs, as long
as they do not overwhelm
the items thar are placed
an wp.

Patterns can be wsed to
gre life and energy to
areas of a printed or digi-
tal destgn that are wswally
lefe blank: the hack of a
business card or leter-
head, the inside-cover to a
multi-page report or the
outer margins of a web
page.

The content, style and
message of a pattern
should echo the theme of
the overall design in which
It appears.

Art and culrural history
books, as well as fabric
stores, are great places
o look for examples
of printed, carved and
woven partterns, both
historic and modern.
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It doesn'i take much to create
& pattamn.

A single shape can be rotated
and repeated to form a surpris-
ingly complex pattern.

Literal images can be used to
craale a pattern that relates o
a specific theme,

Here, one shape and four pale
hues are ised to creale a back-
drop that is subtie enough to be
overprinted with texl

An informal, active patiern can
be created through a repeated
combination of irregular shapes
and the application of a lively
color scheme.

This depth-rich pattern was cre-
sted using opacity and layer
contrals In Pholoshop. A single
freetorm shape, rotated and
resized, provided all of the
image input needed.




TREATMENTS: STYLE AND VOLUME

Graphic STYLE, just like
clathing style, can be sub-
tle or flamboyant, conser-
vative or progressive, retro
or futurnstic.

Develop vour style-instinct
by feeding vour eves and
muind on all sorts of con-
remporary and histonic
media. Keep tabs on what
is going on: which tends
are coming, which are
gone, which are fleeting
and which endure.

First and foremunst: comsid
er the tastes of the tarpet
andience when developing
the style of presentation
for a graphic element.
Wiat will appeal most to
these viewers?

There's nothing wrong with
presenting a loge as a simpla,

needs of a project. Once an icon’s
design has been more or less final-
ired, it may be appropriste fo
search for special treatments that
will enhance its impact. AL ight, six
differant stylistic makeovers have
been applled to the icon first fea-
tured on page 138.
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Mimicking VOLUME on
the flar surface of a sheet
of paper or a computer
screen can lend an added
implication of realism o
a graphic.

Dimensional effects can
be subtle, moderate or
eve-popping. Who is the
audience for this piece?
What degree of visual
impact are they likely to
respond to?

Like all psewdo-reality
freatments, be wary of
overdotng it, Dimensional
effects can come acrass as
gimmicky and amateurish
if wsed withowt a com-
pelling conceptual ration-
ale to back them up.

Examples at left: volume can be
inferred through drawn perspec-
tive, tapering lines (subtly indi-
cating a wanishing paoint), drop-
shadows, averlapping elements,
realistic 30 images and, bottom,
transiucency effects.
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TREATMENTS: ACTION AND PRESENTATION

Treatments that convey
ACTION can be applied to
a graphic element to add a
sense of life and liveli-
ness, Visual levels of
action-oriented treat-
ments can range from
subtle o outrageous.

As with the treatments
,fr-.uu-n-u' ot the prg'r'ar;n;s
sprreads, action  effects
shouwld r:u.'{}.' be wtilized
when they are called for
by the concept, purpose
and target-audience of
the Diece.

Examples at right A dynamic
shape or pattern could be
placed behind a graphic to add
& sense of vigor. A motion-blur
could be applied to a form to
convey a perception of move-
ment. A graphic might ltsell be
redesigned to include character-
sties thal exude an energetic
feai—detalls such as radiating
elements, warm celars and
extremes In contrast. An Image
that has been distorted carries
with it the Implication that a
dynamic force is present. A
sequence of images depicting
change imparts a sense of time
and movement.
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When the development of
a graphic element reaches
the closing stages of final-
ization, don’t forget to
explore different means
of PRESENTATION.

Examples at left: Consider using &
framing device such as a border or
backdrop. (Explore various styles
and compositional solutions for
this kind of add-on.) Experiment
with alternative croppings and col-
orings for the icon. Sometimes &
logo can be presented as pari of a
repeating sequence or pattern of
images. Perhaps some kind of
photagraphic presentation of the
graphic element or logo could be
devised. Also, be sure to tharough-
Iy explore the many different ways
In which a graphic element such
as a logo-icon might be combined
with s associsted typography.
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he

different

Dare to design diferently.

Different is good. Different
attracts notice and makes
viewers look twice at
something they might not
have looked at even once if
it was just like everything
else dancing for attention
before their eyes.

The most effective and
memorable ads, posters
and brochures are often
those that walk the fine line
between that which is dif-
ferent enough to stand
apart from the crowd and
that which is so alien that it
repulses or offends viewers,
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“Different,” of course, is rel-
ative. Who is the audience
for this piece? What are
they accustomed to see
ing? What are the bound-
aries of their visual and
conceptual comfort zones?

How does an artist discov-
er and uncover these dif
ferent, original and power-
ful concepts and composl-
tions? How do you find
design solutions that will
distinguish themselves
from the norm?

The answer is straightfor-
ward, but is by no means
simple, quick or easy:
you have to dig deep. A
designer must be willing
to mine the depths of
both their imagination
and sketch pad to find
the real jewels of cre-
ative originality.

LS 7]
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Indeed, the truly great
ideas lie beneath strata of
half-formed, status quo and
discarded sketches—re-
vedling themselves only
after the last layers of lack-
luster and merely “good”
concepts and composi-
tions have been cleared
and leveled.

Rarely is there a shortcut

to originality. Dig deep and

hard and be willing to break
a sweat (literally and/or fig-
uratively) in the process.

The next time you begin
to put ideas and thumb-
nail sketches together for
a project, consider this
approach: adopt the alter-
ego of a brilliant wildman or
wildwoman of design and
lay siege to your sketch-

book with a take-no-prison
ers creative onslaught. Go
for quantity and variety. (Go
big or go home, as they say.)
Save quality-control and
finalization until several
hard-earned pages of the
sketchbook have been
filled. Try it for yourselfl

Remember: it's far easier to
scale back a far-out con-
cept or compasition than It

Is to bolster the personality
of a lackluster solution.

Some designers call it risk-
taking—putting ideas to
paper or volee that are...
well... crazy, nuts, way over-
the-top. Then again, maybe
we shouldn't see these far-
flung explorations as risks
at all, but rather, simply, as
the way we do our thing.
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We all recognize dozens if not hundreds of the corpo
rate icons that permeate our daily experience. Graphic
icons (the stylized visual elements that accompany a
E:}gn':‘ rypn;;r.lplng elements) are the pop stars of visu-
al media. As designers, it's important to understand
the power and influence that well designed and prop
erly presented images can have on theirr human aud:
ence: we ought to take seriously—and learn well—the
knack of their creation.

There is an immense degree of latitude in deciding

bow to constriuct and present this sort of commp

micative image. Somie icons belong to the category of
shapes and forms described in the previous chapter.
Others are more representational, but might be

designed to resemble or fit within certain shapes or
forms. Designers sometimes create icons that are
tightly illustrated (with looks ranging from semi
abstract 1o highly stylized or even photorealistic). A
_s:r,.'pﬂ'.'r. jcon canr also take on a fully abstract form

a form that conveys an intangible concept, feeling
or emolion,

Ihe graphic icons depicted in this chapter are images
that exist between the realm of shapes and the realm
of illustrations and photographs.

I'he ultmate goal of an won is to convey a message—

quickly, clearly and in a manner rthar is aesthenically
appropriate for its purpose and target-audhence. (Not
all wcons are 1|L'~I|:r1L‘L to be “beautiful,” n the trads

tional sense—it all depends on the message that is
being conveyved and 1o whom. )

in this chapter, the processes of selection, simpiification and
shapefitting are presented as means of creating graphic icons
that visually echo real-world objects. Practicality issues relat
&l to print and digital media are also addressed.




IMAGE AND ICON




SELECTION

When developing an icon
based on a real-world
object, the designer is
charged with the rask
of creating a simplificd
image thar will directly
and vividly convey its
meaning tw the viewer
Theretore, this kind of
image-creation usually
begins by visually editing
the subject’s form down
fo its essenials: selecting
from its whale the parnc-
ulars that define it

Being able to identify and
select an object’s essen-
tials is itself an art. Allow
ample time for thumb-
nail-sketches and a thor-
ough consideration of
options before pursieng
fnal renderings.

Often, lcons can be created from
the stylistically rendered details
taken from from only a tiny por-
tion of an object's entirety. There
are also cases where multiple
details from warious parts of an
object need to be arthully com-
bined to creste a recognizable
graphic icen. I a particular
object does net seem o offer
any sub-detalls that could be
used to represent its whole,
look for ways to simplify and
stylize iz form as a whole.
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SIMPLIFICATION

The abality vo visually simplify an objects form lies ar
the core of icon creation. Experiment with different
degrees of simplification and stylistic enhancement
when vou are working toward a fina

rendering.

f'..\'p!'nl'g_’ ideas that are uH!_\' ;J'fg;.*r distillations ulf an
object’s form. Explore solutions that push recogni-
tion to the limit.

Right: Four transformations of a crescent wrench inte
a graphic icon. Each solution features a different degree of simplifi-
catlon and a unique stylistic treatment. Possibllities are endless, and
the hetter ideas usually hide themselves until several sketchbook
pages of lesser selutions have yielded their collective strength in
faver of individually stronger Images.

Kev attributes of designers who excel m soon creation
are perseverance, patience, artistic skill, awareness of
audience and a mind that's brimming with potentially
viable srvlistic and conceprual torms of expression. (See
the ¢

apters on Conveyance and Theme, pages 282-319.)

When it comes to actually producing a logo or graph-
ic element, work with whatever skills vou have and
push to expand your abilities, always, If vou are strug-
glng with a p,;ln'q.'ul_],r rendering, be tenacious: the
pursuit of an elusive stylistic solution is iself a vital
means of developing artistic ability.

If you have designed or conceptualized an won that s
simply bevond vour means to produce, consider hinng
a freclancer who has the skills needed 1o ¢reate a fin
ished product from vour skerches.
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SHAPEFITTING

One effective means
of creating icoms
imvolves forcing a sub-
ject to fit within the
parameters aof a basic
shape. Such unnatu-
ral boundaries chal-
lenge the designer to
find selutions that are
out-of -the-ordinary,
Visually intriguing
results are often
revealed through this
kind of exploration,

Experiment with the
restraints imposed by
varipus shapes and
forms. hmvestigate

design solutions that
strictly obey the con-
fines of a shape, as
wall as those that
make allowances for
cartain details to
break free.

Is there a particular
shape that echoes or
enforces the overall
theme of the icon?
Could a redevant
graphic element be
made lo conform to
this shape?




INTUITION AND PRACTICALITY

There are an infinite number of ways to viswally
describe any object or idea,

-
Q- How does a designer decide which style of pres-
entation and rendering are right for a particular icon
or image?

A:Ir'smmr]wdrs@mr,mwmmwm‘
vation and study, to develop a sense for what look is

appropriate for a specific project and what will best
appeal to its target audience. For the vast majority of us,
there is no shortcut for developing this kind of intuition:
start now if you havent already, Observe, evaluate, take
notes, sketch, render, create.

Many designers are themselves capable iustrators and
are able to produce icons and imtages in a number of
comemeing styles. Other designers stick strictly to design
and rely on bired hands to do their illustrative work. In
either case, the ability to bring graphic icons from con-
cept to reality through whatever means appropriate is a
potent skill for a designer to develop and mamtaim,

Intuition must be balanced with pracucality if a design-
er is to create icons that are useable in the real world.
Will the final product be featured in color and black-
and-white applicarions? 1f so, will it adapt well to both?
Does the icon include fine details that might be endan-
gered (as in the sample on the following spread) when
the logo is reduced ro smaller sizes? Is the design meant
for display on the web? If so, will it look good on-screen
at various sizes and resolutions?

Strive for visual versatility when it comes to the
creation of fcons that are meant for broad wse and
varied media. This will not only make your client
happy, it will also make your life easier when it
comes to addmg the logo or graphic element to
actual Layouts.
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PRACTICAL CONSIDERATIONS

The linework used to illusirate &
particular lmage may book good at
largier sizes, but will it be reduced
to oblvian when the image s
shrunk? Wil a printing press be
able to handle the linework ance
it has bean taken down to a sire
that is appropriate for a business
card or small advertisement?

Pay attention te the spaces
between lines as well (as in the
upper handle of this chisel). If
they are averly narrow, they may
clog when the image is reduced.
Designers will sometimes create
size-specific versions of an lcon
that are targeted toward small,
medium and large uses.
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LOGO AND COLOR EXPLORATION

Even after reaching the point where you have nailed
down an icon’s rendering and relation to typograph-
ic elements, subtle variarions in its presentation
should still be investigared.

Experiment with color and border
options before deciding on the
final presentation of a logo.

Sofrware makes this kind of last-step exploration
tast and relatively painless—there’s no excuse to
skimp when it comes to the search for the most
effective presentation for a logo or image.

CROW

MECHANICAL




Linework, border or backdrop; There 1s lintle glory in
being a supporting element.

Most often, a successful element of this kind 15 one
that almost escapes notice—enforcing the message and
theme of a piece without calling arrention to itself.

As designers, we can honor these humble aiding ele
ments by giving them the recognition they deserve and
rreating them as the potentially powerful building,
binding and theme-setting agents that they are.

And while the casual observer might miss the sub-
tleties of a supporting background or bordening ele-
ment (as perhaps they should if these elements are
functioning properly), designers ought to keep a sharp
eye out for examples of their use—both successful and

otherwise. Save printed samples and bookmark useful
web pages for reference and inspiration.

Another good reason to pay attention to supporting
elements in the media around us is that they are as
subject to the whims of trend as any other kind of
graphic element. The savvy designer is ever-attuned to
the changing fashions of line weights, border trear
ments, corner conventions (round vs. square, etc.) and
color schemes within backdrops.

This chapter focuses on linework. borders and backdrops. and their
assoclation with other graphic elements.




LINEWORK
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unework usually refers o borders
and dividers made of single
or multple lines. Somerimes,
“linework™ refers to just about
any linear clement that thar func-
tions in this way (samples at left).

Linewaork is often used as a means
of separating and organizing the
elements and informavon m a
layout. Linework can also be used
to add thematic and stylistic notes
to a design.

Linework should only be added
where and when i is needed and
5.‘.!rur.|'|.lI not call an urrJrrr
amonent of attention to itself.

E— Lines that are not part of closed

S formations must come to an

W_ 0. The ends of lines could be

square and precise; rounded to
soften the overall feel of a
Direional design; tipped with arrowheads;
capped with a circle, square or
wwﬂ other shape; or decorated for

i Sl flourish.
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BORDER NOTES: P
When a border is

needed, select a style

that complemants the

look and feel of the , r
overall design.

e ——

Avoid borders that
compete with or ower-
whelm their content.
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components in defie | |
ing the look, feel and al
function of a border. ¥
Consider printing & ' o
i i sl o g e

T 1 o tint of an smilable
spol colar,
Consider alternatives—
see the next four pages
for ideas,
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LINEWORK VARIATIONS

Only the linework vares berween these business card
designs. In spite of their similanines, the overall appear-
ance of each card is notably different due ro the style of
linework that has been applied to it. Explore such
options, even when a layout is nearly complete, A sub-
tle change in linework may be just the sort of upgrade
that will set a particular design apart from the crowd.
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BORDER ELEMENTS

|
N
|
J

WORDS CAN BE USED AS BORDERS
SY30HOE SV O3SN 38 NYVD

Remember to take the
space between 8 border and
its content into considera-
tion. Leave enough space to

clearly separate the content
from Its border, and some-
times, leave even more.




BACKDROP

Abave: avold using a backdrop thal fights
far attention with the featured content.




TYPE OVER BACKDROP

Phuotographic, patterned and illustrated backdrops
present the designer with challenges when it comes to
Placing text or other graphic content on tap.

With lighter images, simply printing the text in black or
a dark color may be enough to ensure readability.
Similarly, when a darker background image is used,
white or light-colored text may stand out adequately. A
backdrop that is consistently mid-valued might accom-
modate either dark or lighr text,

When the content of a backdrop is visually active, addi-
tional measures may be needed to give the viewer's eye
a chance to hind and read the type. Larger, bolder fonts
mav do the trick—experiment with black, white and
colored text to see which (if any) stands out properly.
Keep in mind that reversing small or fine text from a
dark or busy background can possibly present the print-
er with difficulties.

If a backdrop is particularly contentious, the text might
need 1o be placed within a black, white or colored block
that interrupts the background image. If this feels too
abrupt, a translucent panel could be creared over the
image onto which text could be placed (see the next
spread for a larger example of this straregy).

Addinonally, most graphics software offers a host of
aptions that can help with wxt readabilicy when it
comes to standing our against difficult backgrounds
(halo effects, drop shadows, outline options and more).

