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Iintroduction

This book is written with the intent of providing an introduction to the
underlying principles of good graphic design, whether it is print-based,
web and interactive or environmental. The content has been con-
structed to mirror, in part, how the subject is taught in university design
programmes, and the illustrations, which are a mixture of student
projects and professional design work, have been carefully chosen to
illuminate specific teaching points. Many of the sections contain step-
by-step exercises and assignments, offer practical advice and point
towards further resources.

The first part of the book, Principles, supports the idea that a thorough

understanding of design principles should support the process of

creating design works in response to specific briefs and problems,

| U

while allowing room for self-authored experimentation and visual
freedom. As you are introduced to the basics of research, typography,
colour, photography and composition, you will learn to become visually
aware and able to articulate these design principles into your future
works. You will also gain some understanding that these principles
cross disciplines and are the vocabulary of visual literacy.

In the second part of the book, Practice, you will be introduced to
invaluable practical skills that are important support systems to the
skills sets in research and creative process you have read about in
Part One. They do not replace them, but serve as methods and prac-
tices for developing critical problem-solving skills, and learning to
manage complex projects. Designers need the whole range of skills to
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Principles

The first part of this book is concerned with design principles
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PART

them. Unit 3 introduces typography, a core skill for all designers

that is layered with complexity, and cannot be understated for
its beauty, history, versatility and ability to influence an audience.
Developing a deep understanding of typography is of critical
importance. Unit 4 introduces colour as one of the primary tools
n the language of design, including theory, terminology, asso-
ciations, issues of legibility and emotional response. Managing
colour and its ability to communicate is a skill that also evolves
with greater understanding of its influences. Whatever design
discipline you ultimately pursue, from editorial art direction to
web and motion graphics, these basic principles will give you a
solid foundation and serve as the groundwork for further explo-
ration and understanding of design and the role of the designer.
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RESEARCH AND
CONCEPTS

The first step towards becoming interesting

is to be interested. The best artists of all
kinds — painters, designers, writers, sculptors,
musicians, playwrights — make the world their
inspiration, and draw ideas and content from
both experience and research. They make it

a priority to stay aware of what is happening,
not only within the world of design, but in the
world in general, and this level of engagement
enriches their work.

£ What you see and hear depends a
good deal on where you are standing;
it also depends on what kind of a
person you are

C. S. Lewis

& Observe and collect
Research should be specific to
eacn pro

-t, but the process of

recording your

ur eye, document it;

ture an image and put it into

-ollection of objects and
impressions tor inspiration

PART 1 PRINCIPLES

UNIT 1

MODULE 1
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RESEARCH AND CONCEPTS

~ Basics of research

Modern media demands an increasing amount of
visual information to illustrate its content in print, packaging
and motion graphics, in the built environment or online. Graphic
designers are the conduits for all types of communications from
multiple sources to specific audiences, and to be successful
they must be well-informed, accomplished researchers with

inquisitive natures.

Broaden your outlook
Designers who seek information from the greatest range

of references are those whao successfully communicate

with people of all ages, professions and lifestyles, and

who properly contextualize their design work.

« Read about events from multiple sources. Change
your sources daily, or read from several sources and

compare storie

s, noting how information about the

same events changes, how the language is used to

target various audiences, and what type of imagery

is used to support the text. Never rely solely on
editable web postings for accuracy if you are
reading facts. Check your sources!

» You can never read enough books, but don't limit



yourself to the kind you usually read. Reading only
about graphic design can be particularly dangerous:
although extremely useful for information and
guidance, this may turn you into an armchair expert;
you want to be an original practitioner. Expand your
reading to include novels and plays, and books on
sculpture, architecture, art history, cooking, sports,
archeology, travel and maths — it really doesn't
matter, as long as they provide you with a broad
spectrum of knowledge.

Be open to new experiences. Visit galleries, clubs,
retail environments and museums you've never
been to, listen to music you've not heard before
and eat food you've never tried before. Travel
whenever you can, and learn about global issues
and cultural treasures.

Share ideas and listen to people. Whatever
language they use, there is always a way to establish
communication, if you try. Pay attention to what
inspires them, and learn from others while also
sharing your insights.

Be responsible. Remember that the beauty of the
world is the inspiration that touches the artist's soul,
and it belongs to all of us.

@ Experimentation reveals
possibilities The journey from a posted
process board to a final design s always
different, but the process itself is the
teaching tool of design. In these images,
you can follow the evolution of the
designer's process and see how variation
eads to discovery.

& Look closely at details Through the
simplification of the forms, the enlargement
of the dot screen pattern, and the
placement of layers, the enlarged and
cropped letterforms become fluid, artistic
subjects that are vibrant with colour,
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RESEARCH TECHNIQUES

Primary sources/ Secondary sources/
Factual research Factual research
[
* Previous knowledge/opinion/ * Museums, archives, collections
memaory » Newspapers, magazines, journal
» Observation articles
« Conversation | » Published interviews
* Analysis | = Films, TV broadcasts, theatre
* Role-play « Transcripts/recordings of film,
* Interviews: in person or by emalil, i TV, radio
online chat or phone * Books
+ Questionnaires * Music
* Focus groups « Internet: blogs, websites, forums,
+ Commissioned video/written diaries | magazines
(first hand) * Surveys
« Ethnographic research (‘deep + Statistics

hanging out’) + Organizations, agencies, gatekeepers

« Lectures, public debates,

conferences
Primary sources/ Secondary sources/
Visual research Visual research
+ Photography | * Exhibitions
* Drawing/sketching » Images/phatographs from
+ Media experimentation: 20 and 3D | magazines, books, leaflets, internet,
+ Rubbings/casts | billboards
« Typographic experimentation * Woark by other designers/artists
» Compositional experimentation * Printed maps/diagrams
+ Image manipulation | - Ephemera (eg. tickets, receipts,
» Photocopying | packaging)
* Video recording * Found or bought photographs,
+ Audio recording postcards, posters, drawings
* Writing « Imagery taken from films, video.
performances

= Architecture

Other general work practices/approaches
= Put your own point of view into the subject
« Work in groups and respond to feedback from others
« Develop ideas by generating a number of visuals in response to one idea
= Explore the full capacity of your visual language

Record it all

Constant, direct observation is one of the most impor-
tant tools a designer uses, and learning to look at any-
thing as a designer requires attention to minute detail,
and the inclusion of all things that surround the object
of your focus. Consider your way of seeing as a kind of
inner zoom lens that draws you in and away from a
point of observation. As you learn to see with a design-
er's eye, ordinary things you may have seen before can
become amazing sources of inspiration. It can be as
simple as a pattern of lace juxtaposed against flat, wide
stripes, or as unexpected as the geometry revealed by
light and shadow in an architectural setting. Textures,
patterns, colours and visual relationships will begin to
have a profound effect on the way you think about your
design process.

With this in mind, every practising designer should
carry some form of recording device, such as a sketch-
book, camera, smartphone, video camera or whatever
works best for you. Make time for observation and
research, taking it seriously as an integral part of your
work. Designers, artists, writers and illustrators all
frequently keep scrapbooks/sketchbooks/collections
of material that interests them. These bits of inspiration
need not have a clear purpose when collected, but the
material will become an archive of ideas and inspiration
from which to draw on at a later date.

If something commands your attention, sketch it,
write about it, photograph it, upload it or file it away
immediately. Collect ideas and build upon initial
thoughts by writing, drawing or sketching. Not only will
your drawing and research skills improve by doing this
consistently, but over time you will have built yourself a
‘catalogue of inspiration’ that can be drawn upon at any
point in your career, and will become especially useful
when you are short of ideas. This kind of practised
research helps you to begin defining your own outlook,
and to develop a distinctive visual voice.
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PART 1 PRINCIPLES » UNIT 1 RESEARCH AND CONCES
PART 1 PRINCIPLES
UNIT 1 RESEARCH AND CONCEFTS
MODULE 2 |

Linear reasoning/lateral thinking

In the initial stages of concept development, the two
main ways to approach a design brief are to use linear reasoning and
lateral thinking. These are virtually opposites - the first focused and
methodical, the second diffuse and expansive - but both are equally
useful as research and development tools.

Linear reasoning implies a strategic thought process,
using step-by-step logic, and follows a specific trajec-
tory. This kind of reasoning frequently involves a pre-
determined idea or concept that is then worked
towards in stages. Generally, this will involve splitting
the idea up into manageable components, considering
colour, type, composition and scale, and working each
through to finalize the form to fit the concept.

Lateral thinking involves indirect exploration, gener-
ating ideas less readily available by linear reasoning (or
hidden by the linear process, so that less obvious asso-
ciations aren't readily seen or generated). The empha-
sis is on indirect, creative forms of research, Edward de
Bono coined the term in 1967

Brainstorming, or sketching in a non-linear diagram-
matic way, approaches problems by exploring each
component in as much depth and breadth as possible,
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finding connections and associations that work to
strengthen the concept. This process aims to push
achievable boundaries. Think of it as if it were a walk
through a city. You may set out knowing exactly where
you are going, focused on the end goal: reaching your
destination. Alternatively, you could just stroll along the
streets without any predetermined destination in mind.
Each will provide very different experiences; in the non-
predetermined form, you may notice things along the
way that are not obvious if your sights are set only on
reaching your destination,

You might consider beginning with a lateral thinking
session — where you brainstorm as many ideas as pos-
sible — in order to generate your initial ideas, then move
to a more linear process at a later stage. The two are
not necessarily mutually exclusive, but often comple-
mentary ways of researching a design problem.
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Lateral thinking: A form of

research where the emphasis
1s on indirect, creative forms

of inguiry and thinking

Linear reasoning: A form of
thinking that implies strategic
thought process, one in which
; step-by-step logic 1s employed

€5 SEE ALSOD: BASICS OF
RESEARCH, P10
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begin with words. Make a list of
absolutely everything that comes to

images to mind. Discard nothing at this
stage; just allow your mind to make
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mind when you consider your brief. associations freely. There's no such Fisps
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Brief 2 When your lists are lengthy enough

Design a logo for the Folklore
Museum. It should be elegant,
lighthearted and whimsical enough
to attract families, but sophisticated
enough to appeal to researchers and
scholars of folklore.

to allow you to visualize individual items
from your columns, you can combine
two or more thoughts from different
columns into one image, and you are
ready to begin sketching. One idea will
always lead to another, so never settle

for just one, and save all of your ideas
as you work through the process. You
may find the seed of something brilliant
hidden in an idea you nearly discarded.

@ Thematic variation All three of these
logos are drawn from the associations recorded

first in words, and e

erything about the design
work is influenced |

y those ideas, from the
choice of image to the selection of the typeface.
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random scatter of thoughts
the process of discovery and
the sequential development of
an idea are exciting parts of
the design process. Relax,
examine your recorded
research and let the ideas
flow. The more experience you
have using these methods, the
faster you will generate ideas,

£
e
R




16

PART 1 PRINCIPLES « UNIT 1 RESEARCH AND CONCEPTS
PART 1 PRINCIPLES
UNIT 1 RESEARCH AND CONCEPTS
wooute = Exploratory drawing

Exploratory drawing is a means of translating
the outside world and of giving concrete form to abstract
ideas. Sketching and drawing engage you in a constant
process of observation, and help you understand the world
around you. Whereas computer technology is another tool for
the development of ideas, you should treat drawing as the
basis of expression that underpins your design decisions.

Representational, or observational, drawing (drawing
used to document) allows you to see the subject as a
shape or a series of shapes, and colour as tones and
hues. It teaches you to understand and manipulate
perspective, to understand how an object exists in
space and to create the illusion of space and depth,
and shows you how to convey texture and density. Non-
representational, or non-observational, drawing, where
your expression is freed from the need to represent
what is seen and the result is a gestural abstraction,
can generate valuable expressive drawn responses,
and is widely used.

In representational drawing, train your eye to see
diverse subject matter in detail. Studies of still life and
life drawing train your eye to observe static objects in
detail from a series of points of view, and evaluate the
relationship of the surrounding space to the objects of
study. These alternate views and perspectives will
stimulate a variety of moving and static subject matter,
which in turn changes how you draw. You can work
directly in a sketchbook, or photograph your subjects
for reference for more finished drawings at a later date.
It is important to familiarize yourself with as many
diverse aspects of form as possible.

You can always develop your drawing, regardless of
how good you feel you already are. Continual practice
is the key, and drawing should be a lifelong activity. You

should experiment beyond your comfort zone, grasping
as many forms of image making as possible.

Understanding tools

Experiment with a variety of media, to determine and
affect your created image. Whether charcoal or pencil,
crayon or brush, each tool you use requires some
understanding of its specific effects and mark-making
qualities. For example, pencils allow tonal control,
detailed modelling and a strong line, whereas ink and
brush will generate an entirely different mark. Try not to
limit yourself to conventional media; other implements,
such as a toothbrush for a spatter effect, a piece
of string or even a sewing machine, can create interest-
ing images. The aim is not merely to interpret the
objects pictorially (representing them as they look) but
to interpret the image in your own way. All forms of
drawing have their value and purpose, and should be
treated as equally valid.

Understanding form

There are no lines around an object. It consists of its
own solid form, defined by the light and shadow that
illuminate and surround it. Creating black-and-white
drawings, or studies, is the best way to begin to under-
stand form. As you render your study from real life, you
are translating the language of colour into a tonal

Abstraction: An aesthetic
concept describing something
that is drawn from the real,
but has been ‘distilled’ to ins
barest minimum form, colour
or tong, often removed from its
onginal context

Documentation: The recording
inwritten, visual or aural form
of what 15 of interest

Representation: Something
that looks like, resembles or
stands for something else In
drawing, this 1s also known as
figurative, since it deliberately
attempts to mimic the

| thing drawn



@ Thinking in pictures Tight contour line drawings are used
to explore the relationships between new and supplied elements
in these studies for elaborate Nike packaging. Each study is
carefully composed to fit within a particular space on the package
and on the product before the colour is assigned. See also the
finished artwork on page 55.

grayscale, substituting monochromatic values for the
spectrum in the existing object.

Be as direct and spontaneous as is possible. For
immediacy, do several studies in a short space of time.
Use materials to describe form and mass as areas of
colour, replacing a monochromatic scheme, while using
an outline only as a guide to subsequent layers.
Concentrate not on an end product, but on the process
of a rich description of forms.

Figurative drawing from observation can produce
beautiful studies, but it is also the tool that will sharpen
your sketching abilities, and will eventually help gener-
ate ideas as you work through a design problem. As you
draw, you will notice that what you choose to include
and what you choose to exclude are equally important.
As an object exists in space, so your drawing lives
within the finite boundary of a page, and the relation-
ship of the study to the page is part of the image.

When you complete a study, consider recreating the
same subject with different media, eliminating all but
the most necessary of descriptive marks. A gradual
abstraction of the figurative image will help you dis-
cover more about structure, form and spatial relation-
ships as you work.

Bt % bes 0t Bee b

Options Multiple studies are roughed in

and considered during the creative process.

Promotional material for the band Runaway

Dorothy is shown in stages of development,

The position the display typography might
accupy is considered as a shape in the
composition before any style selections
are made, and changes in perspective
and scale are incorporated in the final
illustration of the dog.

Early sketches for second study show
the development of the concept and the
changes in viewpaint that made it maore
moody In the final illustration,
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PART 1 PRIN «UNITTHR
Visualize and organize
PART 1 PRINCIFPLES Your first sketches can be loose
= = i and expressive, Try variations, and
UNIT 1 RESEARCH AND CONCEPTS do as many thumbnails as you

can think of before you begin

wooute +  Visualizing ideas

finalize the idea.

All designers need to develop the skill of putting
ideas down on paper. This involves preparing rough visuals/design
sketches - thumbnails, scamps or roughs. Students often tend to
bypass this process and set about producing ideas directly on screen.
This practice can inhibit the development of ideas, because you may
restrict yourself to only those images you are capable of producing
with the available technology. It's better to think freely at first, and to
produce as many ideas as you can sketch.

Initial ideas are generated more quickly and prolifically
if you do a bit of brainstorming, recording your thoughts
rapidly using various diagrammatic methods or other
ways to structure information.

Start with your ward lists, and as you begin to think
in pictures, move on to sketching directly. In this process,
coordination between brain, eye and hand can be
amazingly fast, and by working quickly you can gener-
ate many diverse (and sometimes unexpected) ideas,
concepts and associations. Your mind starts flowing

and loosening up, and becomes open to the diverse
aspects of the project, swiftly moving the thought
process forward. Literal and non-literal, lateral and non-
lateral forms of thinking are used to maximum effect in
these early sketches.

Roughs and thumbnails

There is no predetermined size for rough drawings.
Thumbnails are, as the term suggests, small. Designers
usually begin with thumbnails, a series of rapidly drawn,

The printed type

Putting it all together Locking
spontaneous takes time. Finished
artwork may be the result of

experiments in various media and

NOISE
NWISE

ne on the poster feit too stati

: sum of

niques, and it may be

sstul combinations. Once

\ e the concept and the general
proportions in mind, consider the best
way to execute the style you want to

communicate, Then, determine the right

tool for the right job, and use as many

as you need to ge

right visual
language for your message. For this

poster promoting an exhibition of rock
roll music posters, the artist wanted
an image that expressed » concept of

‘art at 1000 decibels’ a part of the copy




stamp-sized compositions that block out the general
structure and content of a design. Thumbnails should
be spontaneous and prolific; they are the recorded thought
process of developing ideas and should move as rapidly
as you can think. Obviously, this can leave no time for
the inclusion of any detail or refinement. These will be
considered in the final stages of design development.

Thumbnails that have the most interesting potential are
selected and a rough, larger, loose drawing with more
detail but as yet still unfinished, is created that further
develops the composition and placement on the page.

Drawing by hand
Although roughs require a certain degree of drawing
skill, these will be learned easily for this kind of work,
where the generation of ideas is the focus, not drawing
as an end in itself. This is unlike observational drawing,
or drawing as documentation, which needs to be
precise. Hand-drawn ideas can be vague and leave a
lot to the imagination, which can be a good thing.
Excluding detail from the sketch will allow you to leave
your options open for more deliberate decisions at
a later point in concept development. Remember, the
‘big idea’ is the most important part of the process at
this stage.

Once you have a number of ideas sketched out, you
can step back and make judgements regarding their

flexibility and fluidity in the design proc

An important advantage of developing the
produce quick, effective roughs
ideas to clients, alterna
out, keeping your approach fresh and relatively unre-

hat when presenting

e quickly sketched
stricted. This, in turn, gives clients confidence in your
willingness to be flexible and open-minded, while

showing your design abilities.

Computers and visualization
Roughs are usually generated on a sketchpad. When

generated on a computer, roughs tend to look too fixed

and polished, and students can be reluctant tc

or refine them. Wait until you have a sketch that excites
you, then scan it and look at it on screen

Once you have chosen an idea or shortlist of ideas
that you feel may have
their own, becau

yotential, ci

2 they enable you to produc

alternate versions of

ur ideas as

you wish, changing

colours, typefaces, line weights and images. Typefaces
and grid measurements become fluid decisions when
you are working digitally, and you don't need to commit

t to. It's fast and

immediately. In fac
easy to change these or

, it may be bette

Brainstorming: /

thinking

and radiating outward spokes

for companents of the problem

Its own spokes, so that ¢

point, thought or comment

Roughs: Loosely drawn

compe from thumbnail

fraw
Thumbnail:

] & SEE ALSD: LINEAR
REASONING/LATERAL
THINKING, P14
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- Theories of image and text

The success of visual communication
depends on the ability to reach a targeted audience
and elicit a desired response. Sometimes the
response is an immediate call to action and a clear,
concise message with little open to interpretation.
Most often, visual imagery is used to evoke an
emotional state that will put the viewer in the
appropriately receptive frame of mind to receive
the message targeted at them.

Designers

lesigners to speak clearly and visually

they mean, they need to develop a clear anc

Rhetoric

With its origins attributed to ¢

ZIk;"lE|_ o

ancient philoso-

e, memory and delivery within a
@ Make an impres lialogue. If we examine these subjects as

for the con-

e visual tone o ~hosen for a
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Didactics

The term ‘didact to ¢

pragmatically deliv-

ered information and instruction

meaning. Airport signage, road

prime examples of didactic information. mportant

to note that nuance can be added to most

in the strictest definition of category: didactic pe

eum exhibitions must deliver ¢

can be
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@ Abstract icon The Nike

osh' was designed in 1971

t appes
NIKE abov brand's

nition grew, the tragdemare

J':—;r‘.uégll-r streamlined

@ Metaphors and media The use of

toy soldiers as a metaphor for a combative
childhood experience provides a thought-
provoking image for this Lord of the Flies book
cover, The unusual colour enhances the feeling
of discomfort, as does the placement of the title

< UNIT 1

Metaphors

Signs and symbols are primary sources in the design and
development of logos and trademarks, and are essential
in the development of the visual metaphor, an image that
will trigger associations to other meanings or Sigr‘.iflr::--“i.
and is connotative in nature. A visual metaphor might
be as obvious as a lightbulb to signify an idea, a heart

to signify love or a book to repres learning. Logos
become metaphors for the business, goods or service
they represent through association, and some become
so memorable, that they ne
Carolyn Davidson designed the Nike ‘Swoosh'in 1971,

Originally, it appeared accompanied by the word ‘NIKE.

ed no words to explain them.

As the brand grew, the trademark was streamlined to the

positive, checkmark/wing of the current version

@ Mood and matter The unlikely
combination of images in this delicate illustration
for The Orange Tree sends simultaneous
messages of conquest, beauty, vulnerability

and history through the use of line, colour

and composition.

typography in a deliberately challenging sight

line between toy opponents.

Poetics

Some of the most involving design work can deliber-
ately engage the viewer for much longer periods of ime
With current
audience is shortened by the number of competing
ntered daily, and by the availability of
-an

media, the attention span of a target

stimuli er

viewing options, handheld and environmental. They
pull your audience in too many directions to concentrate
on your message. |f you can engage your audience
members, they are more likely to remember what you
have told them or to associate your message with a
visual style that can be revisited.

Poetic forms of work have much less immediately
accessible meaning, and the message i1s deliberately

left open to interpretation. Graphic designers make

7

L d

@ Concept Without using the obvious tool

of a dramatic change in scale, photography and
illustration combine to portray the altered reality
of Gulliver's world in a refreshing way.



conscious decisions to leave the work open to provoke
thoughtful responses, to stir controversy or to tease. Ad
campaigns, posters and book and publication design
are examples of media that can support more complex
visual allegory, and the illustrative and graphic works
that support them are often produced though a range
of media and stand as works of art in their own right.
Poetic work can be seen as the polar opposite of didac-
tic, but all graphic design is visual communication, and
the decision to use one or the other is part of the
designer's problem-solving process.

ANIMAL
COLLECTIVE

'l

FRIDAY MARCH 23 - 7P|

Didactic: A pragmatic and

Semiotics: A system that links
nambiguous o

Metaphor: Word or imaoi

ip associations, for

cake’ is representing an

Basy through an image

r word, for example, a

Poetic: A style that 1=

ciear, bul more artistic, mare

open 1o interpretatior

Rhetoric: 4 style of arquing

PErsuanng 1gaging

&» SEE ALSD: AUDIENCES,
MARKETS, AND CONCEPTS,
P24

I (& Poetic ambiguity
These poetic images use
colour and composition to
imply and suggest, but leave
conclusions to the viewer.
The suggestion of telescoping
movement is accomplished
through a series of colour
blocks carefully placed to
move the eye around the
graphic, and maximizes

the placement of
complementary colours,

(® Softer suggestion

A painterly loose wash of
colour in a cascade design
might express animal
markings, the bars of a

cage, liquid or simply set a
mood, depending on how the
viewer interprets the imagery.
These images are deliberately
ambiguous, and invite a
longer examination.
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PART 1 PRINCIPLES

UNIT 1 RESEARCH AND CONCEPTS

wooute ¢ Audiences, markets and concepts

Good graphic design is not simply the result
of brilliant execution or technique. It is the strong expression
of clever, well-formulated ideas, drawn from an ongoing
engagement with research and an interest in the world
at large. In professional practice, as in school, extensive
exploratory research is invariably the key to the most
successful projects, and research into audiences is

a primary tool of effective design.

It is vital to remember that everything you design will

other

be seen hy people: designers are
communicators and do not work in a vacuum. Therefore,
it is part of your job to discover everything you

re des

ning, think
3 g[‘.
work. What is the target market? What do you know
about them? What can you/should you find out about

can about the intended viewer. Bef

about the people who will be looking at your de

them? Can you imagine how they might interpre

particular visual message? Think about the age of the
viewer, ther geographic and cultural influences, and
the level of their education and experience. The more
you discover about your audience, the better informed
your work will be, increasing its potential effectiveness.
the communication
timeline, and what you post will be seen around the

The internet has reinvented
world with amazing speed. To complicate things
further, viewers now have shorter attention spans and
may split their concentration as they multi-task with
ditferent electronic devices. Graphic designers have

only few seconds to grab the attention of any
potential audience before they turn a page, click to

the next website or jump to the next broadcast with e

remote control.

Wil

If your preliminary research is thorough, y

be able to speak a visual language that your target

audience understands, relates to and responds to, thus

reasing the odds that your visual communication wil

hit its mark.

Think globally
It is the designer's job to deliver a message, and as we

communicate globally, accurate information transfer
¥

> L

becomes increasingly complex. Be aware that different
cultures may react differently to colours, images and

language. The colour red is used as a warning in some
, yet is considered lucky in China. An image

countn
that appears delightfully contemporary in one culture
can be offensive in another. Do your homework before
you begin brainstorming, and pay attention to brands
that advertise globally. Are there different versions of
the same advertisement in different countries? What
brands have instant recognition internationally, and how
has the brand been developed? What type of image

does it communicate?

Market research

Large companies have whole departments devoted to
what is formally called market research. These people
spend their time conducting surveys into their custom-
ers' needs and preferences. They do this by a variety of
means, including questionnaires, surveys and focus
groups where people carefully selected as representative

f the target audience are brought together to discuss

a product or campaign before it is launched into the
public domain. If, however, you are the only team

vou can still do some research.

member on the
Mode

accessible, Use the internet, libraries, museums and

syroject

rn communications make a large part of the world

@ Entertain and inform

A complete dire

ot mai

campaign reinterprels the
ord 'EATS' in many diffe

Audience: In 115 broac

sense, the cc

5, VOYBUrs

and occas y participants of

design work
Customer profile/profiling:
The process of creating a

series of parameters or set of

a demographic so that |
can be pitched or marketed

1o them

Market research: The process
of collecting and collating data

from questionnaires, INterviews
ts from the public

mme

and c

regardi



any other appropriate research venue at your disposal
to do your market research, and find out as much as you
can about your client and your audience,

You can still find out a great deal about your target
and determine a reasonable approach to communica-
tions without a staff at your disposal. |dentify and
research potential competitors and see what type of
brand image they are projecting. Define your target
audience with your client by age, gender, level of edu-
cation, income, marital status and location. Develop a
guestionnaire, or have a series of questions ready to
ask, and visit people in the target group firsthand. Use
your developed powers of observation to note various
trends/habits/practices/attitudes of your target audi-
ence and record your impressions. Read as much
information about the buying practices of consumers in
your brand category as you can. When you have collected
some information, imagine your target in as much
rich detail as you can, and try to put yourself in their
place. How would you respond to the ideas you are
proposing? Bring your concepts right to the source and
ask people what they think of them. You can create a
small, informal focus group made up of friends, relatives
and colleagues, Smart, informed design always begins
with information.

Make contact

Talking about things often sparks other avenues of
thought. Learning to articulate your concepts is the first
stage in developing great presentation techniques, and
explaining your ideas to others can help you really
understand what you are trying to achieve. Be prepared
to listen to opinions offered. Remember, you do not
have to act on them if you think they aren't relevant or
helpful. Try not to take any criticism personally. Use it
constructively to uncover which aspects of your ideas
aren't working and what you can do to improve them.
You will often have to listen to comments about your
work, and they will not always be positive. Try to
remember that your work should never really be all
about you, unless it's an introspective artist's piece.
Good design is about perception, and about accurate
information transfer.

@ Bring the audience closer T

ELIMINATION PROCESS

Explore your ideas visually to see
which have the most potential. Do

not be too precious about detail:
concentrate on expressing your ideas.

1 Make quick sketches to determine
which ideas work well and have
immediate impact. Use colour if

it helps, but don't get involved in

the subtleties.

2 Discard any sketches that are too
complex or rely on tired visual clichés.
Getting rid of the bad ideas quickly
will help you focus on the good ones,
3 Select the strongest idea, then

put together a presentation visual
that demonstrates why your idea is
so brilliant.

4 Now you can start working on the
detail. The best ideas are often the
simplest, but you need to show that
careful thought and preparation have
gone into your work. Consider how
you will explain your idea to your
client. You might need to ‘sell' it to
them, so think about what you would

say to support your images.

&> SEE ALSD: BASICS OF
RESEARCH. P10

LINEAR REASONING/
LATERAL THINKING, P14




26 PART 1 PRINCIPLES » UNIT 1 RESEARCH AND CONCEPTS
@ Macro Look at the big picture. Preliminary ideas shown in a flat plan
of a book or a magazine from start to finish will help you determine how
the mass of information is divided, and allow you to plan the rhythm and Assign a different
flow of images and text throughout the entire publication. Now you can colour to each chapter
set your design and production deadlines accordingly. or section,
The Baauty Book
Hat T T Corterss Ireroducton SKIN - Creams &
Cleansers
1 2 3 4 L] 8 T L] L 10 L
Bunemh Birwwnerry Exfoliators Shir Sun Bafe tanng Lime Visible Wrinkjes.
complaints protection 0% Sy capifiaries |
Lavarce Bnd vang
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It it becomes Calubte HAIR Cleansing Detox Wash Conddioning Natural
necessary to delete and drying and go colour
of rearrange content,
a flat plan will help u s 2 FLANNET) I 3l |a B oM »
you to keep track | : ) |
oot Care Wirrir
of the changes. Dandrufl  Hair growth :un Scalp %DS ::‘d I
NAILS Saidaten |
% ELA} ® a0 41 a2 43 . | a5 a8 | a1 |
Manicure Tiow for Nail Ant Nail Wraps. Nail Bt ot Pedicures |
Basics Enct N Acrylics problems
PART 1 PRINCIPLES Read the design brief carefully, and ask questions if
i — you need more information. Design briefs always
UNIT1 | RESEARCH AND CONCEFTS involve interpretation by the designer. Seme clients

have little idea of what they need, and they look to the
designer for clear analysis of, and a solution to, the
problem. Other clients may have a clear idea of what

Creativity, talent and originality are all expected, they want, and these ideas need to be considered and
but if a design project can't be delivered on time, those first respected — but also questioned if they are inappropri-
three attributes may not matter in the long run. Organized ate. For example, green may be a favourite colour of
thinking is the key to understanding how to manage a big ane member of & group:of chfznﬁs. e .'t e 458
project. All design projects begin with the broadest of ideas wrong choice for the project. Similarly, it's important to

h recognize that clients have valuable insight into the
and must be broken down into smaller, manageable parts. workings of their organization and its needs, and

although they may not have the design skills, or the
language, to implement their ideas, their input on these
matters is crucial. Be open and flexible, but stand your
ground when you know you are right.

wooute 7 Scheduling, organizing and finalizing

Check it
There are as many ditferent solutions to the same
problem as there are designers. Your job is to choose



|

H

W
]

Wil
T g

.:I_"H
&
;

-
®

~d
et

i
ey
[l

pikemy
Uik |

Wik vt

7 AT

!

MODULE 7: SCHEDULING, ORGANIZING AND FINALIZING 27

@ Micro At the micro level, you can begin to
decipher the details. Generate your thumbnails and
carefully consider the pace and placement of every
element in your page design. Determine how your
sketches support an overall system, and still add
enough variety to keep it interesting.

Headline style and font —— Sun Pr

Body text size and style ——- - MMHH:"‘ &NM.....::‘N“___
R e
Tint box for seli- . ."'"‘-::.._ g e -:"“'M._
contained panel / Sﬂ'i o g s gy Mo
. eTy g '."“‘n&"‘“-:::::"
e o
e

Caption and image —

relationship

the solution that you think is the most appropriate. This
decision-making isn't subjective; it comes from informed
judgement. It's a good idea to set a series of check-
point meetings/approvals with your client as you work
through the design process. It's a better practice to
have the client approve or reject an approach at the
early stages, at which point you can adjust your design
thinking accordingly.

Think macro and micro

Good design works both at a macro scale (the large,
overview structure, as though viewed from 'above’), and
at a micro scale, where the tiniest details are important,
down to letter spacing. Often you will have to give the
information order and structure (hierarchy) as well as
visual form. You will need to make micro decisions such
as type size, individual page layouts and colour choices,
and these will need to be balanced and related to
the macro scale: the whole design needs to appear
considered, as does every part of the project. In the
case of a print or package design, every aspect of the

project should be designed, including the selection or
creation of additional materials for closures, bindings,
and fastenings. If you can see it, your audience can,
too. Make sure all the details are included in your
design thinking.

Scheduling and organization

Time management and organization are crucial aspects
of a design practice, and their significance cannot be
overstated. Organize your time, and plot out the progress
of each project, from start to end, allocating time to
each aspect of the design process. To help you do this,
make a schematic diagram to identify how long certain
aspects of the job will take to complete. If you are
working on a project with numerous applications and
different elements, it will help immeasurably. It's easy to
be swept away on a wave of creative thinking, and
aspects of your process can take longer than you think
they will. If you are new to the practice, allocate reason-
able time, then pad each aspect a little to allow yourself
time for unplanned discovery.

PERSONAL DEADLINES

Set intermediate deadlines for
yourself. If you break down the
process into manageable steps,
you can set your calendar
accordingly. A breakdown

of the process might read:

Research

Sketches/concept
development

Presentation sketches/roughs
Client meeting

Refined comprehensive
concepts (comps)

Revisions

Client meeting

Finished files
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@ Plan ahead
Keep track of your process

cintros

@ Refinement
When the concept is developed, sketches with
proposed colour treatments are presented.

- —
hours and plan ahead to make c 1 1 r (@ ] S
your deadlines.
— -
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\ : sz
| gmay 1 et Research and cancept development following
— the client brief to develop two interlinking
- logos for sister companies — Cintros for IT
solutions and Cintsafe for safe file storage.
Remember Over longer jobs there may be only one deadline per

* Write everything down.
Don't rely on memaory.

* Without a relevant
concept, your visualization
has no meaning.

* Try creating a flowchart/
spider diagram with routes
for different ideas.

+ Look for professional
criticism and use i
constructively.

« Talk about your work.
Learn to be articulate, and
explain yout intentions,

solutions.

influences anc

week (for example, interim presentations to the client);
on shorter jobs this may be two deadlines per day (for
example, multiple proof stages). One way to organize
ideas into sequence is to write everything down on self-
adhesive reminder notes and put them in a logical order.
Job jackets, envelopes with deadline lists, approvals
and everything else related to the job help keep track
of multiple projects.

If you'd rather do it all electronically, software programs
such as Excel can be nvaluable in plotting job progress
and in maintaining an overview. Organize your digital files
logically, making sure everyone working on the project
knows the system, and back up your files regularly. You
can create a timetable with each checkpoint assigned a
date (see above). Include all of the sub-categories you
need to cover until they become second nature.

Many good designers miss the importance of time
management and organization, and their work and

client relationships suffer as a result. Get into the habit
of good time management, now!

Comps (comprehensive sketches)

Comps are the most finished approximation of an
actual product and often look exactly like the real thing.
They will evidence all design considerations, including
final colours, tints and halftones, all typographic consid-
erations, textures and paper finishes and weights. If a
project has many parts, comps for the extended system
may be produced at different stages. After a client
approves the comps, a production designer can take
over the job, it needed, and match all aspects of the

production to the designer's choices.

Page plans/flat plans

There has to be a logical visual (and conceptual)
sequence in any design project. A magazine or a book
illustrates this point well. Magazines and books are



@ Presentation and production
Comprehensive designs that simulate the
finished product are presented for approval
betore the artwork is sent into production,

normally laid out in miniature on a page plan several
times before full-size layouts are started. The page
plan may consist of no more than the article title, but
can be much more specific, including a list of all the
page elements or a thumbnail drawing of the layout
with text blocks and artwork sketched in. The page
plan is intended to clarify logical sequence, distribution
of colour, change of pace and so on.

Storyboards

Storyboards give the client or production person
enough information to allow them to begin to design
their assigned spreads or pages of the final product.
As well as in multimedia design, storyboards are com-
monly employed in films, comic strips, animation and
TV commercials. The storyboard contains a sketch of
the visual aspect of the screen, information that will be
present, descriptions of animations, interactions (for
example, dialog boxes), sounds and any other media.

on the set.

Although storyboards were originally linear (for film),
non-linear elements are incorporated. Storyboards are
also used in web design to plan individual pages or
sequences before engaging a web designer.

Website flowcharts show how pages link up in a
logical order (see page 158). The organization of
website reflects the actual body for which the site is
designed. It is important to get the structure right before
designing the look of the pages.

m

Timescale
Research can be very time-consuming, st

bear in mind that there hz

point at which you have to st
your visual co
much as itisa

5o jump right in. One idea will alw

to the next.

(® Storyboards Motion graphics or film and video
can be expensive to produce, especially if animation
and effects are involved, so be clear about your
intentions. Storyboards clarify the concept by
showing the progression of the idea and the
transitions from scene to scene. An expert
storyboard may even serve as a shooting guide

Comps: Comprehensive sketch
a close approximation of the
printed product

Page plan/Flat plan: A

document with a serie

num

an ordered grid that represents
each page in a book
Storyboard: A document
similar to a flat plan, but with

nee of thumbnails that

y 1ays out the narrative

for a comic strip or film
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UNIT 1: ASSIGNMENTS

© RESEARCH: OBSERVE AND
RECORD

© APPLY YOUR OBSERVATIONS:
YOUR JOURNEY AS IMAGE

With your sketchbook and camera in hand,
take a walking tour of your neighbourhood,
or walk to a location that provides you an
interesting route, or even one you might

take every day. As you walk, really look
carefully at your surroundings and record
your observations using photography, sound
recordings, handwritten notes, sketches and
collected ephemera. You should try to see
things differently and be very sensitive to
light, shadow, textures, patterns and random
relationships of objects and colours. Zooming
in on the pavement, a wall or a streetlight
can reveal subtle textures and colour variants
you may have missed, so crop your images
creatively. Shoot some images from several
points of view and at different exposures.
Record your own impressions of what you
see, and transcribe any chance conversations
you have along the way. Sketch various
points of view at different spots along

the way. Primary and secondary research

for a particular project can take weeks, and
the process is an important influence on the
final outcome.

1 Carry out the assignment on the left, then

begin to consider images that can recreate

a portion of your journey, and convey

the personality of the location and your

impressions of it. Continue to add to your

research by adding secondary sources.

* Consult library archives for historic images
of the same locations

* Read histories of the neighbourhood

* Interview residents and shop owners.

2 Think about who might be most interested

in the area, and decide how you would best

catch their attention and how your story

should unfold. Consider your state of mind

as you made your observations in the

first assignment.

* Was the area you observed alive with activity
or quiet and reflective? Noisy or peaceful?

* Was the weather bright or murky?

= Did time pass slowly or quickly?

3 Using your collected research, create
sketches for a poster that recreates your
journey from beginning to end. The emphasis
of this assignment is on the creative process,
not on the final project, so use your skills

in observation and research as expansively

as possible, and consider all of the possible
interpretations of your research before you
commit to a single idea. Create a storyboard
or a spider diagram fo organize your thinking,
then generate as many thumbnail drawings
as you can imagine. Use words, images and
collage materials you may have collected.
When you have five thumbnails you really like,
enlarge them, either by drawing them again
or by using a copier, and clarify your intentions
by writing a short descriptive paragraph on
each one.

© DRAWING: OBIJECTIFY AND ABSTRACT

1 Choose an everyday object you are
familiar with: a spoon, a cup, a pen, a shoe,
a phone, anything at all. Place the object

in good light and look at the form carefully
from above and below and around all sides.
Choose a point of view and draw the
complete object three times using three
different techniques. Your drawings should
be at least 20 em (8 in.) square.