At right are several examples of text-over-backdrop combinations. In
some, the text is more readable than in others. When it comes to leg-
ibifity, always welgh the tolerances of your audience: what will they
accept? What will they find too busy or difficult to read? Take note of
good and bad examples of taxt/ image combinations when you come
across them: leamn from the successes and fallures of others.
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L This text would be
- {
:,f very difficult to read i

it were printed dimectly
over the image in the
background

Here, a transiucent
panel has been creal-
ed (using tayer and
transparency conirols
in Photoshop) that
allows a light tint
of the background im-
age to show thiough
while restraining its
detall and values
enough that text can
be salely cverprintad

Problem solved.

There are many ways
o handle the fead

ability challenges pra
sented by busy bachk-

drops—especially with
the tools available
through Image-after-
Ing software. Four
strategies for peovid-
ing 8 safe visual 8
ronment for ted are
featured at right

ik ty o wirms g i i

g, b et oy g mwn mah v

P e s ki o e
by By b, binew o8 s

T iy b s o b o

MAbove, the soft edge of the all
white text panel aliows for a
smooth transition into the back-
gound image. Below, gradations
are another way to create a non-
jarring transition between a busy
background image and a work-
able text area.




VISUAL aLUE

The lavout at right, first featured in the chapter on
compusitional grouping (pages 40-49), has been
designed to convey a feeling of disconnect and dis-
cord. Still, it needs to hold together from a compo-
sitional standpoint if it is to succeed aesthetically.

Though subtly presented, the textured backdrop (with
its integrated starburst) is critical to the visual integrity
of the layout. These supporting elements not only en-
hance the thematic energy of the design, they serve as the

visual glue

needed to bind scattered elements.
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[Author's note: Unlike the
other commentaries in
Design Basics Index, this
one is told from a first per
son p.o.v. Why? Because
the message on this spread
Is based on personal expe-
rences—experiences | feel
are important enough to
warram sharing with other
designers. Read on and see
if the opinions I've formed
about the use (and non-
use) if clipart might affect
your views as well. |

Clip art: those ready-to-use,
often simplistic illustrations
of things like businesspec
ple shaking hands, stacks
of wiggling dollar bills,
roller-bladers wearing head-
phones. talking appliances.
etc. Do you use them?

Nntary:

“h

| don't, and neither do most
of the designers | admire
and look to for inspiration.
And illustrators, well, | think
that most illustrators view
clip art in the same way
that a French chelf might
view french fries.

Here's the thing: by decid
ing at an early point in my
deslgn career never to use
offthe-shell, pre-fab illustra-
tions, I've been forced to
develop certain skills of
rendering, photography
and, above all, resourceful
ness (all skills that might
have never germinated if I'd
reached for a catalog or vis-
ited a clip-art website
whenever | nesded an
image for a layout).

When a project calls for an
llustration that lies outside
my ability to produce,

| seek a freelancer who
can handie it (and, if neces-
sary, engage In some
budget-related diplomacy
with the client if extra dol
lars are needed to cover
the expense).

As far as stock photos go,
I do use them from time to
time. When, for instance, |
need a picture of some-
thing that | cannot easily
get through a freelance
photographer or through
the lens of my own came
era—a picture of the earth
taken from outer space,
for example—| use a
stock photo.

In summary: | produce the
Images that | can and hire
professionals to do what
| can't, but when it comes
to clip art, | deaw the line
(80 to speak).




IMAGES
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It is said wsae a prcture 15 worth a thousand words
And whether you believe that or not (writers and
rypographers being among those who mighr disagree),
it's clear that photographs and illustrations are able to
draw artention and establish powerful connections
with viewers.

Every viewer of a photo or illustranon sees that
image differently. An image thar s likely to catch
and hold a particular viewer's attention is one that
possesses at least one of the following qualities: con-
tent that is imformative or relevant; content that is

shigation; con

intriguing or worthy of further m
tent that is aesthetically or ematiomally appealing.

Given one or more of these qualities, there is vet
another critical consideration to take into account
regarding the ultimate success or failure of an image in
reaching its audience: presenialion.

Some illustrators and photographers act as designers
when it comes to creating lavouts around their images
Some designers produce the illustrations or photos
that are used in their own layouts. Wharever the case,
the final presentarion of an image rests in the hands of
whoever is in charge of creating the layout in which it
will be featured. .

1, it’s up to this person to decide
where and how the image will be placed, if it will b
bordered (and in what way), how large it will be in
relation to other compaositional elements and whether
croppings or adjustments need to be made for optimal
presentation.

This chapter focuses mainly on the incorperation of images into
layouts, with & few notes on thelr creation as well
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DISPLAYING IMAGES

Consider your options

when it comes to the presentation of an illustration,
graphic image or photograph.

Take the qualities of the image itself into acconnt. s
it worthy, thematically and aesthetically, of being the
layont's CEHIEFIeCe, OF should i I[‘Jrr:{'uff' stpport for
other, more relevant or po -{-rj'm' elemenis?

How large should the image be relative o the over-
all size of the piece? How large should it be relative
to the other elements in the design? {Refer to the
“Emphasis™ chapter beginning on page 62 for more
information on visual relationships such as rhese.)

Should the image be centered within the layour?
Should it be placed off-center, along an edge or inte-
grated into an arrangement with other elements?
Should it span the entire dimension of the prece—
top-to-bottom and side-to-side?

Should the image be cre |-|1|_'nr|1 or moditied in any way
to strengthen its visual impact? (Both topics are dis-
cussed later in rhis chaprer.)

Upposite page: Use the sketchpad
and compater to explore a veriety
of potential presentations for an
image before settiing on a winner,
Is the image essential to the deliv-
ery of the theme or message of the
ploce? H se, should it visually
dominate the composition? If not,
should it be given a supporfing
role in relation to a headline, text
tock, logn or other image?

WENT NN LG
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CROPPING

Rarely is a
photo ready
to go as soon
as it leaves
the camera.

Along with modifications
to an inage’s color and the
application of other digital
touch-ups, most photos
need to be cropped for
optimal presentation.

Crop to eliminate the
unnecessary, Crop to
improve compositional
considerations such as
the relarive positioning of
focal points, spacing and
balance. Crop to alter the
proportions of an image
when it needs to fit into
a specific area of a lay-
out. Crop delicately or
aggressively,

An image’s origingl qual-
ity and resolution shotuld
always be taken into
account wihen cropping
and enlargimg portions
from within it.
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Depending on what the designer
has in mind, the original photo,
above, could be cropped In a
number of ways.

{A] This cropping eliminates
unnecessary and potentially
unsightly elements from the
Iower portion of the photo,

{B) Aggressive cropping can
result In an lmage with an
appealing composition and mes-
sage of its own.

(C) Be on the lookout for detalls
within a phote that could be
used for messages other than
what was originally intended.

(D) An unusual cropping plus a
desaturation of the phota's hues
results in an image far removed
from the original, (See pages
198-199 for more special-treat-
ment ideas. |




ALTERNATIVE CROPPINGS

Images need not always
reside within a box.

A designer can give an image an extra measure of
individuality by cropping it in an unusual or uncon-
ventional way, Treatments such as these can be used
to establish an informal, lively theme for a piece or
simply as a creative means of eliminating unwanted
details or unartractive areas from a phota.

194

{A) Images can be contained
within relevant typographic sle-
ments, shapes or farms,

(B, C) Images can be cropped
within geometric or freeform
shapes and made to appear as
dimensional elements within
a design.

(D) A portion of a photo or (lius-
tration that has been removed
from its background, and is thea
featured directly against the
page, is known as a “knock-out”™
image, Knack-outs can be per
formed with image-altering soft-
ware such as Photoshop. It
takes a moasure of practice and
skill o properly perform this
hind of digital feat—especially
whien working with Images that
are rich in detall and poar in
contrast,
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EDGE TREATMENTS

There's nothing wrong with presenting a photograph
of |1|l|'~|’l.1[|n|'| \'\.Il'hnllt da 1‘[]|'LIL‘r, \‘I”, 1||L‘|1_' are [“T]-L'H
when an edge trearment of some kind can be used
enforce or change the context or mood of an image. A
hlurred edge, for instance, could be applied to the pho-
tos within an atherwise highly structured lavout o lend
a softer, more relaxed note to the overall composition.

Edge reatments can be used to reflecr and enforce the
mood of an image—moods ranging from passive to
frenetic, from ornate to industnial,

Linewark: Thick, thin, black, white or colored lines
riight be used to border an pmage, Special treatments
sich as ornamentation or the incorporation of graph-
ic elements grownd an e Ji'I'I.'_:lr.',,' also be considered.
Would a blurved, damaged or psewdo-dimensional
edge enhance the vnage’s presemtation?

MNaturally, an edge treatment should not draw attention
away from the image ir has been applied to unless the
border itself isa primary carner of the picce’s message.

Four ditferant exam-
ples of edge treat:
ments are featured on
this spread. Unless
contrast is belng
sought, choose a bor-
der that visually con-
nects with the rest of
tha layout &s well as
the look and feel of
the image itself.
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FHOTOSHOP MAKEOVERS

A digital makeaver
can give naw life
to even the most
mundane photo,

Adaobe’s widely-used Phoroshop program offers a nom-
ber of filters and adjustment options that can be applied
to any sort of illustration, graphic image or photo. The

possibilities are endless when this type of software is
combined with a computer that can handle its require-
ments and a designer that has the creativity and know-

how to pur them bath through their paces.

If you are new to Photoshop, a good place o
carming, about image-alteration s through irs
Adjustment features. For starrers, invesngate the Hue
and Sawravon, Levels, and Gradient Map controls.
Using these controls alone, a designer can handle every-

g

thing from subtle Ane-unings of color and conrrast, to

eve-popping image radicalizanons.

A host of special-effect filters are available wathin
etorim, blur,

Photoshop as well. These can distort,

sharpen, add paint strokes, texturize and (much) more.
Play, experiment, explore!

Aroid using effects for effect’s sake. Aom toward a
result that complesments the theme and message of

the mage and the layout,

Omn the following page are just a few examples of trans-
formations thar can be achieved through Photoshop's

controls and filters.
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Gradbent Map adjust-
mants re-apply color
information te a
photograph: a quick
route to @ completely
new look and feel

for an image.

Hue and
Saturation
controls can be
used to signifi-
cantly alter an
Imaga's mood.

Photeshop affers

a number of artistic
makeover options.
Here, the Watercolor
filter has been
applied to achieve
a palmierly result.

A pop-art feel has
baen attained
through the use of
the Color Halftone
filter and the addi-
ton of a transiu-
cent layer of taxl.
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ILLUBTRATION STYLES

Arristic inomtion plays a large role when it comes o
deciding whether and how multple stvles of illustra-
tion should be combined within a layour. Here's a rule
of thumb thar can work alongside vour gut instinct:

Styles between images
should be either identical,
or noticeably different.

When denrtical seyles are used berween images, the
look and feel of that style i1s amplified.

Contrasting styles, as long as they are working roward
the same overall message, can co-exist in harmony
because neither style seems to be trespassing on the
other’s themauc turf.,

Contrast in style,
agreement in theme.
In this poster, the
palnterly image at
tap centrasis well
with the warmly
taned photograph
below it. This part- e
nership of contrast- e . : 3
s s bde Lefll] HEE A ;z';;
since the individual

S—

images are both
thematically con-
nected to the subtie =
historic feel of the o i b i bl e e e
Archweciure of v downionn dniii
waaell Sesign. Rty Pebinary [2 EMipm af (e Mmdiopal | iEmR:
Hisl
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A harmanious trio of
contrasting styles. The
painting at top clearly
stands apart from the
high-contrast black-
and-white image that
sits bengath It. A

third, ghosted image
of a stippled Hlustra-
tion resides in the

though each image Is

Jait bar o et v e o and presentation,
Aartwir e of o denawn dea | they all seem to be
Sarturdar, Frinary 11,8 0pm ai de Mumiow! Tommon

Easton Histarival Sacjetn

A contentious associa-
tion. The oll painting
at top and the cel-
ared-pencil illustration
below it are both ren-
dered with a similar
degrae of realism.

" They seem to be fight-
Ve by R ATy

tell the same story.

Jotm s o o b i v e A
lchiritute o oup dswatow dtricl
atmilen Py || 3900w al e Munn gt Cmoen

Easton Historu ai Sajely
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Create a savings account of images—one that s
always available for reference and use in personal and

professional projects.

A suggestion: purchase a camera and get in the habat
of taking 1t with you wherever you go. Keep it in
vour purse, backpack, pocket or glove-box to make
sure it is avallable whenever you come across an
interesting scene or subject, (Note: If vou aren't find-
g \'Ill!r\s-H COMUINE ACToss SCENEs Or 'ﬁ-“h}{'LT\ ot
interesr, vou'ré not |---|L|-‘];: hard enough.) Ower
nme, you will build up a stock of banked images that
can be used as featured phoros, backdrops, visual tex-
tures and reference material for yvour wark.

A bonus side-effect of carrving a camera is that
it remings us to look around and belp
to really SEE our visual envirormment.

e IE M

Author's note: | prefer digital cameras because they allow me to take
a LOT of pictures without fretting about film or processing costs. Plus,
the photos | take are ready for use as soon as | can downioad them
into my computer. | keep a small, mid-quality camera with me simast
all the time and have a higher-end camera that | take along when I'm
specifically going out to shoot photos or when I'm going to be some-
place where | suspect that the shooting will be good. | began saving
photos in this way about two pears sgo—and, as of this writing—have
a personal image bank of just under 3,500 Images. | consider thiz
phota collection to be one of my most powerful and practical assels
as a commercial artist, designer.

The photos on the
opposite page were
all taken during
walks argund

iy hiometown in
N.W. Washington.




commentary:
ratiocnalization

The art of rationalization,

applied to the rationaliza
tion of our art: it's the slow,
slinking slide into creative
oblivion that cools the
original spark that first
fired our imagination fto-
ward the manifestation of
an artistic goal.

it's what happens when we
et convenience and happen-
stance dim and overrule our

original creative impulses.

Guard against this steatthy
deterioration of ideals.
Always.

As you work, keep mindful
of where you are headed,
even if your “destination”
at this point s more of a
feeling than a clearly pic-
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tured outcome. This does

not mean that course-
comections en route to a
creative objective aren't

allowed. On the contrary,
they are encouraged—just
as long as those course
corrections lead to some-
place even better, higher,
purer, than you were head-
ed before.

Have you ever wondered
what you would think of
one of your own layouts or
ilustrations i you were
somehow able to leap fre
ward in time and view the
final product before you
even began? Would you
love the final product or
would you sense that com-
promises had been made in
the name of speed or con

1"
|4

il 2

venlence along the way to
its completion? Would you
be pleasantly surprised by
the quallty and impact of
YOUF 0w Work...or not?

In painting, artistic rational-
ization sometimes goes like
this: the artist wants to
paint a flower in the fore-
ground yellow. And look—
‘there just happens to be a
puddie of yellow paint sit-
ting on the palette. They ply
a bit of the hue onto the tip
of the brush and lay it on
the canvas. “Perfect,” they
say to themselves as they
finish the flower and move
on. But wait, was that real
Iy the perfect yellow? Did
they consider variations,
options? Does the hue
match what they had origh

nally hoped for when they
began the painting and
would this be the yellow
that would have evolved if
the color had been mixed
from scratch?

Designers sometimes do
similar things when choos-
ing spot colors, typefaces
of deciding on the cropping
of an image—accepting
easily and readily available
solutions without compar-
ing those choices against
the look or feel that they
were alming for when they
began the project.

Hold true to your original
creative impulses. Avoid the
temptations of shortcut and
convenience as you journey
toward their realization.
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Books can provide us with the terms and definitions
that make communication about color possible. They
can teach us practical theories surrounding the mixing
of hues, the building of harmonious schemes and the
technical aspects thar a designer must deal with when
translating color ideas to print or electronic media.

Ihe rest of our color educanon happens on a more
instinctual level during a lifeime of ohbservation,
enjoyment and hands-on practice.

It’s the combination of our book-learning and the mtu-
mon we pain through observatonal and hands-on
experience that endows us with the color-sense that we

can then apply to all of our works of art.
Below are two practical suggestions to augment the

color-related informaron and exercises ahead:

1) Turn the computer off once in a while and spend
time with watercolors, acrylics, oils or colored pencils,
Paint and drane from bife and imaemanon, See what
bappens wh tte, Observe
the a‘,f.F':‘Lh that oceur when these and other hees are
IJF.JL-'J next o each other within g pranting Develap
J‘J.H'rrrry and methods of working th
of monds and effects.