Drawing techniques you might try include:

» Descriptive/rendered line: draw the object
in pencil as representationally as you can,
shading in light and shadow.

* Contour line: draw the object in a figurative,
descriptive way, using only thick and thin
outlines to describe light and shadow.

* Gestural line: draw the object using quick
expressive strokes and try to capture the
essence of the form.

2 Choose your favourite of the three drawings
and zoom in on an area that is only 5 em (2 in))
square, but that still describes the object in
some way. Enlarge this area and draw it at

20 cm (8 in.) square using any technique. Can
you convey the essence of the object by just
showing a portion of it?



© ANALYZE AND VISUALIZE

O MARKET RESEARCH

1 Find three different logos and analyze
them in detail. Determine whether they

are didactic or poetic, and identify what
techniques they use to communicate their
meanings. Pay close attention to the point of
view the mark expresses. Is it steadfast and
reliable or lighthearted and fun? Does it look
elegant or casual? Is it easy to understand
or does it require a second, more careful,
examination? Analysis of existing work is

an important step in learning about effective
graphic communication. It will help you learn
to deconstruct and improve your own work.

2 Record your critique, then choose one of
the logos you think might benefit from a new
design. Share your observations with another
design student, another designer, or someone
with an appreciation of design.

© CONCEPT DEVELOPMENT

Conduct your own market research on the
company whose logo you redesigned in the
previous assignment. Write up your findings
in a report you might present to the client
at one of your preliminary meetings.

* Learn everything you can about the
company.

* Determine who the competition is and
look at their communication tools.

* Create your own survey,

* Speak to current customers, and to non-
customers, about how they perceive
the company.

* Use the product/service yourself.

* Look at the target market, researching who
they are, what they do, and how they spend
their time.

* Read market reports online or in the library.

* Determine the usage of the logo. Will it be
in print, on the side of a lorry, on a website,
animated for TV or all of the above?

UNIT 1: ASSIBNMENTS ki

Further Reading: |

Meredith Davis, Graphic Design Theary, |
Thames and Hudson, 2012 |

Alina Wheeler, Designing Brand Identity, [
Wiley, 2012

Ellen Lupton and Jennifer Cole Phillips,
Graphic Design Thinking: Beyond !
Brainstorming, Princeton Architectural |
Press, 2011 ‘

Bo Borgstron and Laurence King, |
Essentials of Visual Communication,
Laurence King Publishing, 2009 ‘

Steven Heller and Veronique Vienne,
100 Ideas That Changed Graphic
Design, Laurence King Publishing, 2012

O BUILD A SCHEDULE

Based on the target audience you want to
reach, and using the findings of the research
report from the previous assignment,
determine if the new logo should be
pictorial (using a representational drawing),
typographic or abstract, and explain

your decision.

1 Begin the brainstorming process by
associating as many words as you can with
the ideas, values, services and/or products
your company represents,

2 Set up a spider chart or flow chart to
record your word process, and connect
ideas that help you generate images.

3 Generate thumbnails, eliminating any visual
clichés or derivative ideas, and allow the ideas
to flow very freely. Discard the ones with limited
potential and choose the best three. Think
about how the message they communicate
might be enhanced through a particular
drawing style, line weight or colour treatment.
4 Begin working on the details and develop
your thumbnails into clean comps. Consider
how the finished product will work in various
applications, such as corporate identity
components (business cards, letterheads,
folders and so on) direct mail, websites

and animations.

Using the concept from the previous
assignment, think about all of the elements
you may need to design in order for your
client to launch their new identity, and create
a hypothetical work chart that keeps track

of all of it: you can use spreadsheet software,
such as Excel, or do it by hand. Listing your
workload and prioritizing your schedule

will help you keep track and budget your
time accordingly.
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FUNDAMENTALS
£ OF COMPOSITION

Good composition is an essential element of all
f

art forms, graphic or otherwise, and should be
considered the foundation of visual communication.
Successful graphic designers are masters of the
fundamentals that underlie all aspects of design.

Elements on a page or on the web, in motion or in

three dimensions, should always be led by concern
for spacing, visual organization, style and the size

and format of the finished work. PART 1 PRIN(
Graphic design projects use text and image in UNIT2 = FUNDAMENTALS OF COMPOSITION
concert, with consideration for the relationships MODU Basics of composition

established between each of the elements.

i -ompositi hould also establish a visual s )
hese compc QeSS e S S Composition refers to the visual structure and

hierarchy that directs the viewer's eye through organization of elements within a design. It concerns the

a deliberate visual sequence process of combining distinct parts or elements to form a whole.
Composition involves seeing the whole as greater than its parts,
and is just as important as the individual elements that make up
a design.

1anize images and text each with then

Visual literacy also is an ability to view Designers or

any image as an abstraction, to understand own s Wours and textures Foman
what is happening in purely visual terms as ferent media and in a wide range of formats; from twc
well as knowing and understanding visual AN ¢

terminology. It involves training the eyes

black-and

to see minute detail and being sensitive to

colour, shape, form and line. It has little or
nothing to do with content or style
Rob Roy Kelly through the




& Building a composition
In this series, harizontal

and vertical lines gradually
translate into lines of
typography to illustrate a
concept. The same principles
of placement and relationship
apply to the placement

of body text and headline,
and the hierarchy should be
examined carefully to ensure
typography is read in the
proper sequence.

@ Negative space Placement on the page is critical. In
the first composition, the shapes appear to be aggressively
competing for space. When the objects are reduced in size
and placed in the lower corner of the page, they appear to

be racing to exit the image.

(¥ Shape and space By

ising simple forms like dots

of tt ~omposition ]!‘IOU'._]i’] the

placement of each object The
relationship between positive

and n

space, the

h ot horizontal or

of variations in scale ar

value, and the space betv
objects will all work

t and

ars attention

SUUCIYPR e

Carefully placed vertical lines of
varying weights show a gradually
imposed order as they begin to
form a grid,

The substitution of typography
lines, using the word ‘s
reinforces the concept 2
identifies the relationship between
'.\_.fpr,‘g-'api".-t. point sizes and

line weights.

d

and variation in placement

Theories of composition
Throughout the: history of the visual arts, different theo-
ries of composition have been advanced. Vitruvius, the
Roman archite:t and engineer, devised a mathematical
formula for the division of space within a picture. His
solution, known as the golden section, the golden mean
or golden rectangle, was based on a set ratio between
the longer and shorter sides of a rectangle. This prin-
ciple profoundly affected theories in mathematics,
architecture, painting, graphic design and industrial
design regarding the use of spatial composition. The
French painter Henri Matisse (1869-1954) put greater
emphasis on inspiration, maintaining that composition
is the art of arranging elements to express feelings.
Most contemporary theories have acknowledged
the following elements as important considerations in

edges. As the second and third compositior

MODULE 1

i =14

=

st Pl (e HE
£

|

Beed
slructare

lines to create an architectura
composition

area 1s visu

here each weighted

@ Organized chaos In the initial composition, the placement
of the circles creates tension though asymmetry and cropped

s develop, the same

principles are in play, using texture to create mass, and repetition

composition: balance (the deliberate distribution of ele-

ments on a page); consistency or harmony (similarities

(obvious differences in

in visual objects); contr

visual elements); proximity (the relationships in the

t of the

lon; and whi

placeme ements in

var

play); repetition with

te space (

e deliberate open areas in

a comp

asition that give the viewer the ability to focus

on everything else).

Form and space

Positive space is a form or object that, to the eye,

to exi

appears

This can be a solid shape of any size,

a line or simply a texture. Negative space is everything
around or within an object, the ‘empty’ space that helps
to define the borders of the positive image. It is impor-

tant to learn to effectively control the relationship
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Expanded space The perfect

@ Creative composition

this in basic compositic

more complex designs. In general, nec
works to support the posit ‘image’ in any given a
e). To create a more «

tion, control the

pen space or



& Symbolism Dots, line

Balance: The

placement of

Composition: The ar

it eleme a design

lar attributes

Contrast: Ohvious differences

In glements in a composition

size, form, colour and weight

Line: A ¢

-onnection b

Negative space: The white

of a composition by altering the ratio of positive to  solid, gestural or b

negative. If you place a single dot in the

; 5 Positi SN i
centre of a tranquility and harmon ositive space i

relatively large square of white, far from disappearing, invoke discordance and tens

the dot becomes more important, This is because the  might imply a point disap S
= y Proximity: The relationship of

expanse of white space highlights and focuses atten-  can suggest the illus

tion on the dot itself. You can also actively encourage  dimensional space

. ! . Repetition: The repea
ambiguity between picture elements and background.  planes; vertical lines car

of select design elements witl

For example, a particular group of forms can come Lines are elegant to saitie: comogsition

together to support each other and compete in such a  rhythm and up

Repetition with variation: The

alteration of selectec

way that the (normally negative) space is given formby  primary aids in estab ts of

the positive elements, as in figure—ground relationships  closure. Simp

(see page 36). brain to observe an incomplete « White space: The open space

as complete in our imaginatic
Dots and lines Look at the ex

wve qualities of

the artist Franz
Twombly's

25, Examine

A dot exists as a mark, on its own, as a point in space,  Kline's strong, emph

painted

and it can also be the start of a line. Many points  wandering, fragile drz and paint

&» SEE ALSD: FORM AND
SPACE, P36

together start to set up a rhythm or a pattern that, Wolfgang Weingart's use }
depending on uniformity, repetitiveness, scale or quan-  way to structure information or Russian
tity, can suggest regularity or variation, and can express  Alexander Rodchenko's powerfu
tense or relaxed sensibilities. line. El Lizzitsky and Piet Zwart a

5 OF line Ir

emphat-

A line is a pathway between any two points. It can be ically and expressiv

straight, curved, thick, thin, horizontal, diagonal, jagged,



@ Fibonacci spiral
uare |s
ection, a

ler rectangle remains
same proportions
e original. The spiral

(also know he golden

ratio) can be used to

2ate a proportional and

narmonious composinion.

~
1/

@ Tricks on the
eye Figure—-ground

relationships produce
different effects that

PART 1 PRINCIPLES

UNIT 2 FUNDAMENTALS OF COMPOSITION

vwooute 2 Form and space

In learning to create meaningful compositions,
it is important to understand the role of visual perception
(the way our eyes and brains make sense of what we see)

and its role in visual communication.

Whether consciously or not, our eyes are cons

supplying on to our brain, which proce s and

able to control

input. Being

makes s

that proc and understand how it works

crucial.

und

Good design thinking require

how the relationship between visual elements affects

y We perc > them, as as an understanding

of how to control and exploit them.

Figure and ground
fiy fr‘_‘::".] is

occupies and to other forms that may be p

xnced in relation to the sp

ent in the

format. We call this the figure—ground relationship

(where ‘figure’ refers to 1 space and

= backgro

bout this

jative and positive space.
ation to a visual
Y Torm IS
seen In context and cannot be totally isolated.

ally speaking, a form is considered to be posi-

thin

WIT

around it negative. The space
a format (the ground) 1s an important element of any
; once a form is

something left

it matters within the overall design, since

placed on it

the ground affects the form . Usually, we

tend to notice the form ¢t

However, a well-known e

ship becomes confused is drawn from Gestalt psychol-

ogy ‘Gestalt' is a Cu':rr!:.';:'l‘ word meaning ‘'essence or

n entity form' Look at the Rubin

shape of

(left), where

=ther we

ground as

e Torm.

Closure: The ability of the

n to observe an

INCOM[
it as complete
Gestalt psychology: A theory

be unconnected

Ground: The page. surface o

Law of closure: The mind
reates a solid object on the

page from st

and placement




The law of closure
Another phe

iomena drawn from Gestalt

sychology is
ues th
5 that are not, in fact, closed.

gn, and is related

n des

to figure and ground, si

it relies on our ability to

collapse the > between foregre

1d backaround.

2 through

jence.

The rule of thirds

mare c

The rule of thirds sz become
¢ and/

placed within

s that most compositions

n divided into thirds verti

or horizontally, with important eleme

thirds. Dividing a composition in half t the

ure and keep t v s eye cent on the

halfway point, e

s placed at the

exact centre point. The

and actively engages |

visual dialogue. The rule of thirds

jn tor print, web and motion

applies

graphic ually to framing for photogra-

phy, film and video.

@ Gestalt law of closure
Examples of the
iemaonstrate the ability of the

brair

(» Negative as positive

Using principles

and fiqure—ground
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PART 1 PRINCIPLES
UNIT 2

MODULE 3 Symmetry/asymmetry

FUNDAMENTALS OF COMPOSITION

Symmetry in design refers to a spatial relationship between
elements, and specifically to a situation where the elements in a layout are
centred, having equal space to the left and right or above and below them,
a mirror image on either side. The second meaning of symmetry is more
general, and refers to a sense of harmony, or balance, which in turn is seen
to reflect beauty. Symmetry carries associations of perfection, tradition,

order, and rationality and peace.

Designing without symmetry

In asymmetrical design (without symmetry), elements
are not centred, but utilize the whole format, creating
dynamic compositions that play with scale, contrast,
space and tension between elements. Negative space
is usually less passive in asymmetrical design, and
becomes easily evident as a part of the design.
Asymmetry is generally associated with fewer rules and
limits, and more expressive possibilities. However, each
kind of composition has its place, and the important
thing is to learn how to identify when it is appropriate
to use one or the other. While asymmetrical design may
seem less rigid, it is crucial to spend time learning how
asymmetry activates elements in a given space, and to

Testing the theory

In these examples, various
effects are achieved by simple
variation of the position of the
square within a stable frame.

1 Balance

The centred square is

stable or static, as the space
around the square is equal
on all sides.

carefully control the effects you want to achieve rather
than randomly placing elements in a design.

Choosing symmetry or asymmetry

Similar questions arise in any design you undertake.
How should the space be divided? How should the
subject matter occupy the space? Each decision you
make on placement will affect the emotion of the
design. A symmetrical composition makes for a calmer,
more peaceful work, while something more dynamic
can be achieved if the elements are arranged asym-
metrically. Symmetry tends towards balance, and lack
of movement, while asymmetry injects movement and
spatial tension into a design.

3 Movement to the right
Changing the position of
the two squares suggests
movement to the right.

2 Movement to the left
When a second square is
introduced, visual forces
develop. There is a sense that
the squares are moving left.

& In harmony The ancient
Chinese duality symbaol for 'yin’

(black) and ‘yang' (white) is
the perhaps the most famous
example of perfect symmedtry,
each shape a reversed mirror
of the other

@ Typographic symmetry
Beautifully mirrored hand-
drawn letterforms produce this
symmetrical ambigram, which
reveals the word ‘excellence
the exact same way when the
book is turned upside down.

4 Upward movement
The position of the

two squares hints at
movement upwards.
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‘ MATRIX 11

CENSED AND DHSTRIBUTED BY EMIGRE

Asymmetry: A comp

where elements are juxtaposed

and do not mirror the other

torms on the page

Symmetry: A composition

where elements are balanced

& Symmetry in
asymmetry

. ar mirrored on a page

Pe lv centred

(@ Asymmetry

Placement of the

letterforms cre

h the right symmetry within an

active asymmetrical
composition. The

cantrasts in placement

and colov

rhythm in

compaosition

ot spot colour in

& Different but equal @ Zang Tumb Tumb,

ssented by F T. Marinetti ir

1919, uses creati

clean public as

composition. Bott 10 express

of battle. In typ

the use 55

sounds in a literal way
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PART 1 PRINCIPLES

UNIT2 = FUNDAMENTALS OF COMPOSITION
wooure 4 Basic principles of design layout

The term ‘layout’ refers to the organization of

&9 Divide and conquer Organizing
information on a page meaningfully is critical

to the information transfer, especially when
handling large amounts of text. There are
many ways to divide the page and the choice
should be a consideration of the type of design
work, the viewing platform, and the amount

of information to be presented on each page

disparate material that makes up the content of a design. Well-
designed visual communications present information in a logical,
coherent way, and make the important elements stand out. Basic
principles of good composition are of the upmost importance

in the process, and a thoughtful approach to the delivery of the
material is, as always, the designer’s first consideration.

The use of a grid system and consistently styled design
elements helps the reader to absorb information in a
visually pleasing way, and enhances the communication
of the content, Good composition in layout design is
dependent on the grid, and there are many configura-
tions to choose from.

Practical factors

There are three basic stages in beginning any graphic
design project. First, the designer receives a brief from
the client, usually establishing what material should be
included and the format for the project. This involves a
combination of text, or copy (main text, display copy
[headings], boxes or sidebars, captions) and images
(photographs, illustrations, maps, diagrams). The brief
should also indicate the desired look or ‘feel' of the
waork, which in turn will depend on the target audience.
Should the layout look authoritative? Should it be
densely packed with information? Does the message
warrant a lean and structured design, with lots of white
space? If the brief is vague, schedule time with your
client to ask the right questions and help define the
goals of the design. Should it shock the viewer, relax
them or make them smile?

Second, you will need to consider the format and
budget. If there are many pictures and extensive copy
for a small space, this will affect the look of the layout.
Agreement should be reached on hierarchies within
the copy; an editor may already have labeled their
headings ‘A, ‘B, ‘C} and so on, to indicate their relative

importance. Such elements can be indicated typo-
graphically for emphasis, through differences in type
size, weight, form and choice of colour. Determine how
many colours will be used. Beautiful design work can
be created with a limited palette or with a full range of
inks and effects. The number of colours used will affect
a print production budget, so find out before you begin
to conceptualize a project for press. If the project is
hosted online, your palette is free, but certain colours
are easier to read on screen than others. For website
design, see pages 142-185.

Grids

The third stage involves organization. In print-based
work and web design this means developing a grid
system, in which various elements can be placed within
a ready-made structure that underpins the entire
design. The grid enables the layout of columns,
margins and areas for text and image. A well-designed
grid allows for some flexibility of placement on indi-
vidual pages while providing an underlying system that
gives visual coherence across a series of pages. This
is obviously crucial in any kind of editorial work, includ-
ing books and magazines, but certainly applies to well-
designed website pages, where some elements stay
the same and others change. Of course, working within
a structured format will also offer many excellent
opportunities to break the rules, but it's best to learn
them first.

or sub-division,

i |

Individual units of equal size,
separated by equal margins tap
and bottom, form a system perfect
far compositions with many images
The units can be combined i

any number for larger images or
columns of text.

Three columns works well for
mid-range amounts of text. The
designer can use any given column
| any system for added white
space and can divide the page
asymmetrically with text and image
In this three-calumn system

A four-column system begins to
add more flexibility for vanation in
placement. The symmetrical division
will add order, if desired, and added
control in the overall systam,



The top of the
x-height of text

MODULE 4: BASIC PRINCIPLES OF DESIGN LAYOUT

OTT + STEIN

@ Flexibility Many variations of the layout
can be explored as thumbnail sketches, before
committing. Here, you can see the kind of
flexibility a simple gnd provides, giving indications
of structure without limiting creativity.

i

CHECKLIST FOR
BEGINNING A LAYOUT

« Who is the target audience for
the design?

* What different kinds of text will
be included?

* Will there be photographs,
illustrations, diagrams or a
combination of all three?

* How many colours can be used
(the budget will affect this in print-
based work)?

* What is the format and final size
of the job (also related to budget)?

* What parts of the text need
emphasizing?

» Is the client looking for
a particular style?

The baseline grid

blocks. No text
(except for running
heads/page
numbers) would
normally appear
above this line

© Master grid Margins,
columns and non-changing
typographic elements such

as page numbers and running
heads can all be placed

on the master grid, which
provides the design template.
The grids have been printed
over this module to show how
they structure the design.

is based on the
size of type and
leading value

of the main

text used (the
bady text), and
ensures that all
text starls and
ends al the same
horizontal point

Here you can
set the number
of columns per
page and the
space (gutter)
between each
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Margins, grids and structure
For any form of publication design you should begir
formatting double-page spread that can then
This is

because you need to see how the verso (left-hand

mportant

applied to the entire publication
je) relates to the recto (right-hand page) and judge
. Established practice in book
s that the back (inner margin) should b
edge (outside margin), and the

(bottom margin) greater than the head (top margin).

palanc

o

These rules should ensure a balance, with the typ

'__,,[‘_||"|r_| .;:_or".‘:u[{;-]ljé-rf in the format. Remember

that the

another, so the

need to move from one page to

@ Natural order This tight,

m sn

@ Variation Sp

from the same publ

client and the reader. For exan paperbacks

1s o keep page numbers —

tend 10

have hg|'-’ mar
and therefore costs — down, whereas heavily illustrated

publications have generous margins and use white

EE(ZHVE‘!?.'-;'. Economic considerations p|9;’ a ;)a!'l:
tend to
more white space is possible.

1s and

and promotional materials have

of columns, mar

The grid shows the layol
0 shows

for main text, cap

tions and images; It

1e position of repeating heads (running heads) and page
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numbers, These elements normally stay the same over
a series of pages.

After drawing your double-page spread, you can
prepare some layout roughs: these can be small
thumbnails or half-sized visuals in which your first
ideas are sketched out. This preliminary thinking time
is key in the page-design process; it's where you make
important decisions about the composition of pages
and the organization of material. Preliminary sketches
can then be transferred to the computer and several
variations quickly produced, based on the main grid. It
takes less time to sketch ideas than to create designs
directly on screen. Remember, the computer is simply
a tool; it cannot think for you, nor can it generate ideas.
With initial sketches, the imaginative designer can fully
explore ideas and options before moving to the pro-
duction phase.

Using a grid

The grid divides the available type area into propor-
tioned units, providing an overall visual structure and
helping to unite all visual elements. The most basic
grid structure — used primarily for text-based material
such as business reports or novels — is that of a single
column. The width should relate to legibility. With
complex layouts, in which text, images, diagrams and
captions must be integrated, a more sophisticated

horizontal and vertical grid is needed. Grid systems
comprising between three and six columns enable you
to use all kinds of elements. The more units used, the
more flexibility you have to accommodate smaller
pieces of copy such as captions, longer measures such
as section openers, and displayed material. Never
simply follow your computer's default settings for
columns, but decide on your own.

Ideally, a grid should have some vertical controls,
both for structure down the page and for order to the
overall design. Give headings, subheadings, captions
and page numbers set positions for continuity. Finally,
be flexible. After two or three spreads the grid may
seem too rigid, so adjust it. Grids should not be restric-
tive, but provide structure while giving rich composi-
tional variations to spreads.

@ Form and function
Consider the format style

and the user experience when
you select a grid system. If

the content information can be
neatly divided into components,
it may suggest the use of a
particular fold that will help to
display the information in a
logical sequence. The tall,
slender accordion fald on the
brachure above adds elegant
white space and repeats the
form in the photo.

&> SEE ALSD: AUDIENCES,
MARKETS AND CONCEPTS,
P24

STYLES OF LAYOUT, P44
PACE AND CONTRAST, P46
SIZE AND FORMAT, P50

TYPOGRAPHIC EMPHASIS
AND HIERARCHY, P78
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opure s Styles of layout

In simple terms, page design, or layout, can be
divided into two basic styles: symmetrical and asymmetrical.
In broad terms, symmetrical style is a traditional approach
in which design is structured around a central axis. This type
of layout has its origins in the earliest printed books, which,
in turn, borrowed their layout from handwritten manuscripts

SOTTSASS ASSOCIATI

Every color has o history. Red is the
color of the Communist flog, the
color that makes a surgeon move

taster and the color of passion.”

of the medieval era. Asymmetrical style is non-centred,
dynamic and associated with 20th-century modernism and

contemporary design.

Symmetrical style
Traditionally, symmetrical layouts are most commonly

seen on title pages of books, where each line of type is

centred above the others. Part of the tradition is also

the use of serif typefaces, often set in letter-spaced

ent or

capitals with, perhaps, the addition of an ornam

printer's flow

Decorative borders and the addition of decorative

elements became more popular in the 15th and 16th

uries, but until the 1920s most

ts. Achieving a bal-

publications were
designed with symmetrical forma

anced-looking composition within a symmetrical design

s not as easy as it sounds. Type size must be carefully
udged, and spacing between each

since certain information belongs in the

line considered,

same typo-

ing horizontal line space is critical £
maintaining balance and bea

must be made while

composition. For superb examples of symme
the work of Aldus Manutius, the

see

typography,

WOOLVORTHS

Dalphin Press, and the Venetian printers from the late

h century

The asymmetrical revolution
Asymmetrical layouts can be traced back to the 1920s
and 1930s, in particular to the German school, the

Bauhaus. Artists such as Kurt Schwitters and Theo van

urg experimented with layouts based on an off-

d axis, creating tension and dynamism. In this
e, type is primarily

is kept to a few lines, as Western cultures read left to

ged left; ragged-right setting

right. Other predominant designers to note are Armin
Hofmann, Herbert Bayer, Wim Crouwel and the work of
Josef Miller-Brockmann.

The modernist movement also rejected ornament,
and sans-serif typefaces, with their clean lines and

maodernity, were the popular faces of the school. The

work of the Bauhaus and their stylistic desc
c)-_if,'l"l as

1960s,

the Swiss typographers of the 1950s and

vours sans-serif faces and often completely

@ Asymmetrical page

design Justifi
t are impor

f the modular

ICKS Ot

grid

& Balance The symmet

elements in t

/S large aisp

compositions

dy

1 in different styles,



lowercase headlines. Rules, in a number of weights, are
used as distinctive features in colour and in black and
white, adding dynamic movement to the compositions.

Another amazing typographer, whose work over a
long career shows both styles well, is Jan Tschichold.
Early on he was heavily influenced by the modernist
philosophy of the Bauhaus, and is considered a
pioneer of the asymmetric revolution. He later changed
direction, rejecting the hard-line approach advocated in
his book Asymmetric Typography. Tschichold returned
to the frequent use of centred, serif typography, but
continued working in both styles.

Integrating styles

Contemporary designers often integrate both theories
of spatial arrangement and select the style to suit the
project. Contemporary typographers, like Philippe
Apeloig, also use both in their search for visual solu-
tions. As a designer you need to understand both
styles, and their historical precedents and contexts, so
that your selections and design decisions are based on
knowledge rather than guesswork. Read as much
about graphic design history as you can, and follow the
philosophy of Jan Tschichold: use both styles, but
understand that mixing them needs to be undertaken
with caution. Research and experimentation will be
your best guides. Keep your options open, and be flex-
ible and fearless in reaching appropriate solutions.

& SEE ALSD: SYMMETRY/
ASYMMETRY, P38

BASIC PRINCIPLES OF
DESIGN LAYOUT, P40

SIZE AND FORMAT, P50

@ Classically centred The
Hypnerotomachia Poliphili,
printed by Aldus Manutius's
Dolphin Press, Venice,

in 1499, is an example

of the highest art of
Renaissance printing. Its
symmetrical typography
harmaonizes with the wood-
engraved illustrations.

MODULE 5: STYLES OF LAYOUT

Combining styles

Inserts, short pages and fold-outs create
symmetrical and asymmetrical page designs and
work in concert to evidence the decorative nature
of pattern design in this book on the history of
kimonos. The unusual combination is influenced
by asymmetry in traditional Japanese art.
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PART 1 PRINCIPLES (® Controlling the pace

UNIT 2 FUNDAMENTALS OF COMPOSITION

MODULE 6 | Pace and contrast

Pace and contrast are vital qualities for
catching and maintaining a reader’s interest in graphic
design: they provide variety, and set the rhythm and the
mood. This is particularly evident in magazines and image-
heavy books, where it is critical to be able to direct the eye
to different pieces of information in a particular sequence.
Think in cinematic terms: the audience should be given
different experiences, have different reactions, and enjoy the

complete experience from beginning to end. The digital age
has created a world of multi-tasking citizens, and holding
their attention over time can be a challenge.

publication Gate

neatly di
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In continuous text, the reader takes more time to cowve

information and is primed to read every word. In a highly

- with panels, pictures, captions,
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to pace and is an excellent tool for controlling the pa
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of an extended design system. You can create visual
emphasis with large type and imagery, unusual crop-
ping, sidebar information graphics and full bleeds of
image or colour. Alternatively, you can create a quiet
interval by having text-only spreads and open areas of
white space.

Planning for pace

In order to achieve good pacing, with contrast and visual
rhythm over a succession of pages, an overall plan is
needed. Too much visual complexity can be counterpro-
ductive, but a succession of similar-looking spreads will
become boring and you may lose your audience. One
technique is to construct a flat plan showing the total
number of pages in the publication, The flat plan can be
drawn small (thumbnail size) in double-page spreads. It
should contain page numbers, titles, and content. A quick
survey of this plan gives you a broad overview of how
your material will unfold (see page 28).

When you begin your design process, don't become
too dependent on the images you create on screen. If
the final result is meant to be in print, print your docu-
ment often during the process and view your pages at
the actual size of the finished product. Type sizes and
weights, image quality and scale, and the rhythm,
pacing and transition from one spread to the next
should be evaluated in the same format as the end
user would see it. Check your pacing throughout the
process and be flexible enough to initiate change
where it is needed.

Creating momentum and rhythm

At the beginning of an article, or section of a book,
create momentum and rhythm and set the mood for a
receptive reader using all the composition skills you
have learned. You can use pictures as a frieze, in a
narrow sequence of images running along the top of
the spreads that moves the reader across the pages.
You can create various mosaic arrangements on the
grid, using one large picture and a series of smaller
ones. You can break out of the grid at strategic points.
Depending on picture content, you can create vertical
movement with narrow vertical images. Conversely,
with landscape-format pictures you can create a strong
sense of horizontal movement.

You can control the pace by juxtaposing black-and-
white images with bright spots of colour, or black-and-
white with duotones, tritones and speciality inks.
Variation between narrow and wide text measures will
add pace to your pages, and using your grid system
creatively is essential. Strong background colours or
reversed-out type at specific points can also create a
sense of movement to change the speed and vary the
rhythm. Be deliberate in your decisions and interpret
your subject matter thoughtfully. Keep it quiet if the
material calls for introspection, or pick up the pace and
build excitement if appropriate.

Printed publications
In publication design, pace and contrast are fundamen-
tal. There are more types of magazines — print or

@ Colour and contrast
Colour is a valuable asset

olling the pace. F

1ds the book w

mage that reves

colour subject when removed,

& SEE ALSD: BASIC
PRINCIPLES OF DESIGN
LAYOUT, P40
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range from high-brow, political, economic or philo
cal journals to sporting, arts, satirical and leisure and
lifestyle titles. Each publication will require different
solutions to the pacing, depending on content and
readership. Magazine readers differ from book readers
because they view the product in unpredictable ways
and in differing environments. Some will be led by the
cover images to the contents page, where they will
select their articles in an ordered way; others will dip in
and out of any part of the magazine; while others will
always read certain sections in a peculiarly personal
order. Magazine readers may view the publication at
n a relaxed environment with no distractions, or
they may pick up an issue in a waiting room or a public
place. Engaged, entertained readers become loya
scribers, so the visual should work with the content to

sub-

transport the reader, like any good book. For a design
to be memorable, visual interest should be present on
every page and the editorial personality of the magazine

@ Form follows content

ombination ot

ligues

¢ constructivist

should be evident at every turn. If the publication is
trendy and edgy, designers use every tool, including
pagination and way-finding marks, to reinforce the style
and mood. A true master of magazine layout is the
American designer Alexey Brodovich, who worked
primarily in the 1940s and 1950s. Bradbury Thompson
also understood the importance of pace and contrast.

In illustrated books, change of pace is also required,
Generally, readers behave in a relatively logical way,
moving through the publication from start to finish.
They, too, will dive in and out, but not to the same
extent as magazine readers. In book design, economic
factors also play a part. If plenty of pages are available,
then you can introduce section openers and use lots of
white space to create drama with headings and place-
ment. Each book design should have a strong visual
identity. If the spreads are too diverse, it can have a
hazardous effect on the book and become confusing to
the reader.

@& Simple lines

Showcased products be e

the compaosition in this series

ol spreads. Interesting image
placement adds rhythm and

horizontal and vertical motion
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@ Sophisticated wit \With humour and a
=0
iconic magazine covers for the New York Times

to

1 of surrealism, Carin Goldberg's beautiful,

and the typography magazine U&lc reflect
contemporary culture through the designer's

playful eye.

Digital publications
Electronic magazines require different strategies; type
and images interact much more immediately on s

Imagery is much easier to manipulate and adapt to a
variety of purposes and device formats. Some of the
principles of print-based work may not apply directly to
screen-based designs: one obvious difference is that,
instead of turning pages, viewers scroll up and down for
consecutive views of 'spreads. Instead of using weight,
style or position for emphasis, type might move or a
static image may click through to a video presentation.
Page structure and the placement of graphic elements
must reflect the function of the site.

A new aesthetic continues to develop hand in hand
with emerging digital technology that ties form and
function. Ultimately, though, basic issues of pace and
contrast for print still apply, in part, for screen. The
designer must still navigate the viewer through the
maze of available information and present the appropri-
ate markers for way-finding. Learning the basics of
layout design from the model of print design is a step-
ping stone to the development of new ways of working
in digital environments. The rules of good design should
always be considered, regardless of format or media, and
the designer should be able to apply them appropriately.

@ Complex systems Digital publications

have complex systems that offer multiple

options and need to be considered in depth by
the designer. Well-desic
should have all the
narrative skills of the prin
magazine presents expert editonal art directio
at every swipe, scroll or zoom, and provid

pacing and detail needed when the vie

2Wer car

easily alter the pace.
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~ Size and format

Size and format are important considerations in any
printed design. They are affected by budget, practical restraints
such as mailing costs and by the needs of the job. The experience
the end user has while interacting with the materials will affect the
type of response the material evokes. Print is an intimate medium
that's meant to be viewed close to the body. The tactile qualities
of printed media are evidenced by weight, surface texture, binding,

gloss, matte or metallic inks, foil stamps and die-cut surfaces, all
of which play a part in the personality of the product.

Primary considerations

In deciding on format, the designer is often limited by
external factors. Certain elements in a corporate iden-
tity package, such as letterheads, envelopes and official
are a standard size; other
however, may also have to be considered. Cost issues

farms, usually factors,
loom large: can the size selected for printing be cut
economically from a bigger sheet of paper or will there
be unnecessary expensive waste? Carefully evaluate
the sheet size with the number of copies required. Wil
the finished work have to be mailed out? If so, weigh a
mock-up to estimate postage costs: a larger format may
prove to be too expensive to
printing thousands of impressions.
folded economically in relation to the
paper? Work with your printer to find the most economi-
cal and environmentally sound solution, and determine

ost if you are

the job be

grain of the

your size and scale before you begin your design process.

Content determines format

In book design, format should be determined by
purpose or nature, with the user in mind. Text-only
books pose fewer problems than books with a heavy
concentration of photographic or illustrative subjects.
For continuous reading, a good point size on a read-
able, attractive font with adequate margins in play can
help to determine the format as either portrait or
landscape, and in paperbacks, which need to be both
cheap and portable, point size is typically small. In
illustrated books, the images should resonate the
mood of the subject and a larger format book is appro-
priate — but check your size in a mock-up version
before you begin, to ensure the book won't become
unwieldy. lllustrations and photographs do not neces-
sarily lose information value if they are smaller than

first anticipated, and there are benefits in making a
product easier for the reader to handle. The largest

@ Book art Unusua

content in subtie ways

(» Dramatic landscapes

The horizon line in th

page bleed photographic
image determined the

typographic

preceding page, and a

drama to the page des



& Vertical orientation
Stacked vertical columns of
text, supported by vertically
oriented typographic
illustrations, add height and
drama in this text-as-image
approach to page design.

formats are generally reserved for art and design sub-
jects and museum catalogues, in which excellent-
quality illustrations are central to the book's success.

Whenever possible, content should determine
format. Think about your subject matter and examine
all available materials for inclusion before you deter-
mine the final format. If there are beautiful panoramic
landscape views to be featured in the book, a horizon-
tal format may be your obvious choice. Experiment in
your initial layout sketches and determine the best way
to showcase your materials to the greatest effect. If the
subject matter calls for white space to be part of the
design, be sure to anticipate the additional dimensions
for your margins and gutters. Multilingual publications
pose their own set of problems. It is probably best to
try to accommodate two or three languages side by
side to achieve a consistent flow of text and, if illus-
trated, to ensure that text references are on the same
page as pictures.

Although international standardization in paper sizes
helps keep prices down, the same old formats can
become boring. There are several inventive solutions,
but be sure they fit the design concept of the publica-
tion. By folding sheets differently, you can effect simple
changes: fold on the short side for an elegant long
format, or trim standard sizes for unfamiliar shapes at
no extra cost. Add gatefolds to portrait formats for an
unexpected horizontal image, or add short pages to a
horizontal format and add interest by providing a
layered, textural interlude.

@ Nostalgic The clever accordion fold was
produced to celebrate and commemorate a
community arts project run by artist Mark Storor
in the seaside town of Jaywick. The concept
design and format mimicked a vintage-style
folded postcard.

Folds and binding
With smaller publications and brochures, folds can play
a big part in enticing the reader into the subject matter,
The aesthetically pleasing square format is simply
achieved by folding the sheet in a different way.
Organizing copy to follow folds — whether rolling folds
or concertina folds — creates a sense of fun and is an
excellent way to entice the reader into the publication.
Simple binding ideas can also enhance the appeal of
smaller publications and can be used inventively to add
to the way-finding of the content. You might consider
trimming each spread a little shorter than the preceding
one, giving the area at the end of the page a space for
information graphics or subheads. An untrimmed fore
edge makes for an attractively handcrafted feel, as
does visible coloured thread for the stitching. These
ideas are easy to implement; they don't necessarily
cost a lot and can make your designs different and
memorable. Be sure to consider all aspects of the
project as part of your design process from the very
beginning: changing one or two elements will affect
your other decisions as well, and may cause you to
back up the process and redesign certain elements.
Part of the fun of design work is in the discovery of
inventive solutions, new materials, and new combina-
tions of tried and true techniques. Take the time to
consider the importance of your choices and remember
that if you can see something, your client can, too.
Every aspect of the project should be evaluated with a
designer's eye, down to the smallest detalil.

MODULE 7: SIZE AND FORMAT 51

Concertina folds: Folds in
alternate directions.

French folds: Sheets of paper
are folded in half, so that they
are double thickness. The two
folds are at right angles to
each other and then bound

on the edge

Gatefold: A way of folding
paper so that the outer quarters
of a page are folded to meet in
the centre. The result works like
symmetrical doors that open
onto an inner page

Paper grain: The direction
of wood fibers that make up
a piece of paper

Perfect binding: Method
similar to paperback binding
where |oose sheets are encased
ina heavier paper cover, then
glued to the book spine. Edges
are trimmed to be flush with
each other

Rollover folds: A way

of falding a page so that
successive folds turn in on
themselves and the page is
folded into a roll

Saddle stitching: Binding
method where sheets of paper
are folded in the centre, stitched
together along the fold, then

glued into the cover spine

@ SEE ALSD: BASIC
PRINCIPLES OF DESIGN
LAYOUT, P40

STYLES OF LAYOUT, P44

PHOTOGRAPHY AND
ILLUSTRATION, P56
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Identity and extended systems

Few things are designed to work as stand-alone pieces.
Look at a successful branding: the logos and corporate identity,
advertising campaigns, direct-mail campaigns, annual reports,
websites and social-media presence all have common design
elements, binding them together and identifying them as part of the
same brand. Look at the total content of any magazine or newspaper:
the information changes, yet the publication looks consistent, issue

after issue, and at a glance, we can easily and immediately identify

our favourites on the shelf.

This brand identity is achieved through a coordinated
design and effective design strategy that is fluid enough
to allow for variation and change, but is consistent
throughout. With newspapers and magazines, this can
be achieved with strict rules. For example, major head-
lines will be set in one font and ranged left; secondary
headlines in another font and centred; body text in yet
another font with fixed point size, leading and justifica-
tion; feature articles in a bolder font with looser leading
and alternate justification. These rules are never broken,
but they should be comprehensive enough to allow for
any situation while maintaining a consistent ‘look’

BACKERS

* VASTNYLAND 16094. *

Authors may write more than one book, and publish-
ers almost always use coordinated designs for their
book covers. If a publisher is repackaging the back
catalogue of a bestselling author, they will use a coor-
dinated strategy for the covers that allows for changes
of colour, image and titling, but also enables book
buyers to identify the titles as part of a set, or brand.
Perhaps the unchanging element is the type, set in the
same face, at the same size, and in the same position
throughout. Or it could be the style of the photograph
used — black and white, full colour, abstract — or the
illustration — pen and ink, painting, digital, collage. A

Identity: A unified, identifiable

look for a ot or

organization
Patch: The space on a
bookst shelf occupied
from the

same seres

@ Rebranded The

dentity of the Finnish baking

company Backers ha

research into
origin in the
:nth century:

In the
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font used for the cor

Nners:
from the time

was originally foungea.




good designer ties together all the elements, creating a
formula that not only makes each individual piece strik-
ing in its own right, but also ensures easy identification
with its counterparts.