1t colors are mixed on a |

@ COMUeY a ety

2) Look around! Look at v
and otherwise: what's really going on out theve (near
and far) in terms of color? Visit art gallerses and take
note of what the Great Ounes bave done—and are

Wr Erprrosumientt, matural

allum;: suith color

¥ you mre not already fluent in the vocabulary of cobor, the informa
ton in this chapter will help bulld a foundation. The intellectual
study of color helps open our eyes to its subtieties and awaken
instincts that can be used in our artistic work and play.
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DEFINITIONS

The Color
Wheel

m

AHYWIEA

r-jlll & fti W
wheel 15 a sim-
ple and effective
way io present
concepts and terms
related to the study and

use of color,

The PRIMARY COLORS—Dlue, red and vellow—occu-
py the three foundational spokes of the color wheel.
Other colors are created -'.hruuy_h Mends of the pri-
mary celors,

Positioned halfway between each of the three pni
maries are the SECONDARY COLORS: orange, grecn

and violet.

TERTIARY colors are created when primary colors are
mixed with adjacent secondary colors. Tertiary col-
ors are sometimes referred to as Intermediary colors.

COMPLEMENTARY COLORS are those thar are direct

opposites on the color wheel, Violer and yvellow,
for example.
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Hue,
Saturation
and Value

Colors of mfinite
variety can be creat-
ed by altering the
éffects of three variables;
hue, saturation and value.

HUE: another name for color—often used in a broad-
er sense to include indistinet shades as well as pure,
easily-named colors.

SATURATION: the punty of a hue. A hue thar is in s
most intense, literal form, is considered fully saturar-
ed. A hue that is mixed with its complement, black,
grev or a neutral tone becomes murted, less saturated,

VALUE: a measurement of how dark or lighr a hue
appears relative to black and white. A good way to
judge relative value is to deeply squint your eves
when looking ar a companson. Try this with the
color wheel on the opposite page—note how the yel-
low hue becomes obviously much lighter than the
blue or violet hues when viewed in this way. Value
relationships are crucial when working with color.
There is a saying among painters, “If the value is
wrong, the color can't be right,”
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PROCESS COLOR PRINTING

0. Combiring solids

and tints
Him

<]

106y

As designors working in print media, it Is very
Impartant to understand how our color chaices.
are transiated to ink-on-paper, Here then, is a
crash course (camtinued through page 212).

Most color printing s done by
using the four process colors of ink
(A}, Each of these inks is printed
from a separate ink tray on the
printing press and combined direct-
Iy an the paper.

Process colors can be printed in tints,
ranging from (1% to solid (B). Tines
are achieved by varying the density
of dny dors used in the printing
process (see the enlargement at the
hottom of the apposite page).

Process inks are nearly transparent,
so when one or more are combined,
a new hue results (C), Furthermore,
both tints and sohds can be com-
bined berween one or more process
colors (D). An extréemely broad
range of hues can be achieved in
this way using process colors.

Take a look at the notation at the
battam of (D): this is bow a design-
er specifies colors for process print-
mg (also known as CMYK print-
ing). The number represents the
percentage of ink being applied; the
letter refers to the ink color itself,
c = cyan; m = magenta; y = yellow: k = black

Since the colors you see on vour
computer monitor will not perfectly

match printed results, it is wise for
the designer who works with print-
ed color to keep a process color
guide handy (E). These guides pro-
vide a reality-check for designers
whose digitally created arr is des-
tined for print media, Each page of
a process color guide shows the on-
paper results of various mixes
between the CMYK inks,

An example: The palette for the
tlustration at left is shown with the
CMYK formulas that the desiamer
used to create it.

Note: While jobs destined for process color
printing are designed around CMYK inks,
pieces that will be shown in 8 purely electron-
ic environment (web pages, efc.) are usually
designed around the light-based red, green
and blue hues of the RGB palette. RGB colors
are explained on page 213.
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SPOT COLOR AND RGHE

A. Spot Colors

QUINN'S LICORICE CO
FYI: if this loge
ware to be printed
with spat colers, it
would be referred
o as a two-color
job {black Is con-
sidared a color on

the printing press).

T
i

Another common Way of prm!illg i
color is through the use of spot col-
ors. Whereas CMYK colors are
achieved through the mixing of
process color inks as they are applied
fo frafrer, spot colors are custom, frre-
mixed inks (A).

Think nf.l ueart uf;pr_;.’ color mk the
same way you would a quart of
house paimt—its pigment bas been
selected from a color chart and pre-
ntixed priov to application.

Spot colors, like process colors, can
be printed in tints ranging from (%
w 100% (solid).

And, just as a process color guide is
used o seleaa CMYK colors, spot
color guides are used 10 select these
hues. Pantone's color guides (B) are
used more than any other.

Spot colors are ideal for jobs such as
stationery and flvers. Since these
picces often require only two or three
colors of ink, it is more cost-efhicient
to print them using spot colors rather
than the four process inks that would
be needed to achieve similar results.

As a designer, it s crucial to
contmunicate clearly wath print-
mg professionals to determine
the best prrdm'hc Wi stralegies o
apply to ary given job.

C. RGB colors

@
. GREEN i)
@

D. Combining RGB
solids

255 255y 255

<>

E. Cambining RGB
tints

14l 1855, 320

A third language of color that must
be understood by the modern
designer is the on-screen color
vocabulary of RGB (C). All the col-
OFS YOUl S6¢ 0N YOUr COMpUrer mon-
itor are made up of solids, tines and
mixtures of three hues: red, green
and blue.

Unlike CMYK colors (which are
made of physical, liquid inks), RGB
colors are defined through a light-
based spectrum of hues. Therefore,
when all three solid RGB colors
are combined, white results (D).
Absence of all three RGB hues
means a blank, black monitor.

RGB rints are measured on a scale
of 0 to 255. At the high end of each
color’s scale are its purest hues. The
lower the number, the darker the
hue (all the way w 0, black). h
takes a combination of two or more
RGB hues to create lighter tones (E).

Note: Every monitor displays color differently.
There is no absolute way to control how your
‘work will appear on another person’s comput-
or screan. Digital designs and illustrations

should be tested on a variety of platiorms
before finalization.

And memember that while CMYK-bassd colors
can be represented on a computer monitor, RGE
files can NOT be used for printing (since, after
all, printing presses print with ink, not light).
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CREATING PALETTES

andl Messapt belng
addriased . Aftar.
ward, strategles such
a5 these can be usad
to il ot the rest of
the paletts.

Reter to the next
spread for ardations
that can be applied
fo these famd st
wither) schemes.

Menochromatic
color schames are
created trom a sin-
e base hue, and
any numbar af
lighter or darker
timts (value adjast:
ments) of that

hue. Print jobs that
usa enly one color
of ink are, natural-
Iy, limited to this
type of palette.
Manochromatlc
schemes can also
be created by using
more and less safu-
rated versions of

o base color,

Triads are created

from any three hues

equally spaced
amound the color
wheel. Varled
degroes of satura-
tion can be used
within each of the
three colors to
achieve a mare

schems. Be sure to
experiment with the
amount that each
color is featured
within a design

o Hhustration—
regardiess. of what
type of palette s
being used.

hues are used
together. A variation
of this type of three.
member palette is
built by using every
other calor as you
move around the
wheel from a cho-
sen starting hue.

B &
o

Complamentary cobor Split-Complemants

schomes are created  anre natusally infused
when any color is with the energy that
paired with its com- arises when warm and
plismant. Here. two cool hues are com-
complementary hues bined. To create a spiit-
are used along with complement palette,
hilack, Experiment bagin with one hue.
with introducing and combine it with

black or grayed tones the two calors on
into a complementary  either side of its com-

scheme. Changing plement. in this sam-
the saturation and/or  ple, the orange hue
value of one of the has been lightened to
complementiry hues mvoid o vitemting effect
might be necessary between It and the

In order to avold a - green—again,
vibrating effect sae the final sample
between the colors. on page 217.

[See the Last sample.

page 217.)




EXPLORING VARIATIONS

Whether you are warking on a Lyout or Blustration, explore varations in
the hue, saturation and value of one or mere of the colors within the
scheme you are considering. Often, you will be surprised to discover new
assoctations that are more Interesting and effective than than before.
Here, we take a look at variations that have been applled to each of the
ilustrations. from the previous spread. Use the strategles featured here as
the basis for explorations of your own. When you come across effective
color combes in print or electranic media, take note! Make an effort to
figure out the thinking that the designer used to create that palette.

Monochromatic variation. In this
sample, the saturation of two of
the blue hues has been heavily
muted. Compare this sample with
the more saturated version on
page 214.

Triad variation. Here, the orange
hue has been headly muted and
lightened—to the polnt where It
becomes a newtral brownish tone.
The resulting contrast between
Intense and muted hues lends the
Image a mare progressive feel,

Analogous waristion. Each of the
hues in this Hlustrathon have been
heavily muted—all except for the
color within the pieces of candy. A
single intense hue within a palette
of muted tones attracts nofice,
even If It is used sparingly.

Complemantary varation. Compare
the look of this ilustration with the
complementary palette example
on the previous page. A slightly qui-
eter effect has been achieved by
using & gray tone as a dividing
eolor rather than solid black.

Complementary variation. Here, the
complementary scheme of before
has been given a complete make-
over. The colors have been reas-
signed to smaller roles, the biue
muted and lightened and & host of
neutral gey values has been incor-
porated in place of the solid black.

Split complement variation. While
the red and orange hues from this
palette have been left alone, the
blue has been expanded into sever.
al monochromatic varlations.
Generally, if a base color works well
within a schame, its menochromat-
Ic cousins can aiso be sately used.

Here's one thats best fo avold:
complementary colors of identical
or similar vakse. The complementa-
ry blue and orange hues in this
schema are very close in value. This
resiilts In an unpleasant, “vibeat-
Ing" edge between them.

e e




BORROWING COLOR

When

building

a layoset around a
particular photo or
lustration, one of
the best ways to
create a palette that
will complement
the image is to
borraw colors
directly [rom

the i 4

L.emondroy




A designer working within a tight
print budget is not bound to lack-
luster results. Strong design does
not need a foll palette of colors to
convey its message.

A well-chosen color

of ink can be flooded
over a surface, fea-
tured in any number
of lighter tints or com-
bined with one or two
other inks for cost-
effective impact.

Remember to consider paper
choices other than whire bond for
your projects.

Use the ideas presented on this
spread as the basis for making
the most aut of limited printing
resonrces, And again, consult
with a print professional to deter-
mine how to best prepare your
artwork to achieve the effects
vou desire.




THEMATIC PALETTES

Applying different
sets of colors to an
image has a tremen-
dous affect on the
loak and feal of its
presentation.

This spread provides
an idea of the many
directions that can
be pursued when
looking for effective
color combinations.,

Software makes
experimentation
among paleties easy
and relatively pain-
bess, If pou are using
the computer to cre-
ate your illustration
or layout, take
advantage of its
capabiities!

Few areas of design
are as subject o
trend as color, Lok,
study, collect sam-
ples, explore!
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A color can be made
to really “pop”™ whan
partnared with
axiremely muted

hues




power of a simple palette




COMPONENTS
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FEEDING THE IMAGINATION

Stock your creative reservolr with
palette ideas and practical color
know-how. Clip appealing hues
and comblnations from magazines
and sawe them for future refer
ence; take out your paints and
investigate the efects of mixing
pigments on paper. Explore, have
fun, become intimately acquaint-
ed with the subtieties of color.




Which of these qualities is
indispensible to the design-
er who wishes to survive
and thrive in the field of
commaercial design?

A) Artistic talent

B) A savwy understanding
of both design history
and trend

C) The ability to gracefully
endure crticlam

D) All of the above

The answer is C. Without it,
a designer simply won't be
nvited to stick around long
enough to nurture the other
two (and very important)
qualities.
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As a commercial designer,
your work will be critiqued,

and not always by people
as smart as you. Can you

handle that? If not, can you
learn to?

The trick is to not view crit-
icism as a negative; the
trick is to keep your ruffled
feathers hidden; the trick is
to give the critic credit for
wanting the same thing you
do—a design that effective-
Iy conveys the message;
the trick Is to avold saying
anything that puts the eriti-
cizer In a position where
they feel that they have ta

defend their position in
order to save face; the trick
Is to listen to what your
conference-room adversary
Is saying and to consider
the possibility that they
may be right; the trick Is to
believe that somehow,
soMme way, 8 compromise
can be found that satisfies
the client without sacrific-
Ing artistic integrity; the
trick lies in being quick to
admit when someone else
has an idea that's better
than yours.

When dealing with clients
and critics, stay calm and

AR e taI‘}/:

light. Irritation breeds lmita-
tion. Calmness and humor
diffuse dissent and help
keep the conference room
environment amicable.

Its no mere coincidence
that most of the great
designers that | know, in
addition to being highly
skilled artists, are problem-
solvers, peacemahers, and
powerful but gentle per
suaders: these are the very
qualities that have kept
them in the game long
enough to become the
superstars that they are.

kKeepcool



T)-’pc faces gi\’L' VOICE 1O WO i‘dﬁ_
TYPEFACES GIVE VOICE TO HORDS

Fzﬁ/;?mre; gid€ Foice /1’;42-9:_

The credits begin to roll and the avdience waits
in eager anficipation far the movies dpening
scene. But look, there’s a graphic designer in the
crowd and she is already enraptured by what she
sees! For thers, on the scroen, are elght-fool-
high charscters from the Univers family of type:
Univers 45 Light and Univers 66 Bold Ralic—both
fram the hand and mind of a typagraphic glant of
the twentieth century, Adrian Frutiger. Ecstacy!
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Sound farfetched? Don't believe it? Ask amy card
carryimg typophile—typography, to many who have
studied its varied contours, curves and characters, is
a passion that borders on obsession.

Few (if any) forms of amstic expression are as widely
seen and as seldom noted as the letterforms of the great
Typetaces we encounter in our d.uh lives. A shame, since
some of the most aesthetically sensitive arosts who have
ever lived created these self-contained, sublimely crafred
masterpieces. As designers, we have much 1o gain by
taking note of the visual language thar the grear rypog-
raphers have used to make language visual

This Is the longest chapter in Design Basics index. It s meant to
serve as an introduction to the veriety and subtisties of the func-
tion and form of type.
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FONT LOVE

Love at first type.

Dpposite:
a lowercase
character from the
HTF Requiem family.
of type. Every detall
ks warthy of study,
appreciation
and adoration.
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TYPE TERMS

Type:

Aa

Aa

SI-'II- i-ﬂ'“

Like all disciplines within art and
design, typography bas a language
and vocabulary of its own. On this
spread a few terms and defimtions
are presented to make stre we're
all om the same page,

A FONT is a specific set of typo-
graphic characters that are de-
signed to work together. Fonts are
also referred to as TYPEFACES. The
large headline above this column is
set in a rypeface called Sabon
Regular. Individual fonts are often
part of FONT FAMILIES that contain
variations of that font—regular,
bold, iralic, bold iralic and others.

The majority of font families fall
into the categonies of either SERIF
or SANS SERIF | pages 236-237). A
SERIF font features horzontal and
vertical details thar are added to the
beginming and end of its characters’
major strokes. A SANS SERIF type-
face does not have serifs—sans
means “without™ in French,

Four other categories of fonts are
described on pages 238-239,
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Type sizes are measured in POINTS.,
There are 72 points in an inch.
However, be aware: different type-
faces of the same point size will not
necessarily have characters that are
the same height. This anomaly has
to do with the way type was once
measured in relaton o the meral
blocks from which it was printed.

Often-used typographic terms are
tllustrated m the middle and bot-
tom illustrations at left.

A typeface’s WEIGHT describes how
heavy it appears. Many font fami-
lies feature weights ranging from
light to heavy 1o extra-bold.

Typefaces are sometimes CON-
and sometimes EXPANDED
beyond “normal™ propartions.

Some typefaces are slanted. ITALIC
typefaces feature characters specifi-
cally designed for a slanted presen-
tation. OBLIQUE faces are usually
made of letrers thar are simply slant-
ed versions of their regular, non-
oblique counterparts,
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On this spread and the
next, we take a look at
six categories o which
maost fonts fall: Sans Serif,
Serif, Script, Monospace,
Novelty and Dingbat.

Every category has irs
place in the designer’s
creative arsenal. It takes a
pracuced and observant
eye, an awareness of
trend and an understand-
ing of ones audience to
determine which catego-
ry of fonr, and which
typeface in particular,
best suits a project.

Whenever possible, use
the compurer to explore
font options. Compare
words and blocks of text
that are set in different
typefaces. Which exhibit
the best connection to the
desired look and feel of
the overall layout®

h]urgr.lflfr'.- Hay [n'” he
the mast fickle and fluid
of all design fashions. It
is crucial that a desigrer
be aware of current
trends in typography.
,'\f_';"fl dh eYe o rj-;ur-
graphic websites, type
catalogs and current pub-
lications of all genres.