Creating identifying characteristics

Well thought-out extended systems are the building
blocks for all complex design projects. Corporate iden-
tity systems will partner clean, easy-to-decode logo
designs with supportive graphics or photography that
become an extension of the brand and can be used
interchangeably on multiple applications. Most will also
include a distinct colour palette and a particular typo-
graphic sensibility that support the content without
diluting the brand's original message. These design
assets keep the brand fresh and exciting, and enhance
the presence of a product, something that motivates all
manufacturers and organizations competing for atten-
tion in the marketplace whether the product is books,
chocolate, a gallery or an online music service. The next

MODULE 8: IBENTI

time you go out shopping, or attend a cultural event,
look for this principle and you will notice that many of
the products that have the most eye-catching and coor-
dinated identity schemes are those of the most success-
ful businesses and organizations. This is not a coincidence,
and the designer who can successfully coordinate a brand
or a company will always find their services in demand,

Know the content

Getting to know your brand and your target audience is
part of your preliminary research. To speak to your audi-
ence accurately, you must also understand the content.
In package design the product is usually easy to recog-
nize, sometimes visible through the packaging material,
and positioned for attention in the marketplace. The
architecture of the package and the details in the
design system work together to create an image-aware
brand that proclaims itself as expensive, healthy, fash-
ionable or traditional by the very nature of the design
system the artist creates and the materials used in the

AND EXTENDED SYSTEMS 53

™ Understated elegance
Simple shapes and large fields
of colour define these elegant
design systems by Carin
Goldberg. The boxed set of
books for New York's School
of Visual Arts uses the
rectangular form of the books
and carefully placed dots to
mark volumes one through
four in the series, and extends
the system of colour blocks
and simplified and gestural
shapes to the inside page
designs, The system for

the works of Kurt Vonnegut
uses bars of colour that are
reflected in the collective

spines of the books.
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packaging. It should also lead consumers through the
functions of opening, dispensing and re-closing without
making them work too hard to get to the product. In
complex packaging, there may be enclosures, hang
tags and labels to design. The extended design s

can enhance the product but should always remain true
to the brand. In addition to housing and protecting the
product, package design is advertising at the place
where the consumer actually makes their purchase,
sometimes in large displays that become part of the retail
experience. To be really successful, it must communi-

cate the correct message at a glance if singular, or work

together in big displays of multiples, if it is to compete

with other goods.

Interpretation and detail
In editorial design, the content must be carefully con-
sidered for its message and the author's point of view.

A book jacket is, in effect, a piece of packaging that

advertises both product and publisher. It should be
approached in the same way as an advertising cam-
er its

paign, but the imagery can sometimes deli
message in a more thought-provoking, poetic way.
First, each book must compete with all the others on
display, leaping out from the shelf before informing
potential buyers as to what the book might be about
and why they should buy it. In bookshops with limited
space, only the spines will be visible, so how these
areas

work as small-space designs Is

I
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important. The same principle of multiples in package
display is in effect here, but on a much more economi-
cal scale. A series of covers with spines in bold black
text on acid colours will create an impressive patch
when a dozen or so are stacked along a shelf. The spine
should be part of the overall cover image and work as a
stand-alone design element when seen in multiples.
Book jackets begin telling the story o the consumer.
A concept for a book-jacket design will be influenced
by a number of factors, but the concept development
should begin by considering the content. Consider
whether the book is fiction or non-fiction; consider the
genre the book belongs to; the subject matter — is it fun,
grave, romantic or scary; and, most importantly, who the

@ Added value Elaborately detailed
packaging for Nike Air Jordan Year of the
Dragon 2012 limited edition incorporates
decorative elements from the extended system
at every turn, reinforcing the brand, enhancing
the consumer's visual experience and adding
value to the product through the packaging.
Small details are revealed as the package is
turned and drawers slide open.

MODULE 8

book is targeting for readership. When designing book

jackets, good designers make it their business to ask
the publisher lots of questions — and to read the book!
After all, your jacket design should inspire people to
buy the book. Think about how your design might
stand out enough to entice curiosity, or be provocative
enough to convey information in an intriguing way, and
try to create visuals that represent your author and
subject matter of the book.

Air Jordan

red drag

@ Jumpman Ginges
Monkey Desigr

amazin

ot two very d

sable, styles inlo a

identity for Air Jordan
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vooute o . Photography and illustration

Whether to use photographs, illustrations or
even type as image - or all three together — are important
design considerations. A well-coordinated look is a hallmark
of good design, and the way you plan, edit and incorporate

images significantly affects the outcome.

Boundaries between photography and illustration are
becoming increasingly blurred by digital art; a straight-
forward choice between a realistic photograph and an
llustrator's interpretation is still possible, and digital
techniques allow for a merging of the two. Within the
three categories are both relatively direct and obscure
approaches, so you need to think about how you want
your message to be understood and interpreted.

Much will depend on the category in which you are
working. Advertising can be obvious or subtle, but it can
also be crucial to show the brand your client is endeav-
ouring to sell. Food packaging or car ads often feature
beautifully photographed and highly realistic images
showing the product in a flattering situation. If you are

working on corporate design, the company's ethos is as
important as its products or services. In this circumstance,

a more abstract or evocative set of images could work.

In magazines and books, the look of the images will
have been considered at the initial styling stage, when
all the questions about the target audience will have
been discussed. A mix of diverse styles — illustrations
and photographs — can be used to differentiate between
various editorial sections while maintaining the defining
image of the publication.

Creative constraints

Some clients will have definite ideas about the types of
images selected to represent them. They might send
you the pictures they want you to use along with the
initial brief, so sometimes the decision has already been
made for you. Photography might not always be possi-
ble for logistical reasons — distance, budget or difficulty
in gaining permission — in which case commissioning an
illustration is the only route.

@ Lightly whimsical
Choosing the right visual
style to tell your story can be
difficult. Sometimes a single
technique is inadequate to
communicate the nuances,

so custom combinations are
invented. Delicate line art
evokes the look of old
etchings, but combines
offbeat images in ur

parings and colours
a contemporary state

these lighthearted wine

(» Manga style Versatile
styling is displayed in the
choice of manga artwork for
the cover of a book on the

impact of the manga style

Hand-drawn type and a

thought balloon reinforce
the subject and an arresting
composition brings it a

fresh perspective

@ Man and beast Fhoio
collage brings an unexpected
twist to the back cover of the
classic novel, Animal Farm
Custom photography of the
suited human subject joins
seamlessly to the stock

image of the pig, creating
an image that's memorable

and provocative.



Technical manuals, company reports, educational
books or anything that aims to explain how things work,
benefit from visualization. This might be a specialized
form of technical illustration, in which designer, illustra-
tor, and author/originator must liaise closely. Information
graphics, charts and data representation can be beauti-
ful, inventive and entertaining. Try to turn every con-
straint into a creative opportunity. Limitations set you
free from certain decisions so you can concentrate
more fully on others.

Budget and schedule

Commissioning an intricate illustration, such as a big
design of a busy street scene, might not be appropriate
if you do not have a large budget, in which case it might
be more cost-effective to work with photography or
photomontage. Conversely, asking a photographer to
set up a full-day shoot involving several models, a
makeup artist, a stylist, as well as complicated sets and
props, may be outside your project budget, in which
case it might be more cost-effective to commission
an illustration.

Occasionally you may have to produce something for
which there is an impossibly small budget. Don't let this
stop your creative energy or curb your enthusiasm for
the project — there are always creative possibilities.
Contemporary designers should be able to generate

arneu

MODULE 9

st.
illustra-
tion, and copyright-free pictures can always be found if
you know where to look. Creating a sh approach

using stock images is an exercise in reinvention. Use

imagery, even if there's no budget for a speciali
Inventive, evocative typography

can tunction a

your newly developed ability to see things differently,
and transform the ordinary into something fresh and
f brill
colour on neutral fields. Think about layers of texture or
open space, and fresh typography

inventive. Try duotones, tritones or spots

to pull it all together.

Photographers, illustrators and libraries

You may be working on a self-initiated project or to a
brief; either way, the illustrative approach may be
immediately clear, or you may have to work harder to

decide on the right style of image. First, ask yourself

what would be suitable for the market and the
message you are !r'ylng to communicate

the scope of your budget and your time

then consider

research your potential sources.
Begin this phase b
research. You may ne

45 'yrl_')l_j

ed to cre

commission a freelance illustrator or
There are many ways of looking at people's
beyond flipping through a portfolio. Look at work on

work

the internet, at exhibitions and agencie
graphic works and desian publications.

a7

@ Typography and

illustration The

then photographed

(» Deconstruction and
reassembly Favourite
elements and masterfu
mages from the subject’s
own works and original
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ociations have active websites where memt ; often

post work and you can view those that win av
for excellence.

There are also several online photographic resources
graphers and illustrators: type

that represent photc

‘picture library’ or ‘illustration agency' into a search

engine and you will find plenty. Generally, such compa-
nies allow you to use a low-resolution version for "-'_‘-I.|£|h

nall fee. Then, when

1S 10

you can buy the
what the final fee will be

now

(you can use them without paying further fe

you intend to cover

ertain subject or style repeat-
» Another

.which can be

edly, it might make / one of thes

source |s archival,

useful in a number of v

Collect and store

The best way to ensure you have imagery at hand

you need it is to keep an image bank of your own. Most
designers keep files of photographers' and illustrators'
work. Sometimes you'll receive promotional work that

has been sent in speculatively. If you like it, or think it

might prove useful in the future, file it away

for potential future use. If you have a need for spec
photography, perhaps architectur interiors, fo

fashion pho

stylin jraphy, look for experts with

strength in that area.

(& Photographic
subjects Strong

photography commands

attention in this website

transports them to their

W | R destinations in fine style
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TIPS AND CHECKLIST FOR SELECTING IMAGES

* Image, style and theme Determine
the look before you commit, It's fine to
be inspired by images you see in your
research, but be sure to resolve the
concept before you make a purchase
or hire a freelancer.

* Be contrary Consider the opposite of

what is expected: this will either give you
a new angle or help to consolidate your

original thoughts.

* Budget and schedule Check that
solution is affordable and feasible in t
time you have available.

* Age/gender/socioeconomics
of the target audience Who will

see it? The visuals for the horoscope

page of a teenage magazine, for

example, could certainly be more
quirky and abstract than the imagery
for a financial company report
and accounts.

* Shelf life The images in a weekly
magazine can be transient, whereas
those in an expensive book with a

selling potential of ten years or more

need to have more lasting re: s
» Clarity of information The images for

nance

an editorial design might be deliberately

obscure, whereas those for a technicsa

manual must be clear and didactic.

Perceived value This i

ning that

1t, since ofter

[Jil"_i' som
is inexpensive is marketed as valuable

through its image, and something that

is really expensive can seek to appeal

ss market through a casual,

Lre ¥ approacn.
Design criteria and usage Do you
want a dynamic cut-out s

square image bled off the

Yol n black and w
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UNIT 2: ASSIGNMENTS

© BASIC COMPOSITION

© UNDERSTANDING GRIDS

O PAGE DESIGN

This exercise can be done electronically or
by hand. Unless you plan to only study web-
based design, it is highly recommended that
you develop your craft skills and work with
traditional media. You can use cut paper, or
draw each of the elements with pencil and
fill them with black paint, but be precise,

Prepare three white 20-cm (8-in.) squares.
Using only five black squares positioned
within the larger white ones, express the
concepts of harmony, chaos and structure.
The black squares can be any size, and you
can position them however it feels meaningful
to you. Begin by creating 20 thumbnail
sketches for each of the three concepts, then
select the best one for each final version.

Pay attention to the negative space that is
created when you crop squares off the edge
of the page or overlap them, and remember
that negative space is part of the
composition. Think about the effects of
symmetry and asymmetry, closure and

field ground as you work.

Choose a magazine that you find attractive

or compelling and select three different
spreads — both right- and left-hand pages.
These should include feature editorial spreads
and spreads that contain a mixture of multiple
images and text.

1 Remove the spreads carefully from the
magazine and mount them on boards. Cover
each spread with a sheet of tracing paper that
will reach from edge to edge.

2 Using a pencil and measuring carefully,
identify and trace the grid lines on each of
the page designs. Note the column widths
and the margins at the top, sides, bottom

and to the left and right of each column. Look
carefully for the edges of all the elements
placed on the page, some of which may reach
over two or three columns, so your lines may
cross right through an element on the page.
Make sure you look carefully before you draw.

3 When you have finished, identify the
system on each page. Is your selection
based on a two-column, six-column or a
modular system?

4 Write a brief summary of your findings, and
explain why you were attracted to the pages
you selected and how you think the grid
system supports the design work.

You will need to use a computer to do this
exercise, using software that composes
pages, such as InDesign or QuarkXPress.

1 Select a short story that you have read in
a magazine or in a book and retype the text,
including the fitle and author’s name.

2 Develop a simple grid system for a
two-page spread, each page 215 x 28 cm
(82 x 11 in. ), total spread size 28 x 43 cm
(11 x 17 in).

3 Select one typeface, either serif or sans
serif, and determine a point size, weight
and leading.

4 Using the same typeface and type presets
each time, develop six different dynamic
compositions utilizing the same grid system.
Remember how symmetry and asymmetry
affect composition. Think about placement
on the page and test the flexibility of the grid
system you have chosen.

5 Repeat the exercise with a more complex
grid system and add a photographic subject
to each of the compositions.



© DECONSTRUCTING PACE
AND CONTRAST

© EXTENDED SYSTEMS

Publication design requires the coordination
of carefully placed text and image to lend
variety, anticipation and drama, whether the
publication is printed or appears online.

Select a printed magazine, brochure, or book.
Identify the design strategies used to vary
the pace. How is the white space used? Are
there variations in the grid system? Does the
placement of type and image vary in size and
scale? Is there smart use of contrast and
scale? Are certain pages making you pause
for a lengthier examination? If so, why?

Now examine an online publication and note
the differences and similarities used to set
the visual pace as you click through. Can

you follow the flow of information? Is there
enough variety to keep you interested? Make
special note of any tools that might be unique
to the online experience.

Further Reading:

Phillip Meggs and Alston W, Purvis,
Meggs' History of Graphic Design,
Wiley, 2011

Steven Heller and Louise Fili, Stylepedia,
Chronicle Books, 2006

Richard Hollis, Swiss Design, Yale, 2006

Timothy Samara, Making and Breaking
the Grid, Rockport, 2005

Gavin Ambrose and Paul Harris, Basic
Design 07: Grids, AVA, 2008

Milton Glaser, Art is Work, The Elephant's
Eye, 2008

Horst Moser, Surprise Me: Editorial
Design, BATTY, 2003

1 Identify a favourite brand image and
examine it closely. Find three examples of
the brand used in different applications — for
example, printed page, web page, packaging.
Make a list of every element that is repeated
exactly and of every element that is added to
the composition or varied in any way.

2 Select a famous person, fictitious or real,
living or dead, and develop a logo for them
that reflects their personality. It can be

any type of logo you think is appropriate —
pictorial, letterform or abstract. Be sure your
logo design can be reduced and enlarged
without losing legibility.

3 Design a letterhead and business card
that uses the logo in a controlled system.

Be sure that the design of the letterhead and
card continue to reflect the overall personality
of your subject.

4 Add a third element and extend your
system. It could be the design of a website,
or you might imagine your famous personality
has developed a signature product line — for
example, clothing, perfume, jewelry, sports
equipment. To do this, look carefully at

the work you have just completed on the
logo, letterhead and business card. ldentify
three characteristics that make your system
constant on all three designs. Now begin
sketching ideas for your third element,

using at least two of the three elements,
and adding one or more variations.

UNIT 2: ASSIGNMENTS g1

© PHOTOGRAPHY AND
ILLUSTRATION

1 Select a classic novel that you have

read and are fairly familiar with. Consider
the storyline, the message and the overall
tone of the writing. Make a list of the most
influential elements in the novel — for
example, characters, circumstances, defining
events, time periods. Define the target
audience for the novel. Research archival
images if you need them and keep them
handy as you conceptualize.

2 Sketch three to five ideas that best
illustrate your concept for the book's cover.
When you have selected the best sketch,
begin your final versions by tightening up
the composition and clarity of the concept.

3 Develop a more refined version using
traditional media — paint, pencil, collage - to
determine coloration and value. Consider
whether photography or illustration would
best suit the concept, or if a combination

of both would be most effective.
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FUNDAMENTALS OF
TYPOGRAPHY

Typography is the process of arranging letters, words
and text for almost any context imaginable, and it is
among the most important tools a designer masters
for effective visual communication. Graphic designers
learn the nuances of typography in order to use it
creatively, with imagination and a sense of exploration,
while maintaining respect for its rules and traditions.

In design, typography is the visual manifestation of
language, utilizing all its expressive and practical
qualities, and occupies a unigue place where art,
science and communications connect. You need only
look at work presented by concrete poets, or to various
art movements such as Futurism and Dada, to see
typography's significance as an aesthetic medium.

It also involves the design and selection of type for
both legibility and communication of information, and,
in some instances, aesthetic experimentation takes
a back seat to pragmatic concerns.

Expressive typography and hand-drawn letterforms are
a calligraphic art form in their own right With so many

| interpretative typographic choices, sketching and
hands-on experimenting with layouts will help you
learn to evaluate the readability and nuance of the
message before working on-screen, essential stages
that help in learning about the subtleties of type.

& New vintage
Hand-drawn letterforms
evoke the decorative
typography of another
century in this beautiful
logotype by Tom Lane.
The configuration of the
letterforms, the overall
shape created by the type
design and the selective
use of ruled lines for depth

and underscoring keep the
compaosition unified. The

overall effect is one of

tradition and craftsmanship.

PART 1 PRINCIFLES

UNIT 3 FUNDAMENTALS OF TYPOGRAPHY

vooure 1 Typography and meaning

By definition, a typographic message, aside from
an intrinsic beauty, must convey a meaning. Meaning, and its
expression, is at the core of typographic activity, at the level of
both individual words and entire passages of text. This is called
linguistic meaning, since it resides in language.

Letters and words have an abstract beauty, seen and
appreciated through experiments in type anatomy,
which isolate the forms and separate elements of indi-
vidual letters, and frequently reveal them as shapes,
rather than meaningful linguistic objects. However, the
instant words materialize on page or on screen, they
begin to express ideas and possess this elusive quality
we call meaning. Linguistic meaning, an essential
element of typography, can be expressed, controlled
and amplified through such typographic variables as
size, weight, typeface (or font), placement on the page
and letterspacing.

Sometimes, as in the pages of a book, the visual
aspects of typography must take a back seat to the
process of understanding. However, designers use such



visual techniques all the time, to communicate mes-

sages effectively; building confidence in working with
text in this way is important, so that linking typographic

form to linquistic meaning becomes second nature
Meaning
But what is ‘meaning'? An alternative term is ‘seman-

tics| an important subtopic within all aspects of design,

which is worth exploring in more detail. Semantics is

the study of meaning and applies to both images and
language. ‘Syntax’ (or t
govern the organization of elements of a sentence or

grammar) refers to the rules tha

paragraph, so that meaning is conveyed. If the syntax is
wrong, then language becomes nonsense, or meaning-
less. In a general sense, to say that something has a
meaning (a semantic value) relies upon its ability to
present its idea in a form that can be communicated
and shared. In linguistic meaning (the language-based
meaning that typography participates in), this commu-
nicability is based on sets of symbols in the given lan-
guage, which include letters and words, and also on the
space between words, punctuation and placement of
the characters.

Typographers such as Wolfgang Weingart, Willem
Sandberg and H. N. Werkmann pushed the expression
of meaning in typography to its very limit and, in so
doing, expanded its visual vocabulary and expressive
potential by working at the boundary between language
and meaning.

Dada and Futurist artists such as Kurt Schwitters and
Tristan Tzara, Marinetti and Wyndham Lewis experi-
mented with the relationship between language and
meaning. These historical practitioners are worth study-
ing closely, as are their inspirational typographic experi-
ments. Look at the works of the concrete poets ee.
cummings and Apollinaire, and contemporary design-
ers such as Robert Massin, Johanna Drucker and Erik
Spiekermann. Look at the experimental work of David
Carson, who used type as texture in Ray Gun maga-
zine, and at Paula Scher's graphic type solutions in
ign and environmental graphics.
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PART 1 = PRINCIPLES
UNIT 3 | FUNDAMENTALS OF TYPOGRAPHY
moouLe 2 . The anatomy of type

Familiarity with the basic structure of letterforms,
the anatomy of type, is essential to understanding how
typefaces differ and what characteristics they share, and allows
the designer to make decisions about selecting and using the ;
multitude of typefaces now available. The most basic element
of typography is the letterform, and each typeface has its own

unique characteristics, while sharing a basic language that

describes its parts.

Common terminology of typefaces includes the size of
the x-height, counterform, serif (or sans-) style and
stress of the letter (vertical/oblique). The ability to
compare these characteristics between typefaces
establishes essential knowledge about the suitahility of
a particular typeface. By providing valuable information,
or ‘earmarks| about how typefaces relate to classifica-
tion systems, such as old-style, transitional, humanist,
modern and serif/sans serif, knowledge of type
anatomy helps graphic designers to identify and select
appropriate typefaces for different purposes.
Technology has accelerated the creation of new
faces and produced digital versions of classics. There
are so many choices available that selecting an appro-
priate typeface can be daunting. There are some digital
fonts on the market that are of limited use, often

Uppercase (cap)

Lowercase Eye

downloadable for free. Many don't have much to offer
in versatility and lack a timeless quality. An argument
can be made that they do appear different or some-
what experimental, and novelty has its uses in certain
circumstances. For general use, especially where read-
ability is a key concern, however, it is better to select
classical fonts. Criteria for selection should normally be
based on a careful evaluation of the media, the reader-
ship and the design objective.

Key terms

There are over 25 anatomical terms applicable to let-
terforms. For general typography it's not necessary to
know all of them, but some are essential to making
visual judgements that aid typeface selection for differ-
ent situations, and you should be able to describe

Cross stroke Ear Leg
Bowl

Cap height

Base line

Descender ling

Crassbar Counter Serif

Link Bracket
Loop

& Typeface A block of letterpress
type, showing the face of the letter,
whose surface is inked and printed,
giving us the term ‘typeface’ a face,
b body or shank, € point size, d
shoulder, & nick, f groove, g foot.

Oblique, angled
stress, associated
with old-style
typetaces

Semi-oblique
siress, associated
with transitional
typefaces

Vertical stress
associated wit
modern and sans-

senf typelaces

@ Language of
letterforms Each distinct
part of a letter has its own
name, farming a ‘language
of letterforms!

@ Identifying

characteristics The different
stresses of typefaces are
essential information in
identifying their place within
the classification systems, and
to locating them within an
historical timeline.




those differences in a technically correct way. For
example, you may want to argue for the use of the
beautiful 18th-century typeface Bodoni in a particular
design. You should be able to state that its characteris-
tics include a vertical stress and a high degree of
contrast between thick and thin strokes, and that the
humanist quality of the font is appropriate to the read-
ership and message.

Information about the difference between x-heights
of typefaces is very helpful, since this allows the
designer to choose typefaces that are more or less
readable at smaller sizes. The x-height is the size of a
lowercase 'x' in a given typeface, and the ratio between
x-height and the ascenders and descenders of the
lowercase letters, such as 'g' and 'h) define the overall
appearance of a font. As with all design decisions, the
space around the design elements, type or image, is
part of the picture and should be considered. Typefaces
that have a large x-height may need more space
between the lines (leading), so that they don't appear
visually heavy on the page.

Typefaces of the same point size can appear larger
or smaller. Futura has a small x-height, and long
ascenders/descenders, whereas most sans-serif type-
faces, such as Helvetica, typically have large x-heights.
Although a general understanding of the terminology
of typefaces is adequate for most designers, if you
become interested in designing typefaces you will
need to develop an intimate knowledge of type
anatomy, in all its nuances, and have an excellent
understanding of typeface history and development.

(® Numerals Aligning
(above, set in Palatino) and non-
aligning (or old-style) numbers
(below, set in Bembo Expert).

1234567890
1234567890

Helvetica

!-'nps New Bodoni Book

- Descent
+ Leading

(» Measuring The
point size of type is

mea.

of text,

Small x-heights

In typefaces with small x-heights, such
as Caslon and Futura, there is more white
space above and below the lowercase
letters. Such type is easier to read, because
the eye can travel back and forth along lines
without difficulty. Use less leading in these
typefaces, or even set them without any
additional leading ('solid"), and set them

. In a larger point size,

Large x-heights
In typefaces with large x-heights, such as
Bookman or Helvetica, the lack of white
above and below the lowercase letters,
the larger white spaces within the letters,
reguires more space between lines. Incre
the leading so that text |s easier to read, and
the overall ‘colour’ (another term for density or

. texture of the type) on the page is less heavy.

Futura

xx dpd

ey HOman

sred from the

baseline of one line of
type to the baseline of
l.eading is the

another. Le; 19 1s the
Size — vertical space between
| lines of type, and

affects the readability

MODULE 2: THE ANATOMY OF TYPE 65

Bod Dok

@ Impact of x-height The x-height
Is the height of a lowercase x and
determines the visual size of type. The
x-height size varies from typeface to
typetface: some, like Bodoni, have a
small x-height, whereas Times New
Roman has a large x-height. However,
each type has the same body size,
Type with large x-heights tend to
have small ascenders and descenders,
whereas type with small x-heights
have large ones.

Baseline; The line on which the lowercase
letters sit and below which the descenders fall
Earmark: Identifying or distinguishing marks
or characteristics of a typeface
Point size/Pica: The relative size of a font
There are 72 points in an inch
Stress/Axis: The angle of the curved stroke
weight change in a typeface. Seen clearly in
letters such as ‘o
Type anatomy: The language used to describe
the various parts of letterforms
x-height: The height of & lowercase 'x" in

. any typeface

& SEE ALSD: UNDERSTANDING AND
SELECTING TYPEFACES, P66

Bembo

Typefaces of | the same size | look different sizes
| because they | have varying | x-heights |

Bodoni

Bernhard Modern

Times r\.a »w Roman



66 PART 1 « UNIT 3 AME!

PART 1 PRINCIPLES

UNIT 3 FUNDAMENTALS OF TYPOGRAPHY

MODULE 3

Since the introduction of digital typefaces, the number of
fonts available has increased exponentially; it is virtually impossible to
know them all, or be able to reference all of their attributes. However, it is
always advantageous to know a typeface’s historical background, since this
can help in relating its characteristics to the content of the text. Selecting
and understanding typefaces is a complicated business, one that becomes

easier with practice.

Univers
references modernity in a way that a serif font such as
Garamond does not. Bodoni, designed in the late
1700s, has certain formal characteristics that, in their
own era, were considered modern, including its use of

For example, a sans-serif typeface such as

perfectly vertical stress and sharp contrast between
thick and thin lines, departing from 'old-style' typefaces
based on pen-drawn forms. In a modern setting this
font is associated with classicism and history, Although
it can be used in a contemporary way, it's important to
understand Bodoni's history and associations, and to

take these into account when considering its use,

oAad

Baskerville regular

oAad

Bembo regular Bodoni Book

Humanist Old-Style ransitional Modern
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Understanding and selecting typefaces

M%u

Par EMILE zom

Understanding a typeface's historical origins and refer-
s, and its associated formal (visual) characteristics,
selection.

ence
is crucial when it comes to matters of
Broadly, contemporary typefaces such as Futura and
Univers tend to work in modern contexts, whereas tra-
ditional type such as Garamond might be more apt for

a literary classic. Of course, all these conventions are
there to be played with and broken, but only when you
have a full understanding of their significance. Research
and read books on graphic design history, since our
design past is always influencing the present.

oAad oAad
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@ Newspaper fonts
Sans-serif fonts were
first seen in 1786. Shown

above 15 an &
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serif fonts

newspaper,
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Rockwell regular

Egyptian and
Slab Serif

In the early 18th century,
in response to the
industrial revolution.
many new typefaces
were designed for use in
advertising. Their bold,
robust, decorative forms
grew from this context,
Egyptian typefaces are
typical of this period,
with their heavy, slab
serifs and ‘industrial’
quality.

Gill sans book

Humanist
Sans Serif

Sans-serif typefaces
originated in the early
19th century but became

daminant in the 20th century.

Gill Sans, designed in |9
cambined the characte

of both old-style serif and

sans-serif fonts, w

calligraphic qual

lack of senfs

oAad

Helvetica regular

Anonymous
Sans Serif

Sans-seril fonts were first
produced by Caslon in
1816 (in capitals only),
and William Thorowgood
in 1832 (with lowercase),
and Il‘ll?s-I were known as
Grotesques, since they
were thought to be ugly.
Heivetica was designed

in 1957 by Max Miedinger,

and is one of the best
known sans serifs

Futura book

Geometric
Sans Serif

Typefaces such as Futura
(designed by Paul Renner
in 1927) are extensions of
earlier sans serifs, but have
a more geometric design,
based on monalines (lines
of one thickness, with no
variation of thick and thin
as in old-styles), perfect
circles and triangular
shapes. Such typelaces are
ossociated with Modernism
in the early part of the
20th century, but cantinue
to be popular




Type classification

Before you examine the various factors involved in
selecting type, it is worth considering the broad catego-
ries into which typefaces can be placed: type classifica-
tion systems. Categorizing type is never an exact
process, and there are many layers to the classification
process, but a rough guide can help in distinguishing
the characteristics of typefaces and learning the appro-
priate uses for the various type families. A clear initial
division is sometimes made between text and display
type, each of which has its own criteria for selection,
but there are also faces that function well in both roles.

Text type: old style, transitional and modern
Primarily, text types are meant to be read in continuous
form or at least with few interruptions.

* Old-style serif typefaces, such as Bembo, Garamond
and Caslon, are ideal for this purpose. They are
regarded as ‘classic' fonts because they have stood
the test of time and still command respect. These
Roman fonts have been in use since the origins of
printing in the 15th century, and are considered
humanist, because the original designs referenced
the hand-drawn characteristics of manuscripts. Much
later, during the 1930s, a number of new “Romans”
were introduced to coincide with the new monotype

(® Classifying differences Type

classification charts are useful guides to the
various characteristics (sometimes known as
‘earmarks’) of different typefaces. They allow
you to place typefaces within their historical
contexts and to see how their basic visual serif typefaces.

Correct fonts

hot-metal typesetting system and many of the
classics were also recut for the same purpose.
Times New Roman and Imprint are good examples
of this group, known as 20th-century Romans. Later
the German type designers Hermann Zapf and Jan
Tschichold added, respectively, Palatino and Sabon
to this group. Contemporary Romans, such as
Minion, have now been designed using digital tools.

« Transitional Roman fonts have a vertical stress,
sharp and bracketed serifs, and in most cases a
medium to high contrast between thick and thin
letterstrokes. Baskerville and Century Schoolbook
are prime examples. The term captures a movement
away from the old-style group, influenced by pen-
drawn forms, towards modern faces rooted in
geometry rather than the traditional pen stroke.

* Modern serif faces also have a vertical stress, but
an abrupt contrast between the thick and thin
letterstrokes, fine horizontal serifs and a narrow set
width (in most cases). Bodoni is one of the earliest
and best-known examples; Walbaum is a slightly
more contemporary version of a ‘madern’ typeface.

There are many fonts in these three groups, which
cover pretty much all kinds of book work. They can also
be found in brochures and magazines, but other groups
are more often used for this kind of publication.

attributes are shared across different, but
related, fonts. For example, Romans always
have serifs, while sans-serif humanist typefaces
such as Gill Sans share properties associated
with both old-style Roman and sans-

Italic Bold SMmALL CAprs Condensed Expanded

Pseudo fonts

lralic Bold SMALL CAPS

Unless you choose  Pseudo bold 1s
a real italic from

Small caps are used within
simply thickened lowercase text when smaller, non-

the font menu, & digitally rather dominant capital letters are required
computer will only ~ than being the  They are used for emphasis within
slant Roman true, carefully traditional typesetting

lettertorms crafted font

Condensed Expanded
|

Artificially condensed or expanded letterforms
should be avoided, since the computer distorts
them by applying a percentage reduc

axpansion. Always use a 't
expanded lypeface
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Old-style serif faces

ABCabc

Bembo

ABCabc

Garamond

ABCabc

Caslon

ABCabc

Times new roman

ABCabc

Imprint

ABCabc

Palatino

ABCabc

Sabon

ABCabc

Minian

Traditional roman fonts

ABCabc

Baskerville

ABCabc

Century schoolbook

Modern serif faces

ABCabc

Walbaum

ABCabc

Bodoni
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Display type

Major social changes in the 19th century brought
about the
Revolution brought the masses into the cities, increas-

need for display type. The Industrial

ing production and consumption of goods and services,
which led to the need to communicate to a wider audi-

ce. Existing fonts were used primarily for books,
then limited to an elite sector. Printers found the avail-
able typefaces inadequate for the new billboards,
posters and pamphlets produced, especially since
there were many more messages being displayed in
public spaces, all vying for attention. Bolder, stronger
faces were needed to suit this new context, and to
meet demand.

The sans-serif typeface was bolder and more ‘indus-
trial' in its look, along with slab serifs and thickened
modern letters known as fat faces. The Victorians were
innovative; their typefaces are full of vigor and still
fascinate today. John Lewis' book Printed Ephemera
has excellent examples of Victorian display fonts used
on posters and playbills.

Stone Sans Semibold
Stone Sans Medium

This intro type is set in Stone Serif Semibold,
this intro type is set in Stone Serif Semibold

I'his body type is set in Stone Serif Medium. Designed
in 1987, the Stone family consists of three types of
font - a serif, a sans-serif and an informal style — all
designed to work together. The styles are legible, mod-
ern and dynamic, combining the old with the new.
I'he Stone fonts integrate perfectly with each other,
giving the typeface a wide range of design applications.

Sans-serif and script typefaces

The 20th century saw the extensive development of
the sans serif, notably by the Bauhaus school in the
1920s and 1930s, Their philosophy was to sweep
away the traditional forms characterized by excessive
ornament, employing the principle of ‘form equals func-
tion. Simple typographic structures called for clean,
functional typefaces, hence the interest in the sans
serif with its mono weight and functional forms. Futura
was introduced in 1927, and two years later Gill Sans
was unveiled. In the decades that followed, well-known
fonts such as Helvetica and Optima in Europe, and
Franklin Gothic and Avant Garde in the USA, kept the
sans serif among the most popular of type styles.

A significant advantage of the sans serif is the large
number of potential variants within one typeface. In
1957 Adrian Frutiger introduced a complete family of
different weights and forms when he conceived the
design of Univers, which comprises 21 variants ranging
from light condensed to bold expanded.
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PART 1 | PRINCIPLES
UNIT3  FUNDAMENTALS OF TYPOGRAPHY
MobuLe 4 Spacing

Understanding how to deal with space in
typography is essential. Proper spacing affects legibility, and
space is also an integral and powerful part of any composition,
whether symmetrical or asymmetrical. Develop an eye for detail,
and consider the role of space in both legibility and meaning as
you progress at every stage of the design development.

In most cases, the designs you produce will cons
a mixture of images and copy in the form of n--}.ev
headings (display type) or main copy (text). Display type
ranges in size from 14pt and upwards, whereas the
main text (also referred to as body copy or *md;,- text)
generally falls between 8 and 14pt. As you design,
important choices will need to be made regs nrlmq type-
faces, sizes and measure (width of line).
need to decide about spacing (letter, word and line)
and,

You will also

later, will need to be made by eye,
even if the tool 1s a computer. There is no automated

function on any computer that can replace the keen
y

adjustments

eye of an experienced designer.

Letterspacing

When you keystroke or import text from a file, 2 com-
puter sets the type at default space
between individual letters (letterspace) and between

settings, both

lines of type (leading). The computer doesn't make the
fine-tuning decisions that a designer must, If your type
is too close together, with the letters almost touching,
the letterspacing needs to be adjusted (called kerning).
If they are too far apart, individual word shapes break
down and legibility is compromised. One of the mosi
common mistakes that new designers make is to set
their text either too closely

or too widely, or to accept

the computer's spacing decisions. Designers need to
learn as much as possible about the ways in which
leading affects readability and impacts on the overall
texture, sometimes called ‘tone’ of the text on the page.

Extra or negative letterspace can be inserted to
customize and reinforce a particular idea, but these are
the exceptions and need to be carefully considered.
Type designers for software programs are careful to
produce settings for good visual spacing between
etters at different sizes. However, never take this for
condensed typefaces should
always be treated cautiously, as should those set in

granted. For instance

justified measures: in these cases, small additions or
subtractions can improve the evenness of spacing,
or allow a word to be taken into a line to avoid widows or
orphans (single words from the end of a paragraph left
at the end or beginning of a column of text)
Design objectives

The main aim in display and text type is to try fo

achieve visual evenness throughout a series of charac-
ters, Consistency is important, because readers inter-
pret shapes of words rather than individual letters. If
there is unevenness in letterspacing, the eye can be
distracted by the space rather than seeing the words.

You can test the importance of even letterspacing by

The lowercase 11s'a good gu1de

Word spacing 15 fraditionally based upon a spa
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Dramatic display and body
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ways because of their inherent forms. Characters with
straight stems such as 'I' J) 'E| and 'F, when placed
together, require more space between individual letters
than those with rounded shapes, like ‘0" and 'Q) or
such as ‘A, V! 'Y, and ‘'W.
Letters in certain words may need adjusted spacing to

those with

lagonal strokes

compensate for the reduced space between charac-

ters, such as ‘A" and V. This is because the letters
occupy different amounts of space, having varied widths.

Kerning allows for individual reductions or incremen-
tal increases to the letterspacing, whereas tracking
increases or reduces space between words. Always

trust your eyes.
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Word spacing

In display type, one way to gauge the amount of space
to leave between words is the width of a lowercase i,
but it will depend on the design sensibility. In some
fonts, more than an 'i' space will exacerbate difficulties
in reading.

Word spacing in text type also needs careful scrutiny,
and typesetting style plays an important part. There are
two basic setting styles for continuous reading: justified
and ranged (or ragged) left. With justified setting, word
spacing will vary because words are pushed out to fill
the requirements of the measure. Space between words
can become excessive, particularly if the chosen measure
is too small or the typeface too large. Hyphenation
(word breaks) can be adjusted to even out word spacing
as far as possible, but justified setting is always tricky
unless type size in relation to set measure is carefully
considered. Setting justified text on a short measure with
many long words is especially difficult, since fewer words
end up on a line. This often occurs in newspapers.

With ranged-left setting, you have the advantage of
being able to space words consistently. Many designers
prefer this style for obvious reasons, although problems
of legibility can still arise and ragging text (lines that jut
out further than others causing unevenness) becomes a
major issue. Type style also plays an important part in

JUSTIFICATION OPTIONS

word spacing, Percentage adjustments can be made
within the hyphenation and justification (H and J) set-
tings of electronic page-layout programs, to accommo-
date closer or wider word spacing depending on the
width of character of the typeface. In general, ranged-
left setting should not be hyphenated, except some-
times for shorter column widths; otherwise you can end
up with lines of uneven length.

@ H and Js Hyphenation
and justification can be
fine-tuned manually, giving
an excellent level of contral;
here the dialog boxes fram
InDesign are showr.

Changes space [ et
between words

Changes space
between letters

Applies horizontal
scaling Yo characters

_. "
Enter values to control how A T
words are hyphenated | Atecrned 3
| | Before Last: 7 Jetters
| Hyphen Lini: 0 Typhers
1-+—= Hyphenation Zone: [ mm
e oy = -

Amgunt of white
space at the end of

4 2 Hyphenate Capitskeed Words (B Hyphanate Last Word
a nan-juslified line \

| 'WIIWM

3 Preview Contrals a single
word occupying
aline

-

) Preview

How many

consecutive ines
can be hyphenated

1. No H and J This justified setting
has no word breaks. You can easily
see the problem of excessive word
spacing, which causes rivers of
space to form.