T

Even though the faces in
this category may sesm
similar at first glance, a
great range of effects exists
among sans seri! fonts.
Many families of sans serif
fonts are offered in & wide
variety of weights and
widths. (See page 240 for a
partial showing of the
extensive Franklin Gothic
tamily. )

Design

HELVETICA LIGHT

Design

AVEMIE W5 SLMCH Ol U

Design

TC FRANKLIN GOTHIC BOOK TALC

Design

O SE GOTHIC LIGHT EXTENDED

Serif fonts date back to the
era when people first took
chisal to stone. Within the
serif category there are many
distinctions. (Three sub-cat-
egories of serifs are shown
at right.) Serlf fonts are par-
ticularly sulted to longer
passages of test; their
serlfs help provide a hor-
zontal line-of -reference for
the viewer's eye as it reads
through the content.

Design

Design

BOOOK KNTIGUE

Design

CLARE NDOh

Design

HTF BEQUIEM DASFLAY (TALIC

,r’f CLOSTYLE
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Design
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Design

LUBALIN GRAPH
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FONT CATEGORIES

Script, Hand-lettered Dingbat, Ornament

Script fonts gain thair inspi-
ration from hand-lettered
forms, both eld and new
Some script fonts are calli-
graphic in naturs; others
have been created based on
the letterforms of handwril-
ing. Be aware that legibility
varles greatly among scripts
and hand-letiered fents.

HKUENSTLER SCRIPT

59 ?‘ﬂ
[escan

2aPFaD

The chamcters of most fonts
are each a unigue width, as
are the spaces around them,
The character and spacing
wifths within a monospaced
font are all identical. Type-
wiilers use & monospaced
system for their letterforms.
Mary modem fonts that ame
designed for pliel-based, on-
screen pressntation are also
monospaced. These fonts often
contain a combination of serif
and sans seril characters,

Design

ANDALE MOMD

Design

MONACD

Design

LEWE LETTER TYREWRITER

Dlefs]ilgin

MAGDA CAMED

Anything goes in this cate-
gory—fram the slightly
tweaked to the wtberly
bizarre. Novelty fonts tend
to come and go from the
graphics scene like shoot-

ing stars—spectacular and
sheit-lived. Still, certain

novelty fonts, like certain
fashion trends, resurface
regularly aver time.

Design

ASTIGMA

Desion

BYPEY GWITCH

Dd@h

HIRLYWEIRD

DESIGN

BUZTER THREE

The keyboard can also be
used to place Images.
Dingbat and ornament fonts
are comprised of images,
graphic elements and flour-
Ishes. Some designers use
font-creation software to
develop their own ready-to-
use sets of images.
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LARGE FONT FAMILIES

ABCDEFGHIKLMNOPQRSTUVWXYZ
abedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIUKLMNOPQRSTUVWXYZ
abecdefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHUKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwayz 1234567890

ABCDEFGHUIKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz 1234567880

ABCOEFGHIIKLMNOPORSTUVWRYE
ahedefghijkimnapgrstuvwryz 1234567830

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz 1234567890

ABCDEFGHUUKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIIKLMNOPQRSTUVWXYZ
abedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHLIKLMNOPQRSTUVWXYZ
abcedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHUKLMNOPQRSTUVWXYZ
abedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abedefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHLIKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwayz 1234567830

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abedefghijkimpopgrstuvwayz 1234567890

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz 1234567890

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopqrstuvwxyz 1234567890
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Certain font families feature a
broad array of weight and width
options, making them

versatile

and effective
choices for a
wide range
of projects.

A partial showing of the ITC
Franklin Gorthic family is featured
on the opposite page. Weights
range from the very light to the
extremely bold. Widths vary from
extra-condensed to condensed 1o
regular (some font families also
include “extended™ wversions of

themselves).

Most large font families carry
with them a large price tag.
Depending on the kind of work
you do, it may be prudent to
invest in one or more carefully
selected packages such as this to
cover your typographic needs.




LEGIBILITY

Legibility, the ease
with which a viewer
can read a hoadling
or passage of tedt, Is
a crucial considem-
tion when |t comes to
choasing and using
a typeface.

The designer must
remember that thelr
own ability o deci-
pher text that is pre-
sented in & particular
font may not be the
same 335 the ability of
others whe will be
trying to read the
same text.

Identity and evabuate
the iegibility toler-
ances of your Largel-
audience. Dider and
conservative audi-
ences are usually
less tolerant of diffi-
cult-to-read fonts
than youngar and
progressively minded
audhences,

Many factors affect
legibility. font choice,
slw, color, letterspac-
Ing, case |upper vs.
lawer) and the back-
drop behing the bt

Type that is presented in upper and lower
case Is generally considered the easiest
to read.

A serif font, upper and lower case, is the
pinnacie of legibility—espacially for extend-
ed passages of text.

All-caps are fine In short bursts (such as a
headline or brief caption) but raise readabil-
My issues when used for longer passages.

Toa much or too litle letlerspacing can inter-
Fere with legibility. The designer must decide
what Is acceptable for a given purpose.

Novelty fonts do well in conweying certain
themaes, though sometimes at the expense
of legibility.

Abways take the eyesight of the target audi-
ence into account when choosing a type
sirn. Small text may allenate older readers.

Color also affects legibility. Again, the eye-
sight and sxpectations of the awdience are
critical factors in determining what's okay.

Extremnely condensed typefaces may sobe
fit issues within a layout, but be aware of
the loss of legibility inherent In these face:.

The same pros and cons apply to extremely
expanded faces,

Progressively-minded viewers are often
mare toberant of bagibliity lssues than more
censenative audlences,

oafd then there are fonts that are
nearly impossible to read—by design.

Typetace legibility
Typetace legibility
TYPEFACE LEGIBILITY

TYPEFACE
TYPERACE LEGIBILITY

11?¢¥1C¢ .Qﬁl" ltil’vj
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Typeface legsibility
Typeface legibility
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TEXT-BLOCK READABILITY

Some fonts wene cre-
ated with text block
readability in mind
Other fonts sacrifice
a degroe of lagibility
in pursuit of aesthel
Ie or shilstic goais.
Note the waried de-
grees of legibility evi
dent in the teat pas-
sages on this spread.

Most of the serif text used in this
book (including this paragraph)
is set in a font named Sabon.
Sabon is ideally suited for large
blocks of text: its smooth, grace-
fll”j‘ l:1'|11.'rud serifs |'1:'||'b ;:L|1||r,' the
eve through each paragraph, the
contrast berween irs thick and
thin strokes is minimal (thus
lending an even wvisual tone to
blocks of text set in this font) and

———————1 it is available in both italic and
bold variations tor ditterent levels of emphasis. In
general, oldstyle senf fonts (see page 237) make
good candidares for use in large blocks of rexr.

Many modern serif fonts are also reasonably adept as text
fomts and lend i|.|r4i_'_r.l||h1 a sharp, progressive leel. Mheir
hard-cdged serifs ure less Muid than these of an oldstyle
serif font and thus, are less suitable for hieh-volume
Uppearanees such s in books and text-heavy brochures,

This |l.u.|f_'1".|p|| 15 et in Bodoni Antigue.

Slab serif fonts, such as Clarendon, are less
readable than either of its serif cousins shown
above, but are still suitable for blocks of text
that are modest in length., Advertisements
from days past, as well as some retro ads of
today, often feature text using slab serif fonts.

The added level of devail imhevent in italic txpefaces tends w
be distracting when it comes to large amommits of text—mak-

iy passages than therr

mg these faces less appropriate for leng
upright velanves. Sall, there ave mnes when Lrge blocks of
italic text are acceptable, such as when (ue 1 or ﬁli_"hhg:h.":'uf
text needs o he presenied in a way thar differenmates it from

ther, nos-italic ext
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Sans serif fonts, such os the Fulura used hare, are ganerally not
well suited for large blocks of text. Lacking serifs, these fonts
do not pravide the eye with the helphul, horizonial guidelines
of a seril foce SHH. sans wiil fonls ome ;Jerfec!ly oppropriale
for headlines, coptions and text blocks of shorter duration.

Bold fonts, whether serif or sans, are appropriate for
short blocks of emphasized text or captions that
need to stand apart from other text. However, used
in longer passages, these fonts appear heavy-hand-
ed and are not particularly eye-friendly.

SETTING LONGER PASSAGES OF TEXT IN ALL CAPS
SERIF OR SANS, IS NOT A GOOD IDEA. IT CAN BE AS
AMNNOYING AS LISTENING TO MEOMNE SHOUTING FOR
A LOMG PERIOD OF TIME-OMLY APPROPRIATE WHEM AN
INTENTIOMALLY JARRING EFFECT IS DESIRED

-“rfﬂ//r'f-.--’. R e Viia defend Arerl v A stmer”

BRI rsetl cidend Setehh B rnd IR Seid

Fort selection i not
the only tactor that
affects a text-block's
legibliity. See the fol-
lowing four pages for
more ariables that
are worth taking into

The readability of any sort of
unusual font must be care-
fully considered before com-
mitting it to text passages.
Who is the audience? Wit
will they accept?




TEXT ALIGNMENT

The alignment of type with-
in a bext-block plays an
important role in determin-
ing its readability and rela-
tion to other elements in
a camposition.

The most common methods
of alignment are Aush left,
flush right, justified and cen-

tered. At right are samples of
aach of these conventions.

EU th

nless e
text size is
small
enough, it's
difficult to
avoid spac-
ing problems
when setting
justified text
in a narrow
column.

146

FLUSH LEFT TEXT

The alignment of this
block of text is flush left.
This means that the left
edge of the text is aligned
vertically, Sometimes this
.'lrral'lgt'mfﬂf Is T'E.'“.‘Tl'(.’d rm
as flush left, ragged right
{since the right edge of
the block is ragmed). The
aligned lefr edge of the text
helps assure readability by
provided the viewer’s eye
with a consistent and pre-
dictable starting point for
each new line of text. The
ragged right edge lends an
informal note to a column
of flush lefr rext.

FLUSH RIGHT TEXT

The text in this column s
vertically aligned along its
right edge. Flush right text
is not as reader-friendly as
flush left text since each
new line begins in a differ-
ent horizontal position.
Flush right alignments,
therefore, are not well sui-
ed for long passages of
text, This arrangement can,
however, be a useful means
of establishing a clean visu-
al associanon between a
small block of wxt and
other clements aligned
along its righr edge.

JUSTIFIED TEXT

Text that is justified is vertically aligned along both s
left and right margins. Justified rext presents iself in a
formal, readable manner. Most books and magazines
feature text in justified columns. When the computer
sets justified text, minute adjustments are made to the
letter and word spacing that force each line fill to span
the tull column width, Sometimes this results in awk-
wardly large or small lewter/word spaces within the
columns. In these cases, the designer should be willing
to make manual adjustments to create a more even
visual flow of text. Columns thar are very narrow are
not well-suited for justified text since they often require
the computer to make extreme letter/word space
adjustments in order to force the text to conform to the
restrictive columns (example at left, bottom).

CENTERED TEXT
This block of text is vertically centered;
both its left and right edges are allowed to run
ragged. Readability is reduced because of the dual
ragged edges (especially when centered text is used in
wide columns). Thus, it's best to use centered align-
ment only with columns thar relarively narrow and
with shorter blocks of text. Inexperienced designers
often tend to over-favor centered text.

Rule of thumb: Avold mixing different alignments
between headline and text (e.g., a centered headline
over flush left or flush right text).

CENTERED HEADLINE
This headline/text combinarion illustrares an excep-
tion to the axiom stated above. It's okay to center a
headline over justified text because, technically, the
alignment of the justified text could also be consid-
ered centered.
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LEADING AND LETTERSPFPACING

Leading and letterspacing are two
more considerations to take info
aceount gwhen it comes to maxi-
mizing the legibility of text or aim-
ing toward a specific visual effect.

Leading 15 the amount of space

berween lines of rype. Leading, like

type, is measured in points, Ths

e s R text is set in Sabon Regular, 10
10/12 point, with 12 points used for lead-
ing. The extra two points of space

Lﬂ between these lines of text help
provide distinction berween rthem

and improve the overall readability.

MAME OF §

FOMNT ST

TITAL LEADIMG

This text is set “solid,” meaning
that there is no extra leading
berween lines. Space restrictions
e e and stvle considerations  some-

10/10 times require that texe be ser solid
even though it is harder to read
than rexr wirh exrra leading.

FRANKELIN CERTAIN BLOCKS OF TEXT MIGHT BE
Gt B0 | SET WITH NEGATIVE LEADING TO CRE

L
B/T | ATE A TIGHTLY PACKED EFFECT

Widely feaded passages of text
lend an airy feel to a page. This is

SABON 1T ;,lpprnpﬂ.jfg' when a !'n‘}('nl{' 1'11. d_"h'—

10,20
gance or leisure is desired or as a

means of filling a particular area

aof a layaut with type,
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Letterspacing refers to the amownt of overall space
betwween the letters in @ word or passage of text. With
justified text such as this, the computer varies the letter
and word spacing withim each line i order to force the
colwmn to align evenly on both sides.

When text is ser flush left, the computer assigns
the same degree of spacing between each character,
regardless of the fullness of each line of text.

Sofrware commands can be used ro reduce letterspacing
for a tighter-fitring look such as this (ar some expense
of readabiliry).

Letterspacing can be increased slightly if the
designer feels thar a more open feel will suit
a layout or purpose.

Letterspacing can be
eHaggerated when a novel
effect is desired (again, with
some sacrifice In readability
and typographic correctness).

SOMETIMES A HEADLINE

IS LETTERSPFACED TO FILL & COLUMN. OR FOR THE SAKE OF EFFECT

When working with headlines or text, practiced designers often take
fime to work over the computer's defauit letter and word space offer-
Ings. Manual adjustments to these detalls can have a great effect on the
fiow, look and leglbility of the type within a layout or publication. |See
pages 264-265 for more on these kinds of adjustments.) The most
Important thing to for a designer to keep In mind when using comput-
ers to compose toxt is this: Don't take its typagraphic decisions for
granted—let your eye tefl you what Is acceptable and what needs fixing.
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furTiIAY MAPS AND PARAGRAPHSES

he use of large initial capitals at the beginning

I of a block of text has long been favored by

designers as a means of drawing notice to an

area of text within a lavour (and away from more

highly emphasized elements such as a headline or

photo), In this example, the large T has been placed

in a clear, indented space that has been carved into the

paragraph thar follows. Note thar irs baseline aligns
with one of the text baselines within the paragraph.

s opposed to the method shown above, some

designers prefer to follow the contours of an

initial cap rather than carve our a block for

it to sit in. Some letters work berter than

others for this rearment. Either way, it is important

o be consistent within a lavout—not to vary conven-
rions such as rhis unless varianon iself is a theme.

ometimes an initial cap will be placed in such a

way that it sits partway in and partway out of a

text column, Large initial caps thar are displayved

in out-of-the-ordinary ways attract attention
both through their relative size and their uncommon
style of presentation.

Initial caps are sometimes subtle.

- L]
W
2~ hen space permits, an initial cap mighr be

allowed to extend above the rext block.

L} | Consider fearuring characters that have been

¢ artfully treated, dimensionally rendered or
textured. How abourt a letter thar contains an image
within its shape? Would an ormate historic lerrerform
fit the project’s theme?

‘ nusual lerterforms can be used as nitial caps.
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In this book, most of
the paragraphs do not
have indents. Rarther,
individual paragraphs
are  distinguished by
leaving blank spaces
between them.

A more common way
to distinguish berween
paragraphs is to indent
their first line. Note
that while the subse-
guent two paragraphs
in this sample have been
indented ro illustrare
this convention, this
particular paragraph
does not have an inden-
tation at its beginning.
Why is this? Styl-
istically speaking, it is
considered preferable not
to indent the first in a
series of paragraphs
(since, techmically, the
first paragraph needs no
distinction between irself
and a predecessor).
How far m should
an indent go? Just far
enough to show that a
new paragraph has
begun and maybe just
a little bit  further.,
Foliow the lead of expe-

rienced designers rather
than tvping teachers
{with all due respect)
when it comes to indents
and most other typo-
graphic considerations:
avoid oversized indents.
{And mever double-space
after a period.)

Here's something differ-
ent: an indent that'’s
really an “outdem.”
Sometimes an uncon-
ventional treatment
such as this can add
subtle viswal flar to
an otherwise stan-
dard layout.

Heres another trick to
add to your typographic
repertoire: images placed
between paragraphs or
sentences. ¥ These ding-
bats, small illustrations,
flourishes, or simple bul-
lets not only provide sep-
aration but can add visual
interest to a block of rext
as well, One last non-tradi-
tional approach to consider:
Indicate the start of a new
paragraph through a signifi-
cant change in the font
and/or color of the text.
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EMPHASBIZING

TYPE ELEMENTS |

Emphasis

A massage can be
highiighted by plac-
ing it in a layout's
outer margins.

Somenmes, within the lavout for ’
an ad, brochure or other piece
of promational media, a designer
will want to make cerrain words or
pieces of text stand out above other
elements. Several
different strategies
for typopgraphic
emphasis are fea-
tured throughout
this spread. Keep mn mind: unless
an emphasized element is meant
to be the center of artention with-
in a composition, do not grant it
so much visual strength that it
fights for dominance with, say, a
headline or fearured illustration.
{Refer to *"Visual Hierarchy,”
pages 64-65.)

Fr"

Text vught break ot of a column,
be printed in a bright color, or pres-
ent fiself m a bold fomt for notice,
Or, it conld do all of these things at
ottee (aboire, tapriost ;_‘IJHIPJEL

Text could wrap around a
shape or a graphic silhou-
ette that contains a featured
message. Again, color, size
and position are each impor-
tant variables 1o consider wirth
this kind of add-on.

Colored rext calls for attention,

as does type that
is relatively large.

(I»::g-r

For the sake of
notice, text ele-

ments could be

tilted, enlarged,

colored, doodled-upon

or made to appear dimensional,
textured or damaged.

A designer might use a block of

color, an illustration or a phoro

"“ as a backdrop for a

featured type ele-

' ment. (See pages

‘ 180-181 for infor-

mation regarding

text and image
combinations.)

NOTICE:

A block of note-
worthy text could
be placed within a
simple border to
set it apart from
other elements.
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COLUMNS

Naotes on the the same time, pro- needed to avoid A man possessed of an  sider what might be any
columns featured vide opportunities for  excessive hyphenation working like fury to  outsider’s opinion of it.
on this spread: the placament of of extreme lettorspac: hold his grip on He must hold his
visual slements with-  ing, If called for, it to fix it on grip on the mean-
| A) Text con safely be  in the text. When divider lines betwesn as may not ing he has caughe
‘ presented in a single  using calumns, be columns might be stop o see just from nature, and
| column as long as sure that the gutter  needed to visually how he is doing the he cannot grope for ways
l the column is not 5o (the space between  separate them. waork; nor may he con-  of expression. His need is
| wide that it makes @ columns) is ade-
| hard for the eye to quate to visually F} Experiment with
| find its place atthe  koop them apart. ultra-tight, narmow fhe meaning be has caught shied techigue, tied s
beginning of each cokimns when frum atwre, and be camet  and thal, expenmented, and
new Hine. D.E) A three column reandability s not a e for waps of eression. huntzd for the ight phrase:
format ks used In critical Issue. Here, Fis meed & immediate, The ot mow he & ot in e hawr
B, C) Breaking n text  these eaamples. readahility has heen iea oot Hemsthave of research, He is in the haur
biock into two When columns are sacrificed In favor of fechrigue—but e can now  of espression. The only thing
or more columns can  namow, 8 small fonl-  a somewhat novel we ol what he aticly  be has o b mnd & the
make things easler  size or 3 compressed  presentation. it e st hold s g on  foows AL her ties e hes s n e legance o s
on the eye, and at typeiace might be
A mam possessed of an idea, | (e mesning he has coughl | stulied techige, ed s
e hury to hold bis | from natwe, and be cansel | and Mhal, experimented, and
{Text from The Art Spirit, by Robert Hensl, 1528) tandto kit oncan | gope for ways of expression. | hunted for the rght phrase.
¥as may ool stop 0 %66 just | s need o immedate, The | bul ow he i nol in the baur
A man possessed of an idea, working like fury to hold is dog the ork: nor | dea s eeting He must have | of research. e i in the haur
Phis grip on it and to fix it on canvas may not stop to e consides what might | techoigue-but e of expession, e only
ie ju-.lr how he is doing the work; nor may he consid- :“ mtﬂ-: ise oy whil hm e e 00 b5 ,;mﬁ‘:
[ Frwhat might be any outsider’s opinion of ir. He must it He must hokt bis gip on | imows. At other times b s | i ks o e legance of s
hotd his grip on the meaning he has caught from
nature, and he cannot grope for ways of expression.
A man pos- o of it He must | only what he axpression. The
of an hodd his gripon | achually knows, | only thing he has
A man possesscd of an  be any outsider’s opinion oy gl il fogenb g [ty
, working like fury to of it. He must hold his frigon itand fo | naturs, and he | techaigue. tied | elegivce of his
L Q:] hisgriponit and to  grip on the meaning he fi it on camas | cannof grope for | Ihis and iat, sapression. he
fixfit on canvas may not  has caught from nature, :m:;p: :;’::. m m:‘;
ﬂ!\i?\ o see just how he is  and he cannot grope for s doiny the immaciate. The | the right pivase. | and the idea
doing the work; nor may  ways of expression, His work for iy he || ided is Restrg. | Dul iow he is ilove which pas-
he consider what mught  need is immediate. The m.: '... EM. HT ‘ :mﬁ: .:-l“’.:'x
ouisicers opin- | e can now use | 560 the hoar of | Be tuprested,
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Subheads are |ike minl-headiines within a biock of text. Subheads
usually announce beforshand what the content of a specific section of
text wifl contain. This helps the viewer understand and mentally organ-
Ie content even befors they read it. Subbeads also provide points-of-
reference that enable the reader to locate specific content within the
text. The use of subheads grant the designer apportunities to add visu-
al spark to farge, and otherwise bland, blocks of text. Samples of sev-
eral different styles of subhesds are presented on this spread.

Ower the top

A subhead can be placed over the top of a section of
text, Ofren, the fonr used for such a subhead will be a
bolder version of the one chosen for the text. It might
be presenred in an iralic face, colored, sized one or two
points larger than the text, or made into all caps.

IN-LINE SUBHEAD. A subhead can also be placed
“in-line™ with the text it precedes. Naturally, there
needs to be a distinct difference between the subhead’s
appearance and that of the type that follows.

Extra tall subbead. an inine subhead
can stick out above the text it leads. Here, an italic ver-
sion of the text font has been used for the subhead.

CONTRASTING FONT

A fonr that contrasts with the text typeface could be
used for subheads. A bold sans senf font might be
paired with an old-style, senif font (as seen here). A
script or hand-lettered font could also have been used
as a subhead in this example o achieve a completely
different effect. (See pages 262-263 for more about
combining rypefaces.)
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Consider uncanventional solutions such as placing tine-
ed subheads behind text blocks. Here, a heavy sans senif
font has been used for the subhead—its bold weight
helps assure the readability of the lightly colored type.

Subheads can be contained in graphic elements such
as boxes, shapes or images. This subhead has been let-
terspaced to give it (and the box that encloses it) more
visual substance, The designer must decide bow mch
notice subbeads showld receive within a given layout
and adjust their size, presentation and color charac-
teristics accordingly,

Subleads in  Subheads can be placed in other-
an adjacent  wise blank columns alongside the
column  text. These columns could also
contain small illustrations or

other highlighted content.

Spanning A variation of the

above: Here, the sub-

c I head breaks into the
0 umns text-column from out-
side its boundaries. Interrupting

the verrical margins of columns

introduces a note of informality
to the structure of a design.

Linework can also be used to sep-
arate text from subhead. Use a
line weight that does not call too
much attention to irself,
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HEADLINE TREATMENTS

Headline
Treatment

Opnons

HEADLINE
TREATMENT
OPTIONS

When it comes to pairing headlines with rext, there
are many font and placement opuions worth consid-
ering, Headlines can be large or small, as long as
they are prr‘s:'nrc'd in such a way that they attract a
proper degree of notice. Headlines can floar above,
be placed within, or sit alongside areas of text.
A beadline might run vertically up the side of an ad

HEADLINE TREATMENT

Headline
Treatment
Options. TREATMENT
OPTIONS
Ai-_i:'n_-u I: -qh_d-:--. un:_; A duily Ry Bleee  dal duily bi ll-h.:
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ar brochure. Its baseline might be horizontal, slant-
ed or curved. The fomt used in a headline might
match the face used in the text or comtrast with
it. (See “Combining Fonts™ on pages 260-261.)
Whatever you do, be aware of the overall visual
hierarchy between the elements of the compaosition
{covered on pages 64-63).
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TYPOGRAFPHIC DON'TS

DoN'T LET YOUR
CoMPUTER DO
THIs TO A HEAD-
LINE

Even the smartest computers make silly design deci-
sions. Be warchful: don't ler your computer get away
with lousy typographic judgements such as this head-
line with its unsightly hyphenation and awkwardly
short last line.

On a related note, there is something typographically unbecaming about
this paragraph. Do you see it? Its called an orphan, and, typographical-
Iy spaaking, this term refars to & word that sits ail by itsalf at the very
end of a paragraph. Whenever possible, make manual adjustments to
previeus lines of type in order to either absarb the orphan into the text

above, or o gve it company in its lonely position at the end of the
line,

Avoid setting headlines that seem out
of balance.

With its long, heavy first line hanging over a much
shorter second line, this header feels precariously bal-
anced, as though about to tip over. When needed,
adjust headlines to pur them into a more stable, visu-
ally balanced arrangement such as the one below.

Avoid setting headlines
that seem out of balance.

NEVER, PLEAD6.

The gods of legibility, spacing and aestherics all frown
upon all-caps presentations of most script and hand-
lettered rypefaces.

0 Avoid stacking headline type vertically. It is usual-
U ly betrer to rurn the type on its side and let it flow

up or down. Still, there are situations, such as

c when an intenttonally funky presentation is

H desired, when such an arrangement is acceprable.

Rarely is it a good idea to combine

DIFFERENT SERIF FONTS

THE SAME GOES FOR
SANS SERIF FAMILIES OF TUPE

(Mare Info on font combinations is presented on the next spread )

And finally, a quote from the legendary type designer, Frederic Goudy:

“Anyone who would letterspace

lower case would steal sheep.”




COMBINING FONTS

A musical duet or tria that
is miade wp of different
instruments is able o
achicve a .lm..hllr.fjl' of sommd
thar could mot I'J:' n»pfn-.u-
ed if all of the mstruments
were the same,

Similarly, when fonts from
different families are com-
bined in a logo, lavout or
publicanon, an mnteracrion
occurs thar can deepen and
enrich the composinon.

Combining typefaces is not
for the faint of heart: avoid
timid decisions! Effective
pairings are usually those
where discernable and
obvious differences exist
berween the faces. Tepid
combinanions tend 10 look
like errors or halthearted
attempts at design.

Generally, it Is best to limit the
number of fonts within a plece to
two or less {or perhaps three, i, for
instance, 3 particular font is nesd.
ed for extreme smphasis). With
skill and experience, howower, &
designar might successtully com-
bine a larger number of fonts to
achieve an eclectic look. Refer to
designs from the 1800 and early
1900's for szamples of extrome
multi-font compasitiens.
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Here, a heavy sans serll font has
been combined with a lght serf
typeface. The faces are notably
different, as are the sires In
which they appear—a strong
degree of contrast that lends
richness to this simple combina-
tion of wards,

In this sample, visual potency
has been further amphified by
combining fonts with ewven
greater differences between
them. A logotype cambination
that is meant to project a fesling
of energy could benefit from a
presentation such as this.

Here, a light sans serf font is
combined with a light serf foat.
The association feels weak,
timid. To succesd, ane of the
typefaces would have to be
eachanged for something signifi-
cantly difterent than the other,

Otwvious differences between
these faces lend & note of
Intriguing eccentricity to this
pairing. Combos such as this
succeed 55 long as the resulting
visual message is appropriate to
the theme being adwnced.

Remember: The presentation of
different fonts within a logo or
lisyout can be varied as well.

COMBINING

DIFFERENT FONTS

Motr the echa befweed The wisia) gualitiey of the
negiive wages of theie rew fonls. Sublble Waaa
conrections can be soughi @ geiet connectiom
batween cumigating foeby a0 desieed

OMBINING

DIFFERENT FONTS

TOMBININ

DIFFERENT FONTS

G

GOMBINING




CHARACTER AND SPACING ALTERATIONS

Take advantage of the capabilines of graphics software to
make alterations that will enhance the appearance of
type that 1s desuned for featured use as a logo or head-
line. Beloe are examples of adjustments that bave been
made to typeset words in order to improve ther visual
balance. On the apposite page are finished logos whose
type was digitally altered and adiusted to achieve its final
appearance. As a designer, be finicky: take the time to
alter and adjust type until it satisfics your aesthetic crite-
ria. Be opporwnistic as well—keep your eyes open to
cases where graphic intervention can be applied to create
intriguing visuals.

COMB ===

elements if they are
to present themsshes

COMB &=
\ N offering. Note that the

M and B are crowded
compared to the C and

COMB ===
ATLAS Ss=a=sms

al relations. Hers, praphics. software has

rm been used to shorten the horzantal line
A_ AS of the | and thereby tighten its fit with
wt the previously-distant A. The serifs. have
alse been cropped throughout to aliow for

K I M a tightsr fit. Note the seamiess connec-
S tion (Ngature) between the A and T.
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GRAPHICS WITH TEXT

There are imfinite ways in which grapbic and typo-
graphic elements can be combined for the purposes of
a logo, beadline or featured image. On this spread are
a few thoughts, examples and axioms to consider.

The same guidelines thar apply to combinations be-
tween fonts apply to type and image associations:

combine styles that are either
complementary or contrasting;
avoid outright conflict.

When is 2 COMPLEMENTARY association the answer?
When should CONTRAST be sought?

In general, graphic elements that are visually and the-
matically COMPLEMENTARY amplify whatever visual
theme the two possess. An elegant typeface, for exam-
ple, could be combined with an elegant graphic element
for—you guessed it—an elegant overall presentanon,

CONTRASTING styles can be combined for intriguing,
humorous or sardonic purposes. For example, a
playful feeling of tension might be achieved when an
elegant typeface is paired with a raw and bold
graphic element.

Be mindful of the concepts of effective composition
when working on these kinds of visual connections:
strive for clear visual hierarchy, sensible alignments
and a pleasing sense of balance between elements.

Oppasite: Four variations of the loge that was first featured on page
123. In each sample, the visual character of the graphic slement sither
camplements or contrasts with the type It accompanies. (Note: A group
of lmyouts such as this is & good representation of the scope of concepts
that might ba offered to a cllent for a design presentation. )

PINPOINT

BENEFITH4CONSULTANTS

Pinpoint

BENEFITRLCONSULTANTS

PINP@INT

BENEFIT CONSULTANTS
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commantary:

presentation prep.

Here, at the tall end of
our sections on Composition
and Components, seems an
ideal place to offer & handful
of thoughts about the prepa-
ration that goes into show-
Ing our work, and ourseives,
to the client.

The presentation really
begins when we first walk
into the client’s office (or
they into ours).

A client’s procass of evalua-
tion gets underway the
moment they see you (not
your work, you). And yes,
while they are surely check-
ing out your physical appear-
ance and outward conduct,
what they are really inter
ested In is something a littie
less tangible.

You see, the client, who
has plenty of things to worry
about besides how this
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meeting will go, wants more
than anything to be able to
look at you and see (for lack
of a less flowery way to
put it] a glowing, calming
aura of unimpeachable con-
fidence radiating outward
from your being.

It's true. A designer who is
percelved as confident s per
ceived as having things
under control—as Someons
who is about to make their
client’s life sasier by solving
their need for @ beautiful
logo. ad, brochure, etc.
Conversely, a skittish design-
o can put the client on edge
and lead them to wonder
i the designers jitters have
anything to do with the lay-
outs that are forthcoming.

idealty, having basked in the

warming phosphorescence
of your confident and relaxed
manner, the cllent is them-

self calmed. And you, thelr
capable designer, their cham-
pion, is off to a great start. it
Is much aasler to seil ideas to
2 relaxed cllent than a wor
ried, defensive, nervous and

aspect of the creative work
you will be doing for this proj
ect, try to gather as much of
this info as you can before
you begin to create.

One last tip: be sure to pre-
fiight your designs thorough-
ly before presenting them.
Take the time to step back
and critique every element,
placement. color and word
within the layouts. Ask your-
self if every single creative
and conceptual decision
that has been made has a
Eood reason to back it up
(and remember these rea-
sons—the client may well
ask you for them). Fix any-
thing that doesn't stand up
1o your own blistering review.

Having accomplished all
these preparations, lay claim
to your wellearned aura of
confidence and creative bril
Hance and let It glow.
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ENT EVALUATION, C.A.P.

—

- Evaluating —

Components~ “Connotation

\Put on your Fvaluation CABP

— |

|Evaluate the components that you create, both by them.
\selves and within the context of the layouts in which

—

[they are appearing. Compare your work with what you

588

toward improvements that will bring yours in linewith—
{and above—what other designers have done for similar
tprojects. Ask yourself questions about the components. |
__you have crested based on:

(CONMNOTATION
ATTRIBUTES

JAsk:

Does the visual style of this component tie in with

[the theme it ought to convey? Is every sub-compo-
~—— _ |nent within the element working toward the same

thematic goal? |s its theme projected in a way
that could be seen as too specific o

—broad? Could color, proportion, quality-of-finish or

fant choices within this graphic element be adjust-

4 LY DELIE L I

Would it _be helpful to show the logo or composi-
tional element to others in arder 1o find out if they
iperceive it the same way as you?