2. Hyphenation Using hyphens
can help to reduce the problem
of excessive word spacing, but
don’t hyphenate too often in a
block of text.

3. Unjustified Excessive word
spacing can be made to disappear
with the ranged-left style of setting.
With no word breaks you can
shorten lines, giving a ragged look.

1. With justified setting — that
is. alignment on both the right
and left of the measure - the
word spacing will vary because
words are pushed out to fulfil
the requirements ol the
measure.  Herein  hes  the
problem.  The  space  can
become excessive, particularly
if the chosen measure is too
small or the typeface too large,
The result is often bad word
spacing.  which  can
‘rivers” of space 1o run down
the page.

cause

2. Hyphenation can be adjusted
to even out the word spacing as
far as possible and avoid ugly
spacing. Hyphenation specifi-
cations are sets of automatic
hyphenation rules that vou can
create and apply 1o paragraphs.
You can specifiy the smallest
number of characters that must
precede an automatic hyphen
(the default is 3), and the mini-
mum number of characters that
must  follow an
hyphen (the default is 2). These
controls do not affect manual
hyphenation.

automatic

3. With ranged-left setting you
have the decided advantage of
being able to space words
consistently — the inherent
difficulties of justified text can
be avoided. For this reason,
many designers prefer this
style, though problems of
legibility can still arise. As
mentioned earlier, style of type
also plays an important part in
the amount of word spacing 1o
have. Percentage adjustments
can be made within
hyphenation and justification
(Hand J).



Leading

This term derives from ‘hot-metal' typesetting, where
strips of lead were placed between lines of type, and it
refers to the amount of horizontal spacing between
lines of type. In display type, the designer will invariably
have to adjust individual lines and not just rely on a
constant setting. Each line of type is spaced differently,
according to need. The role of leading becomes par-
ticularly important when setting large areas of text,
notably in books. There are no clear rules regarding
the adjustments of line spacing for display matter; it is
a matter of skill in developing an even look and in
letting your eye be your guide. Every time you use
display type, analyze each case individually. For
example, designers sometimes use neyative leading
(in which the leading has a lower numerical value than
the type size). This can be effective in giving a dynamic
visual appearance, but should be used with care.

All type settings are enhanced by the careful consid-
eration of leading. Factors such as x-height, measure
and weight of typeface will all influence the amount of
leading you should employ.

X-HEIGHTS AND READABILITY

Left versus right
Ranged-right text is
considered harder to
read than ranged-left text,
because the eye travels
to the end of the ine and
seeks a consistent location
for the beginning of the
next line. If the lines (on
the left) are uneven, it's
mare difficult to do this

© Artful rag The abstract
patterns made by controlled
ragged type are used as
design elements in this
experimental page desigr
The hierarchy remains clear,
despite the activity of the
page division

MODULE 4: SPACIN 75

RAGGING TEXT

Creating ragging text, which is ranged left, takes
time, practice and patience. The key is to create

a 'soft' right-hand edge to the type, by bringing
words down onto the following lines, and avoiding
making harsh, obvious shapes — such as sharp
diagonals — at the right edge of the text that
distract the eye. A tried-and-true rule of thumb is to
alternate longer and shorter lines. Avoid putting in
hyphenation to solve ragging issues; it is better to
work with the natural flow of the words in the copy
and only break where it's absolutely necessary.

Helvetica Medium, designed in
1957 by Max Miedinger, a Swiss
type designer, is a sans-serif
typeface that has a relatively large
x-height in relation to its ascenders
and descenders. This means that
when setting text in this font you
may need to add extra leading
(space between the lines) to
ensure maximum readability.

Set in 8pt, with 4 points of leading,
or 8/12pt.

The same size of type in Futura
Medium, designed in the mid-
1920s by Paul Renner and based
on simple geometric forms, has
a relatively small x-height for a
sans-serif typeface. However, its
long ascenders and descenders
(see the ‘I’ and the ‘y’) mean that
when setting text in this font you
may need to add extra leading fo
ensure maximum readability.

Set in 8pt, with 4 points of
leading, or 8/12pt.

This text is set in the same size of
type, in the transitional serif typeface
Times New Roman. designed
specifically for The Times newspaper
in 1931, by Stanley Morison. It

has a smaller x-height in relation

to its ascenders and descenders,

and therefore an overall smaller
appearance on the page. needing

less leading.

Set in 8pt. with 3 points of leading,
or 8/11pt.

The same size of type in the old-style
typetace Bembo, originally cut by
Francesco Griffo in 1496, has an even
smaller x-height, although it is in the
same size as before, This means that
when setting text in this font you may
want to reduce the space between the
lines to ensure maximum readability.
This typeface also looks less visually
dense when set as text on the page,
because the weight of its strokes is

less heavy,

Set in 8pt, with 2 points of leading,
or 8/ 10pt.
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Readability and legibility

Debate continues between traditionalists and modernists as to 0
whether sans-serif typefaces are more or less legible than serif faces. Traditionalists 5. N
argue that serifs aid legibility by helping to differentiate letterforms, factors that keep
the eye moving along the horizontal line. However, modernists argue that sans serifs ned.
do not really decrease legibility; it is just a question of readers becoming culturally alan
acclimatized to the sans-serif face, historically a much more recent phenomenon
aided by electronic devices.
Certain rules have evolved about setting type and using  and should generally be avoided. IT yo
letterforms that still apply. One rule ong pas- type out of l_-.hi_-._arx or a colour, then a
sages composed entirely of either capital rs Or very might be a safer option than the alt

erifs. Of course, muct

bold text are difficult tr_-. read. Multiple capitals can be
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KEY FEATURES: READABILITY

Measure (line length), type size and leading
(spacing between lines) work in concert and
affect readability.

* We have established that the optimum number

of characters per line is between 60 and 72. Any

more and the eye has problems picking up the
next line; fewer characters per line can interrupt
reading flow. Of course, the needs of different

sign types will influence these decisions;

in fact, context is everything. In magazines,
measures tend to be shorter because readers
dip into articles rather than reading from cover

a criterion

to cover, Novels, which have to sati

continuous reading

look very different to

advertisements, where immediate impact is a
primary concern. Indeed, it is a useful exercise

rtain publications — newspapers,

ks, etc. — ditfer in their

ling on

their function.

ice of type size and measure also depends
on the amount of copy. Readers can cope with

small amounts if the E."-.“-‘Iur!-.d i1s smaller or on

rower measure than the recommended

urm,

Leading is a major el

ant in readability. If there
is insufficient space between lines, the eye will
be hampered from moving smoaothly to the next
line. Increased leading is also required it the

) condensed, or if a serif typeface with
a heavy or bold characteristic is being used.

Typefaces with large x-heights have reduced
ascenders and descenders, resulting in less
differentiation in word shapes. Therefore, these
typefaces need to have more leading.

77
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Knowing how to solve problems of emphasis using type is
a critical skill. This involves considering the relationship between multiple
elements - the size and weight of type, the position on the page and the
dynamic between elements - as well as developing an understanding of
how these decisions call forth some contents while suppressing others.
These kinds of typographic decisions relate to what are called hierarchies of
information, since in any design, some things will need to be read first, with

secondary information to follow.

Before starting any design, it is crucial to understand
where the main points of emphasis fall in terms of
headings, subheadings, intro copy, captions, guotes
and so on. These levels of importance are called hierar-
chies. Once established, hierarchies can be indicated in
various ways: by space, weight, colour and form.

* Adding vertical ‘white’ space in the form of & one-
line or half-line space above or below a heading.
separating it from the surrounding elements,

creates emphasis.

The density of black ink creates its own visual
emphasis. Sans-serif typefaces, such as Univers,

are good for this because they typically have various
weight combinations you can use: light with bold,
medium with extra bold, and so on. Bear in mind that
a smaller size of bold type is visually *heavier' than

a larger size of regular-weight type.

Changing the typestyle is a third method — switching
from roman to italics, for example. ltalics add
informality and movement to a design and are also
effective for highlighting key phrases within text.

Because of their more delicate form, you will
probably need to increase the size proportionally
for readability where needed.

Changing some lowercase to capitals can add
tormality to a design. Capitals need more
etterspacing, and so consume more space, though

-

PRINCIPLES
FUNDAMENTALS OF TYPOGRAPHY

Typographic emphasis and hierarchy

you don't have the problem of ascenders clashing
with descenders, Small capitals provide an even more
subtle shift of emphasis.

The power of contrast
Other techniques involving the use of contrast can be
applied to add emphasis effectively.

« Contrasting condensed with extended type can be
effective, but use it sparingly with short, concise
headlines. Remember that condensed type requires
more leading, and that expanded type pushes out
the length of the copy. Simple, effective paragraph
styling adds emphasis, too, such as indents at the
start of paragraphs or sections.
Colour is a valuable tool and type does not have to be
black and white to create contrast. Make sure that
you have tested ink colour on the stock colour f
you are printing. Transparent inks can compromise
readability, and colours too close together in value or
hue will not work, Colours with complementary values,
such as red and green, can cause type to vibrate.
When adding delicate colour to type, consider using
a typeface with more weight, and provide a larger
area of colour. Experiment with reversing out type
or adding rules to draw attention to parts of the text.
« Changing type size or weight is a popular option.
Again, when using shifts of size for emphasis,

& Whispers and shouts
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the graceful llustration of a

blackhird. The stacked and
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name for differing levels of text
in a document. A page title, for
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ensure that there is a substantial difference
between the main text and the heading. If the sizes
are too close, then the point is not well made. The
difference in size has to be great enough to make
the point.

Less is more

Try not to have too many means of emphasis going on
at once. Too many techniques in one place will confuse
the eye and detract, rather than add, to the concept.
‘Less is more' is often a good principle when trying to
work through problems of emphasis and hierarchy.
Don't overstate your points by setting type in a large
point size, bold, italics, underlined and at an angle. With
computers, it is easy to change things, and you need to
be disciplined to avoid creating a mishmash of weights,
sizes, forms and indents. Resist the temptation to use
all your techniques at once — and remember, you do not
always have to shout to be heard.

ANATOMY OF A PAGE

Work with your copywriter and your client to
assign the page hierarchy before you begin
your design work. If you have a system that
repeats formats, as in book design, be sure
to stay consistent in assigning fonts and
weights to your style sheets.
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Subtitle
Subhead

Text

caption

@ Number series Some
typographers determine a
hierarchy of sizes by using

a Fibonacei series, in which

each number is th

preceding two. This ma
equence such as 8, 10,

na
18,28, 46 or B, 12, 20, 32,

52. Do the math i you like, but

trust your sense of proportion
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and good italics numerals, Keep your
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(& Confine Heavy dividin
Typographic rules (lines) and ornaments have been bars bleeding into the |

inherited from the letterpress tradition of setting and arranging

type matter. They are still invaluable to the designer today
because they serve both functional and aesthetic roles. posters in the actual exhibit
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column of main text type in a single size. The

bars' are most effective when they contain s

tary information and are used to

stinguish separate

content. However, rules and boxes can easily overtake

a design, particularly when they are used ‘decorative

rather than functionally
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vobuie s Text as image

Contemporary designers know that type not only
communicates specific meaning, but also possesses aesthetically powerful
characteristics in its own right. If you think about how many expressive fonts
are now available, and the way in which one can apply colour, weight, form
and spacing to customize and achieve specific effects, it is possible to see

type functioning as an image in its own right.

lllustrative, photographic, calligraphic and shaped text
are further variations that add excitement to a design
and effectively convey the mood and concept. Working
with text as image requires an understanding of both
the communicative and aesthetic properties of typogra-
phy, and beautiful, illustrative typographic artworks are
considered a collectable art form as well as a form of
visual communication.

Display type

Display type is chosen, in part, for mood, and each face
has its own characteristics, Just as an artist can create
mood through illustration, so can a typographer subtly
illustrate meaning by choice of font, type size and
weight. This effect of typography is normally seen at its
fullest potential when type is used for display (above a
certain size, for example 14pt), since smaller type is
meant for reading. Display type exploits the specific
characteristics of a given typeface.

Symbolization

Designers can exploit the familiarity of type by carefully
manipulating suggestive letterforms so that they

TYPOGRAPHY

become images in their own right. This means that type
can actually stand in for objects. Conversely, objects
that resemble images can replace letters.

Form matching content

Techniques for using type as illustration are numerous
and transcend type as simple objects and vice versa.
Certain words, such as verbs indicating action, particu-
larly lend themselves to typography reflecting meaning.
There can be word repetition; overlapping of characters;
distorting characters to break them up, blur or roughen
them; outlining or shadowing type; setting type along a
curved path or in a circle; adjusting colour, weight or
form; and so on. To be effective, however, positions and
forms in type arrangement must reflect meaning and, as
always, try to avoid clichés,

To be used effectively, our Latin alphabet, composed
basically of straight lines, circles and part circles, has to
be resourcefully manipulated. The decorative nature of
shaped text transforms reading into a visual experience,
and advertising and logotype design frequently use
these techniques to give text enhanced visual impact to
convey a specific message.

@ Intelligent design

This design concept by book
designer Chip Kidd uses a
recognisabie typographic
arrangement with a twist

to illustrate points made by
the author, Dr. Qliver Sacks
The book examines how the
visual cortex proce
information, The title

; VISUa

designed to evoke an &

then key areas were blurred
in Photoshop.

Onomatopoeia: In typography
the use of type to suggest the
sounds of a spoken language,
such as adding a large o to the
word ‘open”. Marinetti and the
Futunsts were effective in
employing onomatapoeia, in the
design of books such as Zang

| Tumb Tumb
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UNIT 3: ASSIGNMENTS

© THE ANATOMY OF TYPE

© TYPOGRAPHY AND MEANING

1 Select two typefaces, one serif and one
sans serif.

2 On a single 28- x 35.5-cm (11- x 14-in.)
page, in landscape format, set the uppercase
and lowercase of the letters ‘Aa' and '‘Gg' on
the same baseling, using the same point size
and leaving space between each grouping.
Diagram and identify as many parts of the
letterform as you can, taking your time to
design the page nicely. Note any differences
in x-height and proportion.

3 On a separate 28- x 35.5-cm (11-x
14-in.) page, in landscape format, create

a poster using a complete word of your
own choosing. Using a maximum of four
colours, overlap the word three times using
letterforms from three distinctly different
typefaces, serif or sans serif. You may

not vary the baseline and you must use
the same point size for all three typefaces,
but you may use uppercase or lowercase,
in any combination,

4 Distinguish the differences made by the
overlaps, and add any three of the following
terms into your composition in a way you find
meaningful:

* x-height

* baseline

= ascender

* descender

* cap height

You will want to do this exercise on a
computer, and Adobe lllustrator software

is strongly recommended. Working on a
computer will allow you to create many
variations, or electronic thumbnails, more
rapidly than drawing the typeface accurately
each time. This will keep your creative process
moving and reveal a great number of options
before you commit to a final selection.

Select two words from the list below:

Transition

Disruption

Relaxation

Migration

Expansion

Evolution

Compression

Exhilaration

Repression

Elimination
Take the time to consider their meanings
carefully and think about how the meanings
can be expressed typographically.

Create two distinct designs, one for each word,
that best express the meaning of each word.
Each type poster should be 28 x 43 cm

(11 x 17 in.) in an A3 format, and only black
and white or grayscale may be used. As you
generate your thumbnails, consider all of your
design decisions, including the placement on
the page and the proportion and orientation
of the word. Be aware of the interaction of
white space and your design elements as you
compose the page. You may elect any means
of visual communication at your disposal -
contrast and scale, cropping and proportion,
letterspacing and repetition with (or without)
variation — but you must work from a single
principal typeface. You can mix the variations
in a single font — bold, light, condensed, italic
and so on — and you may also overlap, omit,
slice, crop or tint the letters. You may not
distort the type in any way, or use drop
shadows behind the letterforms. The end
result should be an engaging and well-
designed page. It should also be legible,

and the principal typeface easily identified.

©O ADJUSTING LETTERSPACING

1 In 60-point, sans-serif type, set the headline:
RAILROADS IN CRISIS

2 Print out your page, and look closely at the spaces between
each of the letters, With a red pen, mark any spaces that
seem uneven within the words, and return to your computer

to kern the type. Print your second version, and compare the
differences made by your adjustments.

3 Reset the headline in 60-point, serif type. Repeat the
exercise, making special note of any differences encountered
in kerning serif and sans-serif type.



AND HIERARCHY

© HISTORY OF TYPE DESIGN/ PARAGRAPH DESIGN

1 Research the work of one of the following
type designers:

John Baskerville

Giambattista Bodoni

William Caslon

Claude Garamond

Eric Gill

Frederic W. Goudy

Adrian Frutiger

Paul Renner

2 From your research material, select and
save a sizable paragraph, or two shorter
ones, about the designer or about a typeface
they designed. Using the typeface you have
researched, consider the following elements:
* Headline: the name of your subject.
* Body text: the paragraph you have selected.
* A complete alphabet of the typeface, with
all numerals and select punctuation.

3 In A3 format, create a dynamic page
design that uses all three of the above
elements, Your headline may be placed
anywhere on the page, but you must use
some element of contrast or scale to call it
out as the headline. You may elect justified or
ragged type for the body copy, and you may
incorporate the alphabet in any way that

is aesthetically pleasing, as long as the
hierarchy is clear and the reader is able to
clearly find each element in the proper order.
As always, be aware of the placement on the
page, the integration and sequencing of the
visual hierarchy, and the legibility of the point
size and leading. Remember to produce
several versions before you finalize your
finished artwork, and be true to the nature of
the type designer's work: is the face old style
or modern, formal or informal?

Note: Always print your work

Type sizes can be very misleading on the
screen. Always view your work in whatever
format it is intended, so that you can see it as
the audience will.

4 Show your exercises to a designer or to
another design student and have a candid
discussion about your intention with this
work. As the projects and practices become
more complex, it's easy to get caught up in
designing to please yourself, and to forget
about the necessary function of visual
communication, Always make sure your
intentions are clear, and keep an open mind
as you exchange ideas.

Further Reading:

Robert Bringhurst, The Elements of
Typographic Style, Hartley and Marks
Publishers, 2004

Robert Bringhurst and Warren Chappell, A
Short History of the Printed Word, Marboro
Books, 1989

Rob Carter, Philip Meggs, and Ben Day,
Typographic Design: Form and
Communication, Wiley, 2011

Ellen Lupton, Thinking with Type, Princeton

| Architectural Press, 2010

Emil Ruder, Typography: A Manual of Design,
Verlag Niggli AG, 2001

Erik Spiekermann and E. M. Ginger, Stop
Stealing Sheep and Find Out How Type
Works, Adobe Press, 2002

Herbert Spencer and Rick Poynor, Pioneers
of Modern Typography, The MIT
Press, 2004

Paula Scher, Make It Bigger, Chronicle, 2005

Andreu Balius, Type at Work: The Use of
Type in Editorial Design, BIS, 2003

UNIT 3: ASSIGNMENTS g7

© TYPE AS IMAGE

Select one of the following titles, or
substitute one of your own favourite film
or book titles. Be sure to select one that
inspires visuals.

Pride and Prejudice
The Bell Jar

The Alchemist

On the Road

Black Hawk Down
The Hobbit

Moby Dick

The Scarlet Letter

Dr. Jekyll and Mr Hyde

Using only the letterforms provided, create
a typographic illustration that communicates
the meaning of the title. You may use

any media you find appropriate, such

as traditional media, three-dimensional
construction, photography or photomontage.
Your finished work should be 23 x 30 cm
(9x12in).

Develop your concepts first, then collect the
materials you need to create your imagery,
but work with recognisable typefaces

before you substitute your artwork for the
conventional letterforms, This will help you to
control the composition and to create your
final artwork in the correct proportion.

Remember to look for inspiration in nature
and the environment, as well as design
history and museums. Letterforms can

be 'seen’ wherever geometry and spatial
relationships exist — you just have to
remember to look for them.



FUNDAMENTALS
OF COLOUR

A thorough understanding of colour is essential

to expert design, and is one of the most important
tools in graphic design. There are infinite variations
of colours at the designer's disposal, and endless
ways of combining them across many media, from
printed inks to screen-based colours, each with their
own characteristics.