1=y ghi refl e

IPLACEMENT

In_addition to these three criteria, it is important

1o also judge your work using the CAPS related
to Compaosition and Concept (pages 118121 and
|336-339).
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COMPONENT EVALUATION, C.A.P.

Z. —:;3‘;'
Attributes —_"zPIacement

Ask: ) - Ask: ———
Are you satisfied with the visual weight, structure, . Should this component be given a starring or a sup-
color and presentational style of the logo or graphic  — porting role within the layout? Should it call atten-
element? Could linework be thickened, made thinner tion to itself or go virtually unnoticed? Something
oor “roughened up” in order to better establish the  __inbetween? What sort of placement should this
_ element’s aesthetic and thematic integrity? [sthis __  graphic element be given within the composition?
l ——£rapnic_or typopraphic_element associated with 8 __ Should its edges align with other elements within
‘backdrop? If so, does the element stand out clearly the layout? If so, will it conform to the same align-
and is it in thematic agreement with the backdrop? . ment conventlons that apply to other elements in
Have color options for each compenent been ex- . the composition (flush left, flush right, centered,
plared? Will the color scheme of each element fitin ‘ete.)? Should this element be visually grouped with
well with the scheme of the larger layout in which iners for conceptual and aesthetic gains? Once
they are placed? Is the element intended for broad . placed within a layout, should the element be fur-
|

juse (i.e.. a logo)? If so, has it been designed insuch . . cropped, rotated, moved, sized or ait in
\away that it can be presented in a wide variety of  way?

sizes and displayed in various sarts of media? |s the
lypography appropriately legible? Is the text large
enough for the intended audience to easily read?
Does the look and feel of the type connect with the
‘overall message? Is it time to look for new fonts?
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Cancept i

Concept is

Concept is

Concept Is

Concept Is

Concept Is



Concept carries weight.

Concept simply is

Concept, when it is effectively applied,
demands and hooks the viewer's attention.
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Being an abstract, how is concept delivered to the
viewer's eyes and mind?

Concept is delivered through the prase of conveyance.

With visual media, conveyance is the delivery of mean
ing or mood from the observed to the observer.

Clothing and automobiles convey. Architecture con-
veys. Couches, chairs and tables convey, Salt shakers
convey. Your designs convey through words, rypogra-
phy, images, decoration, composition and style.

The convevances that reach us through what we see
are capable of nothing less than shaping the way we
perceive, feel about, view and react to our entire
sphere of reality.

Consider the Sistine Chapel, the Statue of Liberty, a
1968 Honda Black Bomber motorcycle, the color red.

Conveyance is relative. It is important to understand
vour audience in order to know how to connect with
them through ¢

WEvance,
Applying conveyance is largely a matter of instinct—
an instnct developed through living, looking, think

ing, feeling and doing,.

The following spreads provide several examples of comveyance at
work. The world sround you provides countless others. Take a look.
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NOTING CONVEYANMCE

L

Both the content of a layout and the style in which
the content is presented carry meaning to the view-
er. This is conveyance in action.

Conveyance can be uplifting, ominous, passive,
aggressive, energeric, erotic, restful or a thousand
other adjectives.

Images, layour conventions, typography, and words
themselves all convey...something. The designer
must rely on instinct and experience to decide if that
something is the the right something for the message
and audience being addressed.

Conveyance is everywhere, Comveyances are striking
you right noi, as you read these words presented in

this italic typeface, and even as yowr peripheral vision
notes the cordial handioriting above this text and the
organic movement of the swirling image to the right.

Teach your eyes and mind to note conveyance—is it

the vehicle by which all of our concepts and messages
are delivered.

2184




CONVEYANCE AT WORK

On this page: one shoe
and a pair of laces.

Opposite: the same
elements, along with
a dash of whimsy,
Conveyance changes
everything.

Convevance depends a
lot on the person who
is looking at the image
or the layout being
presented. Search for
connotations—both
visual and thematic—
that will connect most
directly with the target
audience for your
piece. (More on audi-
ences beginning on
page 329.)




COMBINING CONVEYANCES

conceptual

SUMS.

Perhaps a graphic designer
who speclalizes in solutions
that are both creative and
practical could use an image
such as this as the basis for
a promotional postcard

or advertisement...
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Strive for thematic agreement betiween
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COMMON AIM

Three's a crowd. A theme
of disorderly merriment is
conveyed through: 1) A sky
jam-packed with toy air-
planes; 2) Bold, multi-

colored type that has
been wedged into a tight-fit-
ting block; and 3) Elements
that overlap one another and
leap gutters. These composi-
tional and content conven-
tions make up a con-
veyance of crowd,
chaos and color. To

he[p ensure a c|ear | concordant connotations casting clear conveyances|
delivery of message,
identify a word or set of
words such as the ones
above and use them as
points-of-reference as you
add elements and apply
compositional and stylistic

decisions to a layout. For
maximum effect, aim as
many visual and thematic
elements as possible toward
a common conceptual goal.

“.”




COMPOUNDING CONVEYANGCE

Each of the five images
on this page carry a
shared connotation of
energy. Some of the pho-
tOs COnvey emergy in

terms of electrical vutput
ar transmission; some in
terms of movement.

Being thus pointed
toward the same themat-
ic goal, these images
make ideal components
for a collage whose mes-

SAEC IS CWETEY.

Note also the bitmapped
rypeface used in the col
lage itself. Asa font with
digital origins, it roo car-
ries encrgy-related con-
veyances that are n
accord with the connota-
tions delivered by the

other elements.

When conveyances are In
agreement, meaning Is
amplified.
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FHIC PLAY

Ivpe can be used to impart play-
ful conveyances of its own
either alongside or apart from
the actual meaningis) of the
words being presented,

Treatments such as rthese can
raise the level of visual interest
within a headling, logo or fea-
tured typographic element.

HJ[,

A typographic joke.

Meaning and
presentation [esting
with one another.

A typographic

Type that means
whist it says.

Type and meaning

Times Roman

Jreen

umgpside

splat
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Theme is the envelope in which concept i1s sent.

Theme is the tone of a picce, its emotional appeal (or
lack thereaf), its style of presentation.

The convevances in the previous section deliver con
cept through themes of orgamic growth, freeflowing
Creativiry, suifiness, .:..‘_ur.r!l L'nrr'.g.uu ¢, dfomiic fulurism,
tangled comfusion, creative practicality, solitude,
crosvdedness, chaos, energy, muschief and bumor.

Theme is a powerful and influential force that
speaks to the viewer on both conscious and sub
conscious levels,

Themes can be wonderfully enigmatic: abstract but

concrete, mdefinable yet precise.

If the theme of a piece is relevant and appealing to a
viewer, and if each of the elements within the piece
points toward that theme, connecrion with the view

€T 15 maxumized.

Theme can be applied to almost every project, from
a business card ro an ad campaign. Define the theme
for your piece and write it down in its most distilled
torm—a word, a sentence. Keep this “thematic mis-
sion statement” before you as vou work, and evaluare
each element or idea that you add 1o the design against
its ideals.

The following pages provide ssamples of broad thematic cate-
gories, as well as some means of delivering thema.
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WARMTH,

WELCOME

How could you resist?

Most viewers ane drawn to scenarios of warmth
and welcome, Images and deslgns that convey
these qualities can serve as people magnets—
imdting attention and conveying affability.

Naturally, images such as this should also te
In with the overall message of the plece In
which they are usad. Once a viewer is drinwn
to investigate a design through a particular
emotional appeal, they expect to find a mes-
sage that is in accord with that theme. If they
do not find this coanection, they may feel
manipulated and become distrustful of the
pigce’s message.

And remember: theme ks relative to sudience.
all, If cats were people, how might they
this phato?

r

-
-

EXERCISE:
Thematic agreement

Nepdad: svery hands-on
and conceptual skl you
PORSEES

Design & book cover
for e folkowing titke:
Flirting with the Bully

Bagin by deciding on a
therme: for your design.
This theme could be exot-
. pragmatic, paful, sen-
ous or postic, It might be
siraightiarasnd or enigmat-
Iz You should be abke

tD Siate your theme i a
singie word o & short sen-
tence, Considar this thama
catefully; & will direct the
look-and-leed for every
alement of your design

The design parameters

for thes projact are wide
open. You may use any
kand of image, typographic
alement, compositional
deviCE AN GO SChama
vou (ke as long as each
is aimed toward the same
conceptsl goal

See how mary thematc
echoes you can achiow
among the conceptual and
visual phements of yous lay-
out. Look for ever deepar
and mone sulitle ways of
thematically enforcing the
message of the design

Come up with ol leas! two

SR ATy ey
siemant of every design
you create from now on
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EHOCK VALUE
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Shock: i's mostly a matter of who the audi-
ance |s and what they are used to seeing,

A grocery-store butcher is likely to see this
image quite differently than a vegan activist.

Evaluate your audience and decide whether
an unexpected or shocking theme might
best serve the project. If so, brainstorm for
content and presentation ldeas.

04
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MISCHIEF

CONCEPT
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woman taking a break behind the shop. Mot

front page news, but still, there is a force at work

that's powerful enough te attract the attention of most
the human elemant.

n we ioe le, both in real life and in pictures, we
i to “check them out'—especially those wha we find
intriguing or to whom we feel some kind
of connection.

In mamy cases. adding @ human element o & theme

imlu appeal—as long as the people being

 faatured are done se believably and in-tune with the
target audience s tastes.

Clues about your sudience's people preferences can
be found in books and magazines that are relevant
and popular among these viewers. Additional intel

might be goined through some actual field-
g ¢ P - oo your projected audi-
' i : poie natural habtat—a mall. 3 bikors

sing homas, a fly-fishing conventian—
y are Hkely to congregate.



CONCEPT

\

here is
abscurs.

(Literally.)

Obscurity can be

used as a theme and as

a way of delivering thema.
Mutpeopilllndhh:mu‘

tesist a woll-presented puiiie,
actusal or thematic. If thils photo
were the featured Inan ad,
could you help yourself from reading at
least & line or two of th text to find out
what's going on?

Juxtaposition {a com of objects that

seem Lo be o cress pu s or without an olwlous
reason for thelr associatie ImhuMhM
intrigue, ambiguity r. Juxtapasition, when used
effectively, takes of people’s pistural tendency to
memla_l'hmm.‘.' ¥,

o ’




Mischievous (and perhaps cynical) themes seem to be at play in this
image, And even though its meaning is not immedistsly clear, the photo
begs attention through a shameless appeal to the darkly capriclous
nature that abides in most of us.

Wha knows, perhaps an image like this could be esed to accompany an

article on the pros and cons of long-term relationships, an expesé on co-
dependency or the dangers of sexually transmitted diseases.
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NOSTALGIA

The good old days. Flashes from the past.

Many viewers find themselves drawn to themes af nostalgla whether
or not they were ever a part of the era being aliuded to,

The poster opposite is not an announcement from yesteryear, nor does
It strive to pass itself off as one. StIL, it contains visual references to
days gone by varled type styles. a muted palette and a crudely rendered
| Hhstration of an old-time country folk singer. Together, these stylistic
| clues infuse the poster with a hint of nostalgia.

! If the audience for a particular message Is one thatl might respond
| positively to this kind of presentation, consider your options and look
© to authentic samples from relevant eras for nspiration and ideas,
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PRACTICALITY

Should the instruction manual for a lawn mower be designed around
themes of rage or sansuality? Probably not. Should a table of finan-
cial data contain thematic references of Intrigue, spirituality or heavy
metal rock-and-roll? Doubiful.

Utllity and practicality are themes, too. And sometimes, they are the only
themes that can ba sensibly applied to a particular subject or project.

To carry off such a theme, each element of the design should point

toward it through layout that are ! , imbeli-
gible and clearly organized. In these cases, function and form
b the d of ion [as opp to the more emation-

based criteria used in the previous thematic examples).
Still, that doesn't mean a designer can't throw in & surprise or twe, even

within austere themes. After all, themes are a lot like people; even the
mast serious folks have been knawn to crack & joke now and then.
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Varlety-within-unity is the pres-
entation of elements that are in

accord with ome another, and
that also have a degree of indi-
viduality among them. And while
nat necessarily a theme itsalf,
warbety-within-unity is a principal
that can be applied to all sorts
of themes in order to to enrich
and deepen their conceptual
and pesthetic appeal.

Variaty-within-unity has long
been employed by artists work-
ingg in @l kinds of media.

The pattern at left is filled with a
repétitive sequence of identical
elements. As such, it provides
apt decaration for the page. It is
nelther chalienging to the view-
o § iye por particulanly demand-
Ing of attention.

If the designer of a spread like
this wanied to deepan the level of
visual Interest and energy of
these pages, variations within
the pattern could be sought.

The pattern at right is still
based on the square-orfented
theme of before, but variations
have been applied to spice
things up. While stilf refatively
easy on the eye, this patterm
also provides the viewer with
subthe opportunities for visual
expleration on both wncon-
scious and conscious levels.

The degres to which you apply
variation atfects the energy and
notice penerated by a design or
work of art Greater variation
usually results in greater meas-
ures of both energy and notice.

Don't be fooled by the simplicity

of this demonstration. Varety-
within-unity can be applied in
endiess degrees of subtiety and
depth in all farms of ari
Consider the structure of great
musical pieces, the chamcters
and plot of an intriguing story,
the afferings of a fine meal, the
components of a great painting,
 typeface.

Variety-within-unity also exists
abundantly in nature. Consider a
field of popples, wawes coming
ashore, the human race.

Wrap your head around this con-
cept and you'll see sxamples of
It everywhare in art and nature.
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Bullding a layout is like
building a tower of blocks.

The purpose of a tower Is
to...tower. Right? Our
tavorite block-towers seam
to be those that reach
high, stand securely, and
tickle our aesthetic fancy.

To build such a tower, the
blocks used must be
selected In terms of fit,
function and appearance
{good block-tower-bullders
seem to know this instinc-
tually). Every block of a
great tower must be reach-
ing toward one and the
same goal: to rise. beauti-
fully. Biocks that lie too far
from the tower's center of
balance, or ones that are
colored or shaped in a way
that visually conflicts with

the others, put the sky
scraper's structural and
visual integrity in jeopardy,

Back to layouts:

The purpose of a layout is
to...tower. A successful
layout stands above the
status quo and delivers its
message baautifully. The
best layouts feature ele-
ments and attributes that
share agreed-upon concep-
tual and asesthetic goals
{goals that appropriately
reflect both the needs of
the audience and purpose
of the piecs).

Use instinct and logic to
tell you whether each
aspect and element of a
design are working toward
the delivery of the same

message. Avoid adding ele-
ments that have a separate
agenda, no matter how
attractive they might be on
their own. Develop an
inner eye that looks for
these relational dynamics
as you work, Listen to the
inner voice that tells you
when you are on track and
when you are beginning to
stray.

Once you begin to look at
your designs in this way,
you'll begin to evaluate
them in a whole new light.

Look around and wyou'll
see: great layouts and
works of art tend to be
those whose elements
point with the greatest
degree of unison toward
the most worthy goals,



-ﬂwn—' 5 Bo m'u'.rl':l'll sfate u hen it comes o creativity

Anything that i1s alive and organically active is either
growing or decaving. This s especially true of creativity
(which, it could be argued, is itself an orpanic entity).

Observation, study, practice and play are all essential
elements of creative growth, Each has to do with
expanding our creativity through either nourishment
OF eXercise,

Without a lively, Hourishing array of instinctual and
intellecrual creative abibinies, our hands-on technical

skills are severely limited in what they can do for us.

Cultivating creativity often requires sweat and stami-
na, though it should not be seen as a chore or an obli
gation. (If it starts to feel thar way, consider changing
tactics or taking a vacation.)

MNaturally, variances between artists” creative pracrices
are endless. Therefore, the ideas and informaton in
this section are offered as suggestions; fuel for thought.

Look for ideas that square with your own, as well as
those that are new to you and seem worthy of consid-
eration. From there, create your own best ways of cul

nvanng your imaginative and conceptual skills.

In this chapter, we take 2 stop backward. That is, we focus on the
creative practices that stand behind the components and compe-
sitions through which our ldeas take lorm.




YOUR OWN CREATIVE EXPANSION

Just as water cannot be released from
a dam if the river behind it is dry, our
creative output won't amount to much
unless we are tapped in to a continuous
source of fresh ideas and information.

Fill your creative reservoir by training
your eyes to SEE and your brain to
ABSORB. Keep your eyes and brain with
you at all times and keep them both
wide open to input from without.

Take the ume to look at art (both
commercial and fine), Look at the
examples of architecture, fashion and
advertising that come before vour eyes
each dav. Look at automobiles and
evervday abjects of all sorts; take note
of both their aesthetic and functional
qualities. Look ar people—closely.
Look at faces, eyes, hands, elbows,
feet. Look ar the stuff thar other peo-
ple have put up on their walls. Look at
handbills and graffin. Look ar envi-
ronments, both natural and man-
made. Go ro libraries and bookstorss
(new and used) and look ar books on
art as well as books thar have nothing
to do with art. Visit galleries, wisit
museums. Take frequent field trips to
places that feed creativaty.

Strive o make seemmg and absorbing
the defaulr semings for your eves and
mind.

Fill your creative reservoir from sources of all kinds:
Everything we allow to come into our conscions and
unconscions mind can be used as creative fuel for all
kinds of expression,

Read. Read the classics, read pulp ficrion, read a vari-
ety of magazines. Read before bed, read during lunch,
read on the weekend. Read solo or as part of a group.

Watch movies that are not of the mainstream variety.
Have you seen films by Akira Kurasawa? Sergei
Eisenstein? Jean-Pierre Jeunet? Jim Jarmusch? Werner
Herzog?

In addition to taking mspiration and information m,
another essential activity for anyone who wants to
expand their creative abilities is to put their ideas out
there through the practice of their artis).

Practice is an investment that yields great returns. For
every idea that it borrows from our creative bank
account, it adds two, three, tenfold in return.

Redefine “practice™ as something you simply do, like
breathing; not something you have to do, like cleaning
the fish rank.

Practice what you are already good at. Practice what
you want to do better. Suspend judgement when you
practice; take chances, Save perfection for your pro-
fessional and commercial work.

As artists and designers, most of us have always been
doodlers and drawers. Who said we could stop doo-
dling once we became “pros?” Keep something to
draw with and something to draw on with you at all
times. You can figure out a way to do this. Every note-
book that you fill with sketches and words leaves
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vou a different artist than before.

Invest in the tools necessary to create art. Don't be
extravagant; modest tools suffice, Then again, don't be
cheap—crummy tools can sometimes stand between
what's in your head and what you are able to produce.

Practice digital skills as well. Take advantage of the
powertul tools of the cyber-era to bring your personal
visions to life. Create websites of your own, make dig-
ital mowie shorts, alter photos and produce images
from scratch,

How about expenmenting with new media? Learn a
musical instrument, borrow or buy a digital video
camera, become a better cook, act. Creanvity gamned
in on¢ medium invariably spills over into others,

Get used to the idea that not everything you create will
result in a monetary reward, Your after-hours and at-
home art projects are for YOU, not for vour chent’s
benefir or your bank account.

All of rthese personal habirs of observarion, study and
practice add significantly to our professional range of
crearive and hands-on skills.

PROFESSIONAL CREATIVITY

As commercial artists, we live something of a dual life. In
our personal lives, we create for ourselves, our friends and
for no one in particular. Professionally, we are asked to
apply our creative abilities for the purposes of pleasing
and meeting the needs of our bosses and our clients.

Our personal work is evaluated against terms of our own

choosing—against what it is we want to accomplish or
create., Our professional work, on the other hand, is

ile

evaluated in terms of its ability to reach
and deliver the client’s message to a
specific audience. Any professional
project, if it is to succeed, must begin
with an evaluation and understanding of
the audience being targeted.

Concept may be King (and Queen, and
Czar, etc.), but AUDIENCE is the force

that governs over all.

When you get right down o it, we, as
designers, are not being hired merely
to create pretty designs and pictures.
Designers are hired to create visuals
that effectively deliver a speaific mes-
sage to a specific segment of the popu-
lation (a.k.a., the “target” audience).
Good designers are those who are able
to consistently find ways of doing this.
The thing thar makes cerrain designers
great is their ability to deliver well
aimed messages that are also concep-
tually and aestherically beauriful,

Identifying and understanding audi-
ence is an art unto iself. Many design-
ers give short shrift to this essential
aspect of professional creativiry. This
15 a mistake. This means that the suc-
cess or failure of their layours will be
more a matter of chance than design
{pun intended}.

Ask your client who they think the
audience is for their project. Whar do
they know about the likes and dislikes
of these people? Is there a particular
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segment of their rarger audience
that they wish to focus on? (This is
fmportant, since it is often impossi-
ble to speak to the entire spectrum
of potential viewers.) Sometimes,
conversations like this prove as use-
ful to the client as they do to the
designer—prompting new  realiza-
tions for both.

Look ar media that members of the
target audience look at. It may not
be media that you are familiar
with. Learn the lingo, colors, fash-
ions and trends embraced by the
audience to whom you will be try-
ing to connect. Add this perspective
to your mindset as you work on
vour client’s project.

Consider showing your preliminary
ideas 1o people who represent the
target audience. Get their feedback
before moving ahead.

Ar the beginning of a project, strive
to gain a true understanding of the
audience you will be trying ro reach
{both in terms of aesthetic taste and
emotional wants and needs). This
way, vour pathway to effective solu-
tions will be far more direct than it
would be if you were more or less
groping in the dark for content that
will connect with these viewers.

The needs and tastes of the audi-
ence should lie at the root of any
design sofution. Begin there and
grow outiodard.

Once the AUDIENCE has been identified, the GOAL of a
piece should be clearly defined.

The ultimare goal of most design projecrs are simply
expansions of “buy this product,” or “understand this
information” or “consider this idea.”

Make sure that you and your client have a clear under-
standing of the goal(s) for any project before getting
too far into the job. Work with the client to narrow the
aim of their piece as much as possible. Most audiences
have a short attention span: the more goals that an ad,
brochure, website or poster tries to achieve, the less
likely the audience is to pay arention to any of them.

An example of a reasonable, defined goal might sound
semething like this: Comvince prospective buyers that the
advanced materials and technolagy used to build this
mountain bike make it worth every penmy of its upper-end
price tag,

An example of a comvoluted, difficult-to-reach goal might
sound something like this: Comvince prospective buyers
that the advanced materials. lechnology, wind-tunnel test-
ing, Mashy paint job, lifetime warranty and special rebate
offer behind this mountain bike make it worth every penny
of its high-end price tag and that it will wm beads every
time you bring it out for a ride.

I the client simply has wo much to say for a single ad
or brochure, perhaps you could encourage them to run
a series of ads or brochures instead.

Goals are like visual hierarchy (see “Emphasis,” pages
62-77); it’s usually best to grant dominance to one par-
ticular aim for a project, If there are other goals that
must be included, make sure that they do not compere
for attention with the primary objective,
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When a plece’s AUDIENCE has been identified and its
GOAL defined, it's time to look for a MESSAGE that will
achieve this goal.

Message 15 what you want to say to vour audience
through both the abstract convevances and actual con-
tent of your layout or artwork.

Message can be delivered through many channels:
words, typography, images, decoration, connotation,
theme. A message is strongest when it is both enticing
to its audience and when it 15 enforced, visually and
themarically, by each element of a design.

At the beginning of a project, listen carefully 1o what
your client has to say about the product or informa-
tion they want to promote. Chances are, they know a
lot more about it than you do at this point.

Take notes when you meer with a client! Record
specifics about their product and its strengths. Get a
handde on the language, hoth visual and rextual, that
is used to describe the product—this often provides the
seeds from which headlines, text and visuals grow.

Ask the client whar it is that could be seen as essennal
or desirable about their product (in the eves of the
audience being targeted). Ask what it is that sets this
product apart from the crowd. Oftentimes, visual and
thematic solutions for a project are contained in the
client’s answers to questions like these.

As you begin work on a project, strive to distill these
“selling points™ into a single, concise statement or
directive. This guiding statement is meant for your
personal, behind-the-scenes use and need not be pol-
ished; word it in whatever way works for you. Here
are some examples:
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This accounting software has more
capabilities than the competition's
and costs less to buy.

These new summer dresses are
all about urban attitude and sass;
not for the wallflower or happily
married woman.

This 250cc off-road motorcycle is
like a cross between a [et-fighter
and Hummer.

Having established this thematic
point-of-reference, use it to keep your-
self on track as you move forward in
scarch of specific concept, content and
layour solutions that will best deliver
the final message.

When a themartic direction is not estab-
lished ar or near the beginning of a
project, focus tends to shide and broad-
en. When this happens, the final mes-
sage rends to be blurred and tepid in
its delivery.

Take note of the the media you see
around you. Note the selling points
that bave been selected in order to pro-
miote a particular product. Note which
designs seem to have the clearest mes-
sage and the cleanest, most focused
delivery. Also make a note of pieces
whose elements seem to argue over
what the overall message really is.
Learn from both good and bad exam-
ples of message creation and delivery.
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As far as actually delivering a visual and
conceptual message to its intended audi-
ence, there are an infinite number of
MEANS that could be employed,

Means are the specilic words, colors,
compositional devices, images, type-
faces and (very importanty) srylistic
conventions that we choose in order to
bring our concepts to life.

Means make the inwisible (concept,
theme} visible (ad, business card, web-
site). Means endow the abstract with
substance and character.

Message is wohat you are saying; means
is how you arc saying it. When mes-
sage and means converge, the concept’s
delivery is at peak stremgth.

As with goal and message, means
should be evaluared againsr the needs
and tastes of the audience.

When considering means, be sure o
take your competition into account.
What means have already been used
to deliver similar messages to the rar-
geted audience? What have these
viewers already seen? Whatr do you
have to do to deliver this message in
an original and effective way?

Abead are strategies that can be used
to conte up with effective concepts, as
well as means for .'il.:'hm'ﬂﬂg themn.

BRAINSTORM
Everyone goes about the creative process differently.

Still, it’s safe to say that most designers, most of the
time, spend the carly stages of a project exploring a
wide range of ideas and approaches. This phase of a
project should not be ignored or abbreviated; s
where most of the conceptual and visual components
for the work ahead are hatched.

Brainstorming is the process of looking at many,
many possible solutions for a project before narrow-
ing the search to those few ideas that have the greatest
potential for success.

Brainstorming is nor always pretry (its nor called
starming for nothing). Brainstorming should be short
on rhyme and reason and long on havoc and fury.
Brain-storm. There is an abundance of grear ideas in
the head of every designer, as well as a lot of ideas that
that are merely good. To get at the great ones we have
to be willing to shake things up, take chances and dig
deep. [See “Be Ditferent,” pages 152-153.)

Focus is good when it comes to brainstorming, but so
is peripheral vision, When searching for ideas, strive
for a creartive field-of-vision that is neither too narrow
nor too broad. Develop a working “sweet spot™
where you are able to focus on the pursuit of a specif-
ic idea while simultaneously allowing new thoughts
and approaches to freely enter the fray.

When brainstorming, think, “Quantity now, quality
later.” Repeat this to yourself ten times before you
begin cranking out the ideas... “quantity now, qual-
ity later; quantity now, guality later...”




When vou brainstorm for concepts, conveyvances and
theres, you may want to write down words and phras-
es that point in the general direction of a solution.
Make word-lists of nouns, verbs and adjectives that are
related 1o potential content, theme or stylistic treat-
ments for your project. As the list grows, look for inter-
esting connections and combinations berween the
words. Word associations such as these often lead o
borh rextual and visual solunons for a project.

Bring ideas from your head to paper by making quick
sketches and doodles (often referred to as thumbnail
sketches). Don't worry about neatmess or finesse at this
pomt. Remember: gquantity now, quality later. The
more thumbnails you record, the more material you
will be able to sife through later on. If allowed, a kind
of creanive natural selection runs its course during this
phase; the most fir and fertile ideas rise above the
miasses and await further evolution.

Brainstorm for all elements of a design, abstract and
visual. Brainstorm for concepts, headlines, images, sty-
listic treatments, layout oprions—anything that mighr
ultimately be a part of the final product.

Whenever possible, use large sheets of paper when
brainstorming., Big paper inmvites excess, emcourdages
abandon. Fill a page. Fill several. QOuantity now,
quality later!

During the initial stages of a project, it's also a good
idea to look through relevant websites, books, maga-
rines and trade publications for inspiring stylistic, con-
tent and presentational approaches, Note: In order o
avoid being overly influenced by the work of others,
many artists prefer to do this only after first sketching
a satisfying quannty of their own ideas.
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How will you know when vou are done
brainstorming and have enough poten-
nally winning ideas to move ahead to
further stages of refinement? Try asking
vourself questions such as these:

Is there time for more brainstorming?

Have | explored a broad range of
apprroaches (both in terms af style and
cantent) or do my deas look ke vari-
ations of each ather?

Within each germimating idea that I'm
favormg, is every element pomted
toward a contmon theme and mes-
sage? Are these themes and messages
pointed accurately toward the target
audience?

Among  promising  thumbnails and
prrelimimary layouts, is there anyihing
that could be added or taken away to
further improve therr potential?

How do these ideas stack wp against
what is already out there? Have 1
come up with ideas that are differemt
fand dare 1 say, better) than what
other people have dones

What ts my artistic gut-instinct saying
about these ideas? Move forward?
Explore some more? Try something
really crazy? Should | take a break,
stand back, and then decide?
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Fvaluating
Concept

Put an your Evaluation CAP —

Thoroughly evaluate the concepts that provide the vir-
tual framewark for your layouts and designs. Look at
them in terms. of

| ¢ ; 167 Is thers more than one

CLARITY
AUDIENCE
PURPOSE

= | .

—_—— e — ask._. - - - o = |

. 1this piece cleary and efficiently presented? Is each EL

Are the literal, stylistic and thematic messages of =i

~ _ working toward the same overall message and A |
=L goal? Is there any possibility for misinterpretation 5

- _ message fighting for attention here? Could the
concept, message or theme be simplified for the |

In_addition to these three criteria, it is important
o also judge your work using the CAP.'s related
to Composition and Concept (pages 118121 and
272278,

. —sake of impact? : 1
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i 2 I | 7
& Audience Purpose

Asi . JAsk:
Whao is the target viewer for this piece? Who does " What exactly is this piece supposed to do? Is it
the client think their primary audience will be? . meant to sell a product? If so, what particular
- What are the visual tastes of this demographicseg-  [aspect of this product is being promoted? Is the
k ___mem_lﬂhnlmrnu.dn.i‘n.ha.sum.n{..ynm.mm ~—— purpase to Inform or persuade? If so, by what 2
sions? What tone should the concept have if it is to ‘means? Have you discussed the purpose with your
be_wellreceived by this audience? What sort of — . glient or art director? Has the purpose of this
lingo might they respond to? What colorsdothey . piece been adequately narrowed so that it can be
seem to prefer? Does the concept behind this - _ \given as much attention and power as possible? if
piece talk down to the target audience? Mgt L ily - not. what can be left out in favor of a more
aver their heads? What can this product or ~_____ focused presentation?

announcement provide that the audience wants, >
needs or desires? Does this design stand apart —
from what this audience has already seen? I this -
piece were a persan, what would she /he look like -
and how would they behave? What would the target =

audience think of this person? —

Ll
e
= =
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portfollo

Whether you ane

looking for a job
j in an agency or

going after a new
O client of your
= own, you've got
‘,}\ to have a portfo-

lio that shows
people what you can do.

Up until recently, most
portfolios were made up of
10-15 printed or rendered
samples, presented in
clear sleeves or mounted
on pieces of mat board.

The cyber age has provided
many new options for port-
folio presentation. Web
pages can be posted, PDFs
sent, CDs distributed.

Your portfolio should not
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only show what you can
do, it should also be aimed
toward what you want to
do next in your artistie life.
That way, your samples are
more likely to attract the
kind of notice you want.

Do what you can to make
your portiolio look different
than anyone else's, with-
out making it look showy
or gimmicky.

H you have a broad range of
capabilities and wish to
highlight this fact, show a
wide variety of sampies. if
you are more of a special
Ist, or H you wish to spe-
cialize in a particular area
of design, then naturally,
your portfollo should reflect
this aptitude or desire.

if your portfolio is port-
able—that is, if it is made
up of actual, physical sam-
ples or images loaded onto
a CD—take care to pres-
ent its external packaging
attractively. Presentation
counts!

It your portfolio is on its
own website, or part of
another, make certain that
it loads and functions prop-
erly on all major browsers
and platforms. If someone
goes to look at your site or
page and has trouble view-
ing it, you lose.

Pay close attention to de-
tails like spelling and gram-
mar within your portfolio
“mﬂlﬂl“
 very poorty on jobseekers

m—&m line of work.

ntary:

If you are put in a situation
where you have to sit
there while someone else
reviews your portfolio, stay
calm. Just sit there and
watch the process while
trying to appear as com-
fortable and confident as
you can. Don't worry about
trying to explain your
pieces unless invited to do
s0. Don't be surprised or
offended if the reviewer
spends less than 1.5 sec-
onds looking at each sam-
ple (art directors are pro-
fessionals and they are
used to operating at high
speed).

Opportunity strikes at
unpredictable times; be
prepared. When you are
between jobs, or when
work is siow, use that time
1o bring your portfolio up-to-
date and, if it's time for a
new look, give it a facelift.

341







Print/Web
Appendix

As designers, most of our work ends up being repro-
duced as ink on paper or pixels on a screen. Therefore,
it 15 essential that we foster the technical know-how
needed to carry our ideas all the way from initial con
cept to their final printed or digital form.

Creative agencies prefer to hire and work with design-
ers who understand the technical aspects of the media
for which they will be designing. This is because the
well-informed designer makes fewer ime- and money-
wasting mistakes and requires less supervision than the
designer with a limited grasp of production realities.

Clients love designers who have a firm understanding
of today’s printed and electronic media. These design-
ers are able ro get things done faster, cheaper and more
in line with pre-production expectations than their
unenlightened counterparts,

Printers and web programmers also enjoy working with
designers who have a solid and current understanding
of these media, There are few things as frustrating to a
printer or programmer than dealing with a designer
who does not know how to properly prepare their art

work for production.

It's very vasy for designers in the ever-svoiving digital era to fall
behind the limes, bul take heart it's really not that hard to
lkeep up with the changes either. This section focuses on prac-
tical advice aimed toward helping designers gain an under-
standing of current technolagles, as well as finding ways of
hoeping up with the latest developments.



PRINT/WEB

YOU AND TECHNOLOGY

The vast majority of today's designers use computers and
sofiware (o creale and compose their work, The state of
the digital arts changes very rapidly—practically every
manth, new programs and new versions of old programs
arrive on the scene,

Designers who want to be as commaercially versatile
and emplovable as possible must strive to keep abreast of
these changes (and this, while simultansously cultivating
their purely creative skills). So, how can the creative-mind
ed commercial artist of the cyber era keep up with the tech-
nalogy of their tools? Here are a couple of suggestions:

Focus on two or three software programs at first. If you are
reasonably fluent In orme vectorbased program
(Macromedia Freehand or Adobe lllustrator, for example)
and and one pixel-Dased program (such as Adobe
Photoshop or ACD Systems Canvas)* you will be able to

cover a great deal of ground professionally. From thene -

graduslly expand your know-how by learning additional pro-
grams that are rebevant to the work you do { or the work you
want to be doing instesd). This might include software
aimed toward electronic publishing, web development, ani-
mation, illustration, phote-enhancement, 3-D rendering,
book publication or digital movie-making.
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Here's another easy practice that you can employ to help
stay informed of events and info surrounding your trade:
look through at least two current computertelated maga-
zines every month, There are numerous periodicals devot-
ed to late-breaking Mac and PC news (some with more
designoriented content with others). Not only does this
habit help keep you apprised of the big picture in the dig-
ital world, it also provides vou with a flow of tips and tech-
nigues that you can apply to your daily work.

YOU AND REAL-WORLD PRINTING

Printing companies have it hard. First, they are are forced
to take artwork from designers who may or may not under-
stand the printing process. And then, from this artwork,
they are expected to produce ink-on-paper documents
that meet the expectstions (realistic or otherwise) of the
designer and the designer's client!

*Most digital artwork is created using edther vector-based or pel-based
graphics software. In shorl, vector-based programs are those that use
mathematical formulas 1o define lines, curves, gradations and type ele-
ments in such a way that their products can be output at virtually any
slze with no loss of quality. These programs are ideal for the creation of
lagos and images that are made up of linework and relatively basic fills
and gradations. Freehand and Nustrator are two powertul and popuiar
wactor-based programs. Pisel-based programs such as Photoshop are
kel far working with photographs and other images (hat contain more
compiex and vared shading. When using pael-based software, the
designer of iljustrator must atways take image-resolution into account,
Higher resolution allows. for mare detail but results in langar file sizes
and makes greater demands an the computer
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PRINT/WEB

You can make life a lot easier for printing companies—as
well as for yourself and your client—by learning every-
thing you can about what Is needed to translate your lay-
outs and ideas into print-ready documents. After all, what
good are spectacular creative skills to a designer whao
does nol know how to get their creations printed accu-
rately and within budget?

The best way to learn about printing is to talk with print-
ing professionals. Show vour printer electronic or paper
layouts of the job{s) you are working on and ask them
how they would like to have the artwork prepared. Ask if
they see any areas of concern, of simple ways that the
artwork might be altered in order to save on production
costs. Make a habit of doing this early on in the produc-
tion process. That way you will avoid many blood-pres-
sure-raising experiences (for you, the client and the print-
er) when the job goes to press.

Read books on printing and pre-press strategies and
skills. (Pre-press is the work done to prepare digital and
traditional artwork for the printing process.) The more
you know sbout the world of printing and pre-press, the
better you will be at designing pieces that, when printed,
stand the best chance of fuifilling the expectations of
your client and yourself.

In addition 1o sharpening your knowledge of the printing
process, also take seriously your role as an intermediary
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between printer and client. As the designer on a project,
you are often the only bridge between these two parties.
It's up to you to make sure that the client understands
issues surrounding print realities such as timelines, dif
ferences between proofs and actual printed material and
payment obligations. Nearly all print-related mistakes and
disappointments are the result of inadequate communi-
cation between designer, client and printer. Therefore,
make every effort to keep all participants in the printing
process informed and up-to-speed. If you don't do this,
there's no guarantee that anyone else will.

¥OU AND THE WEB

Ever-increasing connection speeds, as well as ever-faster
computers, mean that web designers are able to offer
content that is more and more digitally complex and
demanding. It also means that the software and tech-
nologies used to create electronic content is in a constant
and rapid state of flux.

Freslancers who do web work need a good set of both
artistic and technical skills to handle the full scope of the
jobs that are likely to come their way, Designers working
within an agency environment are often able to focus on
the artistic aspects of web development since the techni-
cal responsibilities are commonly handied by specialists
in ather departments. In either case, just as with print
media, the more a designer knows about how their work
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will actually be produced, the better they will be at find-
ing trouble-free paths between conception and construc-

tion.

Keeping up with technology in this arena means staying
current on the latest trends and developments. And,
again, this need not be a hideous challenge to the busy
artist or designer. Simply allow a reasonable amount of
time to devate to magazines and books about computers
and web development, Also, consider attending seminars
and compuleruser groups as a way of networking with
like-minded professionals.

If there is & particular area of web development that you
would like to focus on or speciahze in, consider taking
classes or selfeducating yoursell for a certain amount of
time. This may mean a cut in pay (or free Lime) for a
while, but it may also lead to an increase in salary and
employability in the future. Talk to professionals in the
industry to get an idea of what technologies seem to
be on the rise and where your efforts could be most
productively applied.

YOU AND THE FUTURE
It's easy to feel intimidated by the rapid advancements in

digital technology, but take heart: coping with the changes
is easier than it might seem at first.
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Consider this: it could be argued that painters and draftsper-
sons of yesteryear had to climb a much steaper learning
curve on their way to proficiency than digital artists of today,
The time-investment demanded by “traditional” tools such
as paint, ink pens and t-sguares, 1s as great (and probably
greater) than that which is required to learn most new soft-
ware programs. Furthermore, as software programs evolve,
50 too does the Intuitive nature of their inter faces—making
them bulk of them easier 10 learn, use and master.

It is afso important to remember that creativity itseif hasn't
changed at all over the years. Originailty is stl original, and
cammunication is still the goal of nearly everything we do as
designers and artists. Cultivating creativity In oursehes is as
important today as aiways; and (t5s no harder or easier than
ever before.

S0 then, what doas the present day designer do in order to
succeed in the world of commercial art? Same thing as
always: foster personal creativity. learn the language of aes-
thetics and strive for proficiency with the tools of their trade.

Design well, enjoy yourself and thanks for reading.

i

Jim Wrause

is






A
Absorbing, creative process, 324-
125
Action, shapes, 150
Alignment, T8-85
basics, 80-81
don'ts, B2-83
grd systems, 92-95
Inosened, BE-B7
oppanuistic placement. 30-91
realities, BE-89
samples, BO-B1
strict, 8485
Altering shapes, 140-141
Auwdience, concept, 138

B

Backdrops, 178-183

Banked images, 202.203

Basic geometric shapes, 130
131

Border elements, 173, 176-177

lcons, 168-169

Borrowing coler, 218-218

Brainstorm, creative process,
333335

Bridging elements, 113

Budgeting coler, 220-221

Cc
Caprice, theme, 312-313
Circulating flow, 112
Clarity, concept, 337
Clip art
commentary, 186-187
Color, 208-227
barrowing, 218-219
budgeting, 220-221
color wheel, 208
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complementary colars, 208
definitions, 208209
hue, 209
imagination, feeding the, 226
27
palettes, 214-215, 222-223
primary colors, 208
process color panting, 210-211
RGE colars, 213
saturation, 209
secondary colors, 208
simplicity, 224-225
spot colors, 212
tarkary colors, 208
themati; palefies. 222.223
valug, 209
venatons, 218-217
Calor, shapes, 132-133
Color and value accent, 74-76
Calor options, icans, 168-168
Color wheel, 208
Columns, 254-255
Combining fonts, 262-263
Commentary
be difterent, 152-153
chip art, 186-187
eualuation, 36-97
hierarcy, 60-61
keeping cool, 328-22%
portfolio, 340-341
presentation prep, 2 T0-2T1
rationalization, 204-205
ules rule, 6
working together, 320-321
Complementary colors, 208
Complex grometric shapes, 130-
13
Components, 122-275
aftributes, 274
color, 206-227. see alse Color
connotation, 273

evaluation, 272-275
icons, 154-169. see also Icons
images, 188-203 see also
Images
plscement, 375
shapes, 124-151. se¢ also
Shapes
supporting elements, 170-185,
S8 Al50 Supponang alemens
typography. 230-269. see also
Typograpny
Camposition, 12-121
algnment, T8-95. see diso
Alignment
emphasis, 62-T7. see slsa,
Emphass
evaluation, 118-121
flow, 38-117. see also Flow
grouping, 40-49. see also
Groupang
harmary, 50-59. see also
Harmony
piacement and deesion, 14-37,
see also Placement and
Division
Compasitions, shapes, 142-143
Cancept, 276-339
audience, 338
clarity, 337
comeyance, 282-299. see also
Conveyance
creative process, 322-335. see
#isa Creative process
defined, 278-281
evaluating, 336-339
purpose, 338
theme, 300-319. sse also
Theme
Condensed typefaces, 235
Connolations with sudience. con-
veyance, 286-287

Contrasting styles. images, 200-
201

Conveyance
aresment, 200-291
combining, 288-289
common goals, 292-793
connotations with audiance,
286-287
energy-rlated, 204-295
Exicises, 295-289
noting., 284-285
abserving, 264-285
typogranhic piay. 206-207

Creative process, 322-335
absorbing, 324-325
bramstorm, 333-335
epansion, creathve, 324.326
goal, 329
means, 332
message, 130-331
prolessionat creativity, 326328
seeing. 324-325

Cropping, images, 192-195

D
Decisive presentation, T0-T1
Definitions
color, 208-209
color wheel, 208
complementary colors, 208
concept, 27T8-2B1
condensed typefaces, 235
expanded fypefaces. 235
font farmibies, 234
fants, 234
fue, 209
Mtabic, 235
ablique, 235
podnts, 235
rnary colors, 208
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sang serif, 234
saturation, 208
secondary cofors, 208
serfl, 234
tertiary cobors, 208
typetaces, 234
typagraphy, 234-235
valug, 209
weight. typefaces, 235
Dimension, 72-73
Told considerations, and, 36-37
Dingbats, 239
Disconnect themes, grouping,
48-48
Dymamic spacing makeover, 30-
n

E

Edge treatments, images, 196-
197
Emphasis, 62-77
color and value sccent, 7475
decissve presentation, 7071
dimenssan, 72-73
relativity. 66-87
sire ralabonships, 68-69
sofiening contrast, T6-77
visual hierarchy, B4-65
Energy-relaled conveyance, 294-
285
Expanded typetaces, 235
Expansion, creative, 324-326
Eye, directing the, 100-101

F

Flow, 98-117
teidging ebements, 113
circuilating fow, 112
oye, divecting the, 100-101
Rutter, beidging the, 104-107
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mtemupting fiow, 116-117
outside in, 110-111
AghL, IR, up, down, 108-109
stationary flow, 102-103
trapped spaoe, 114-115
Font families, 234
Fonts. 232-233, 234

G

Goal, creative process, 329
Golden section, 34-35
Graphics. s¢e Companents
Grid systems, 92-95
Grouping, 40-49
disconnect themes, 45-49
makeover, 46-47
simple associations, 42-43
wislai gnd themabic ass0ce
tions, 44-45
Gutter, bridging the, 104-107

H

Hand-lettered fonts, 238
Harmaony, 50-59
rpettion, 52-53
thermatsc refenance, 58-57
visual echo, 54-55
workshop, 58-50
Headlines, 258-259
Horizon line, 24-25
Human element, theme, 308309

|

lcons, 154-169
border options. 168-168
color gptions, 168-168
dnage and icon, 156-157
niuition and peacticafity, 164-
165

selecting particulars, 158-150
shapefiting, 162-163
simplification, 160-161
size-specific versons, 168-167
Identical styles, images, 200-201
Image and icom, 156-157
Images, 188-203
banked images, 202-203
contrasting styles, 200-201
cropping, 192-195
displaying, 190-191
edge treatments, 196-197
identical styles, 200-201
options, considering, 120-191
Photashop makeovers, 198-
199
Initial eaps, 250
Interrupting fiow, 116-117
Introduction, 8-11
Intuition and practicality. icons,
164-165
Italic fonts, 235

Mischisf, theme, 306-307
Monospace fonts, 238

Multiple line placement, 26-27
Multiple point placemant, 18-19

Nostalgla, theme, 314-315
Movelty font, 239

0

Oblique, 235

DObseurity, 310-311
Opportunistic placement, 50-91
Ornamental fents, 239

Quiside In, flow, 110-111

P
Palettes, color, 214-215, 222-
m
Faragraphs. 251
Faiterns, shapes, 146-147
Photoshop makeavers, images,
198-199
Placemant and Division, 14-37
dimension and fold considera-
tions, 36-37
dynamic spacing maseower, 30-
31
golden section, 34-35
harizon line, 24-25
line and pani placement, 28-
29
line placement, 22-23
multiple line placement, 26-27
muliple point placemant, 18
19
state placement, 3233
unegual spacing, panciple of,
1617
visual agresment, 20-21
Puints, 235
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Portiolio, pour, 340-341
Practicality, theme, 316-317
Prasentation, shapes, 151
Primary colors, 208

Printers, 342-351

Process color printing, 210-211
Prafessional ereathity, 326-328
Purpose, concept, 339

R

Random freeform shapas, 130-
131

Real world relevance, shapes,
138-139

Relativity, emphasis, §6-67

Repetition, 52-53
shapes, 144.145

RGB colors, 213

S

Sans serif, 234, 236
Saript, 238
Secomdary colors, 208
Sesing, creative process, 324-
325
Sarif, 234, 237
Shapefitting, 162-163
Shapes, 124-151
achion, 150
altering, 140-141
bissic geometric, 130-131
color, 132-133
complex geometre, 130-131
composibions, 142-143
literad freaform, 130-131
patterns, 146-147
presentation, 151
mndom freeform, 130-131
sl world relevance, 138-1309
repetition, 144-145

158

sz, 136-137
structured freafoem, 130-131
style, 148
terms, 128-129
tentiire, 134-135
tools, 126-127
value, 132-133
valume, 149
Shock value, theme, 304-305
Simpie assoclations, grouping.
42-43
Simplicity, colar, 224-225
Simplification, icons, 160-161
Size, shapes, 136-137
Size relalionships, emphasis, 88-
B9
Size-specific versions, icons,
166-167
Softening contrast, 76-77
Spot colors, 212
Static plagement, 32.33
Stationary flow, 102-103
Strict afignment, 84-85
Structured freeform shapes,
130-131
Style, shapes, 148
Subrheads, 256-257
Supporting slements, 170-185
backdmps, 178-183
border slerments, 173, 176177
linework, 172-175
visual ghoe 182-185

caprice, 312-313
human element. 308-300
mischief, 306-307
nostaiga, 314-315
obscurity, 310-311
practicaity, 316-317
shock vaive, 304-305
wariety-within-unity, 318-319
warmth and welcome, 302-303
Toals, 126-127
Trapped space, 114-115
Typefaces, 234
Typagraphy, 230-269
alterations, 264-265
categones, 236-239
columns, 254-255
combining fonts, 262-263
condensed typefaces, 235
comveyance, 296-297
definitions, 234-235
dnghat, 239
donts, 260-261
emphasis, 252-253
exercises, 268-269
expanded typefaces, 235
font families, 234
fonts, 232-233, 334
Eraphics with text, 266-287
hand-lestered, 238
headiines, 258-259
initial caps, 250
Italic, 235
large font families, 240241
leadwy, 248
legibibity, 242.43
letterspacing, 249
monospace, 238
novelty font, 239
oblique, 235
omarmental font, 239
paragraphs, 251

points, 235

sans senl, 234, 236

sonpt, 238

senil, 234, 237

subheads, 256-257

teat alignmant, 246-247
toat-block readability, 244-245
typetaces, 234

weight, 235
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