Colour has a unique, complex language, and the ability
to change its meaning when partnered with other
colours. When choosing colours to incorporate into your
design, you will need to consider issues of contrast

and harmony, and how these might affect legibility in
typography. You can also set the mood of a design by
using the psychology of colour, but you must be sure
your selected colours convey the correct message at
an unconscious level, and that they are suitable for the
audience your project is intended to reach.

Red Red-arange

Red-violet Orange

Yellow-grange
Violet ¢

Yellow

Blue-violet

Blue Yellow-green

Biue-green Green

primary colour with the secondary colour neare:
the wheel. The tertiary ¢

orange, yellow-green, biue-

PART 1 PRINCIPLES
UNIT 4 FUNDAMENTALS OF COLOUR

woouie 1 Colour terminology

To understand how to choose or assign
colour for a specific purpose, designers must first
develop knowledge of how colour works, how colours
are classified and the terms used to describe them.

Colour i1s differentiated in three main ways: hue, tone
and saturation. 'Hue' refers to the colour's generic
name — for example, red, yellow or blue. A single hue
will have many vanations ranging from light (tint) to
dark (shade). This is called tone or value. A single hue
will also vary according to its saturation or chroma (also
known as intensity). Saturation ranges from full inten-
sity to low intensity, or from brightness to greyness.
Colour can also be described by its temperature and
movement. Hues in the red spectrum appear warmer
and closer to the viewer than hues in the blue spec-
trum, which appear colder and further away.

Complementary colours, such as red and green, lie
opposite each other on the colour wheel, whereas
analogous colours, such as green and blue, lie adjacent
to each other. The former are associated with contrast;
the latter are linked to harmony. Certain colours have a
profound affect on each other when combined. They
can vibrate or blend, appear vibrant when partnered
with one colour and muted when placed with another,
The more you experiment with colour, the more you will
understand how to select and group various hues
for meaning.

(® Colour wheel Primary, secandary and tertiary colours
of pigment are shown on the wheel: The primary colours

are red, vellow and blue. SF‘(‘_-'\nl‘ial-l.-' colours are made by

together, producing orange,

mixing a

WO primary
violet, A tertiary

15 produced [

to it an

are red-orange, yellow-

green, blue-violet and red-violet
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Additive and subtractive primaries

To understand how colour works, the most important
point to know is that coloured light (additive colours or
the RGB system) and coloured pigment (subtractive
colours or the CMYK system) do not work in the same
way. To put this differently, if you are working with your
computer, the colour on your monitor (RGB system) will
not be the same as the colour that is printed (CMYK
system). This phenomenon creates problems for printed
projects, since colours on screen appear brighter than
in print.

With printed matter you will be working with subtrac-
tive colour. Here, each colour printed onto a paper
stock subtracts from white, and if the three primaries
overlap, black results. The colour wheel shows primary
colours; the subtractive primaries are red, yellow and

blue, Secondaries are a mix of any two primaries,

resulting in orange, green and violet, and tertiaries are
a mix of any two secondaries. The term ‘full colour
refers to four-colour printing and to achieve a full range
of colours, printers use cyan, yellow, magenta and black
(known as CMYK; K = black = key colour).

(@ On-screen colour Additive
primaries and RGB light
are used fo create colours on

computers, televisions and

Mtors. |

primaries result in white light

(& Printing primaries

primaries and

Subtractive
CMYK — ¢

yellow z

yan, magenta

key (black) - are the

primaries used in printir a

subtractive colour

make DIack,

Pantone

An additional colour used in a design project is called a
flat colour or sometimes a spot colour. When selecting
colours for this, you should use a universal matching
system known as Pantone Matching System (PMS)
Pantone colour is mixed from 15 pigments (including
black and white) and is primarily used for print colour
matching. This system is different from the CMYK
system and few colours can be matched between them.
For more information, see pages 132-133.

Process charts and modes

When printing in full colour (CMYK), you will find i
useful to identify and specity the exact colour that you
want to see printed by using a printer's process colour
guide. This will show you all of the colours that you can
make by specifying and combining different tints of
cyan, magenta, yellow and black. When designing for
print on a screen, be sure you are working in CMYK
mode, not RGB. Once you have chosen your colour,
you can make a new swatch on your document, speci-
fying the different tints. This is the only accurate way to
specify the printed colour that you will achieve when
ink goes onto paper,

Advancing and receding
colour: Colours in the red
spectrum appear {
BYE

the human whereas those

in the blue

strum appear

Colour modes: The expressior
of colour in numerical

that enable us to mix 1
efficently. CYMK, LAB, RGB

Simultaneous contrast: The
human eye tends to different

betwean two neighb

e

colours by emphasizing their

differences rather than their

similanties — background
colours affect foreground
colours (the image)
Vibration: Compleme
colours of equal lightness
figh saturation tend to mak
each other appear maore

brilliant, and cause the illusion

of motion along the edges

wi they maet

Weight: Colours differ in
perceived ‘weight’. For example,
if @ man were 1o move two
large boxes equal in size, one
pale green and the other dark

brown, he would prob: pick

up the green one because i

appeared lighter It is generally

assumed that blue-gree

D0k

lighter whereas reds appear

. stronger, and therefore heavier

& SEE ALSD: PRINTED
COLOUR, PAGE 132



PROCESS CHARTS

 black
: ~100%
cyan and O—100%
magenta tools

Process colour charts are the best

use when you are specifying
|- colour for print. During your design

EEEEO- -
EEEEEs-

process, you can match your

on-screen formulas to the
percentages of CMYK indicated

in the horizontal and vertical
numerical notations on the charts,
and you can experiment with your
own formulas with greater certainty
on the outcome. Colour charts are
available in two-colour formulas,
four-colour formulas and grayscale,

and are printed on coated and

This page has uncoated stock

0-100%
and 0-1

e Vibrating edge When complements in red ar

y the fo

2 1

1 blues and greens seem to be




@& Monochromes and
brights Monochrome {

Colour legibility, contrast and harmony

Knowledge of the context in which finished work
will be viewed is fundamental to the use of colour in graphic
design. How that colour is perceived, and how legible it is, will
vary greatly depending on whether it is viewed on a screen or in
a print-based medium. Colour has a dramatic effect on legibility
and needs to be considered very carefully. Contrast and harmony

are ways in which a design can be further enhanced.

@ Depth and dimension Colour legibility

Leaibility refers to how clearly something c:

& SEE ALSD: READABILITY
AND LEGIBILITY, P76 the finished de

COLOUR TERMINOLOGY
Pa8



yellow, however, because violet and yellow are comple-
mentary and may cause a vibrating edge. Changing the
contrast is key to legibility, and this means using your
knowledge of the colour wheel.

Contrast and harmony
Colour should both contribute to and support the
content of a design, and it should reinforce the ideas
you are giving visual form to. Therefore, it is important
to understand how colour can work in contrast and in
harmony. Both are related to legibility and colour asso-
ciations, and affect design function and perception.
Allocating colour proportion is a critical decision. For
example, a small amount of bright red in a complemen-
tary scheme can have a stronger impact than equal
proportions of red and green. Equal amounts of a satu-
rated red and green can actually result in unpleasant
visual discord, and may bisect your composition in

undesirable ways. You can avoid this by varying the

difing WG KR SHNg 1 stons

tion of green with less saturation and a red with good
saturation, the red 15 given extra emphasis. You can
reduce the vibrancy of a hue by adding a bit of its

complement te i, graying the colour e

to change the relationship between your selections.
With analogous schemes,
vibrancy and therefore sin
to pleasing effect.
Designers who d [
complex and subtle ways in which colours inter

the hues tend to have less

1S can be used

rstanding of the

be able to explore new ways to express graphic ideas.
Practical needs, such as legibility and the requirements
of the work, should always be considered as a funda-
mental part of the design process. Experimentation will

further your colour expertise; try a design project

without using black or white, and use the values, tints
and hues of colour to solve your design challenges.

(® Texture and contrast Lay:

textures. Vaned intensity

texture below to incorporate it in the compaositic complement 1

1 values of &» Hierarch

neutral and vibrant colour a gate interesting ¢ irs and ara

Analogous: Similar, comparable
alike; for example, two colours

ach other. such

ieat grean

Diue and
15 between two similar shades
of blue. such as cyan and

cornflower blue

Harmony: Image with :

y and order Caomplementary

scale a ised to direct the
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@ Seeing red
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Why are certain colours preferred, or seen to be

more effective? It is because colours have, throughout history,

come to hold particular associations that most likely derive
from nature, and have, over time, become rooted in human
psychology. They have come to possess cultural, symbolic
and often personal associations. To use it well, you need to
understand how colour works both as a language and as a
system of signs, and how it creates an emotional response.
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across different cultures. If you are designing for

international markets, yvou need to be particularly

ware of such differences.

tural background. Colours have symbolic

ocieties, depending on context, and
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@ Muted elegance So; ticated, muted values are ofter

Colour in emotion and language
While colour associations are highly subjective, de
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COLOUR THEORISTS it et
ssociations: Lonnections

Josef Albers (1888-1976) proposed that colours are kebwean colours

Culture, expenence a

never stationary; that is, they are constantly changing
in relation to the colours surrounding them.
Johannes Itten (1888-1967) created colour
experiments based on contrasts such as temperature
or hue, and associations based on seasons.

Wassily Kandinsky (1866-1944) developed his Denotations: What the colour
colour usage in terms of spiritual moods and relations literally means. of is: for

Connotations; A colour's

broader associations, for

to musical instruments and sounds. His paintings are
a synthetic colour expression of sound.

Wilhelm Ostwald (1853-1932) set up an order

of colours based around the concepts of harmony

and disharmony. @ e ALSO: COLOUR

TERMINOLOGY, F88
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MODULE 4 Colour as information

Colour is a powerful tool, especially in information
design, where it is used to help the designer organize data
into various structures, and to aid the experience of ‘reading’

a design. Psychologists have proved that the colour of an
object is seen before its shape and details. Because colour
works at this basic level, it is very good at keeping things
defined, reinforcing informational hierarchies, guiding the eye
through complex systems and data, and aiding navigation

through physical spaces.

Systems are anything that contains a flow of complex
information — maps, signage, sections, structures, web
pages. Colour helps to categorize that information.
Environmental graphic designers specialize in design-
ing wayfinding systems, architectural signage, exhibi-
tion design and data mapping, and rely on colour as an
important organizational tool.

* Complex buildings, such as hospitals and airports,
need excellent signage systems to help people
navigate through large, complicated architectural
spaces. Colour is an obvious means to correct paths.
Many shopping malls are so large that parking zones
are now colour coded — a memorable way to help
you remember where you left your vehicle.

* The London Underground map, developed by
engineer Harry Beck, is one of the most famous
maps in city transport. Beck used colour to
differentiate lines, so that people could readily identify
the right route. The map is schematic: it is a simplified
diagram that uses abstract graphic elements (lines)
to represent a complex real-world situation. This most
original of designs is a model copied in various forms
throughout the waorld, including on maps for the Paris
and New York City metro systems.

« In finance, colour has traditionally been used in many
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VASILIOLOMS

TREE OF EXTINCTION

ways. Debits in balance sheets would be in red to
denote arrears, hence the phrase 'in the red' This
custom is still in use to separate trading figures from
year to year.

Charts apply colour to quantitative and statistical
information, where differing quantities of data need
to be reinforced.

Catalogues and books often have different colour-
coded sections to aid navigation through pages.
Penguin Books introduced the first paperbacks

in Britain in the 1930s using a bright orange
background. This colour quickly became fused

with the books' identity. Later, the same publisher
introduced another imprint, called Pelican, whose
books were given a blue background. Customers
quickly came to recognize the differences through
the use of colour. Such visual associations can also
help to delineate sections within a body of text and
highlight a number of different levels of importance.
The designer can set crucial parts in a bold typetace
and use a different colour from the rest of the

text. The eye picks up this difference very quickly.
Web designers use colour to help people navigate
through the structure of a site.

@ Charting info Beaunfully
organized, well-designed
information gets attention.
and it is likely to be examined

thoroughly. Here, a whimsica

style is used in the infographic
Tree of Extinction. The chart
follows a six-column modular
grid system and is colour
coded for easy navigation.

Data: Facts or pieces of
information of any kind
Diagram: Drawing or plan that
explains the parts of something,
or how something works

Quantitative: Related to
guantities of things, or
measurements (numernical)
Schematic: Simplified diagram
or plan related to a larger
stheme or structure
Statistical: Helated 10 1he
collection, classification and
orgamzation of (often numerical)
infarmation
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UNIT 4: ASSIGNMENTS

© DEFINING COLOURS

This exercise can be done in Photoshop,
lllustrator or InDesign. If you work in
Photoshop, please be sure you are working in
CMYK mode: that way, the colours should be
the same if you export your files to lllustrator
or InDesign later.

In landscape format, set up a document to
28 x 43 cm (11 x 17 in.). Create five squares
in one aligned row, sized to occupy at least
two-thirds of the width of your page. Make
multiple pages, with your squares in the same
position, to do the following experiments

with colour.

« Advancing colour Select two different
hues, one for the squares and one for the
background, that will make the squares
advance, Alter the tone on four of the

five squares to see how it affects the
advancement of the image.

* Receding colour Repeat the
previous exercise with receding colour
in the foreground squares.

= Tints Choosing tints of the same hue, fill
the background with one and the foreground
squares with the other. Create two variations,
one that shows contrast and one that makes
the squares barely visible, Add a small amount
of the complementary colour to either the
foreground squares or the background to

see how it is affected.

© CONTROLLING TINTS AND VALUES

* Simultaneous contrast Use

the same hue for all five squares and the
background. Then, alter the background hue
two different ways and note how the squares
appear. Select one variation and alter four

of the five squares to give them more and
less contrast.

« Complementary colours Select two
hues to demonstrate the term ‘complementary
colours' Use them at full intensity on the
foreground and background until you can see
a vibrating edge. Change the complements to
a different pair and see which combination is
more vibrant,

1 Using lllustrator, set up a document that

is 35.5 cm (14 in.) square. Along the top of
the page, create a row of ten 2.5-em (1-in))
squares evenly spaced. Do not add any colour
to the background.

2 Beginning on the top left and working right,
fill each square with tints of cyan, dropping by
10% each time, working from 100% on the
top left to 0% on the top right. Select and
copy the entire row and paste it nine times
below the original. You should have ten rows
of ten squares ranging from 0% to 100%
cyan. Do not use layers in your file, since they
will make the file much too big.

3 Beginning on the top right and working
down to the bottom, fill the first row with
increasing percentages of yellow, beginning
with 0% on the top right and ending with
100% at the bottom right.

4 Now, working from left to right, begin
adding the carresponding amount of yellow
to each cyan square on the row, until all
the squares on the second row across have
20% yellow added to them, the third row
has 30% added, and so on.

5 When you have completed the chart,
change the background to black to see
how the tints are affected.

6 You can repeat the exercise with cyan
and magenta, and magenta and yellow.
If you do, save the charts, since they

will make a handy reference tool for you
moving forward.
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© COLOUR AND LEGIBILITY

© COLOUR AND MEANING

UNIT 4: ASSIGNMENTS

© WAYFINDING

1 Type the word ‘legibility’ in a landscape
format on a white background in a colour
that has great contrast, such as violet.
Change the colour of the word gradually,
working backward through the colour wheel
from violet to blue, green, red, orange to
yellow, and note the legibility of the word.

2 Show the word 'legibility’ against a
background of contrasting colours from
opposite ends of the colour wheel. Reverse
them until all legibility disappears, as with red
on an orange background, Note which cause
vibration, which become readable but subtle,
and which ones just cannot be read at all,

3 Repeat the exercise with a paragraph of
10-point type.

Further Reading:

Josef Albers and Nicholas Fox Weber,
Interaction of Colour, Yale, 2013

Leatrice Eisman and Keith Recker,
Pantone: The Twentieth Century in
Colour, Chronicle Books, 2011

Adams Morioka, Colour Design Workbook:
A Real World Guide to Using Colour in
Graphic Design, Rockport, 2008

Pantone Formula Guide Books

1 Explore your associations with each

of the colours on the colour wheel. Make
notes on which emotions you associate
with each of them, and how you think most
people perceive them. Research and record
how these same colours are perceived in
different cultures.

2 Find examples of everyday things that
are defined by their colour and photograph
them in their surroundings as they are
seen normally. They might be road signs,
transit vehicles, street numbers, food or
holiday items,

3 If you are familiar enough with Photoshop
to work in colour, upload images to your
computer and alter the feeling of each by
changing the colour of one object, leaving
the surrounding area alone. Note how your
perception of the object has changed. Does
a glass of milk still look appetizing when

it has a pale green-gray cast? Is the
emergency vehicle still obvious in traffic
when the colour changes? Can you change
a clear sky to threatening or peaceful?

If your proficiency in Phatoshop is still
developing, you can work in lllustrator using
tints and transparencies on your placed
image, or you can simply print your photos
and paint on them.

1 Using only black and white and tints of
black, design a simple map, diagramming
your journey from home to the nearest
grocery store and back again. Develop simple
icons and/or labels to represent as many
different landmarks as you need — street
names, parking garages, retail shops, banks,
cash machines, car parks, bus stops and so
on — and place them on your map. Include
lines of typography along your route that
describe your state of mind as you travel to
and from your destination, and as you pass
various notable points.

2 Repeat the exercise using colour to
differentiate the labels and icons, with the
most important ones in the most contrasting
colours. Add a background colour to the
design. Assign a legible colour to your
dialogue that does not disturb the readability
of the landmarks. You may use any tints

or colours you find appropriate. Note how
important it is for information design to be
clear, and immediately readable as you work.
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Practice

In this part, you will be introduced to the tools and techniques
of design, which form a key group of skills for professional
practice in any field. No designer can ignore the requirements
of technology, and while you may use powerful digital tools
regularly in the production of work, it is essential that you famil-
iarize yourself with the industry-standard technologies that
designers utilize. However, these tools cannot generate the
idea, nor can they execute the design for you, and the kinds of
conceptual, intellectual and formal skills you bring are what will
differentiate you from other designers. In short, you need both
an excellent understanding of principles alongside outstanding
technical skills. Being able to design formally and/or conceptu-
ally eloguent and innovative work is only half the story, since
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you then need to get the work into print, on-screen, in three
dimensions, across multiple platforms, and so on. ‘Design is the
battle, but printing is the war, used to be the designer's battle
cry, describing the problems designers face when getting a
design from the sketch stage to a final, printed piece of work.
Those problems still exist but designers now need to be able to
deliver graphics that will be viewed in multimedia applications,
the screen being pre-eminent. Unit b introduces basic image
making and sourcing, followed by an overview of the key tech-
nical and software skills used in design today, including
Photoshop and InDesign. In Unit 6, various production issues,
including colour for print, PDFs, paper stocks and press checks
are introduced. Unit 7 is dedicated to design for web and




mobile applications, and summarizes the specific technical
skills, tools and languages these platforms require. Here, you'll
find design considerations for different styles of website, key
software tools and how to bring creativity to an ‘off-the-peg’
CMS (and the acronyms are explained, tool). There is even a
tick list of questions to ask a client during the website planning
stages. Unit 8 overviews seven of the key areas of design,
including editorial design, web design and motion graphics.
These ‘tasters’ aim to give a sense of the key skills and apti-
tudes needed to work in each field, and of the highs and lows
of each profession, and to provide pointers to additional
resources, including ‘Best in the business) which highlights
some of the most influential practitioners in that area of design.
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TOOLS AND
TECHNOLOGIES

Graphic design production and practice is almost
completely digital, and dependent on changing
technologies. Previously, typographers would set
type, pre-press production would be crafted by
specialists at a printing company and designers
would commission a photographer. Now, one person
can do all of these jobs on a computer, under the
gamut of desktop publishing (DTP).

This unit introduces you to the software applications
and tools that are most commonly used in the
graphic design industry today. Each module focuses
on a specific medium, such as photography, or a
specific software application, such as Photoshop,
grounding you in its unique tools, history and
terminology and giving you the opportunity to
explore further. New applications, and updated
versions of the ones in use now, will continue to

be adopted into the practice of graphic design. The
best way to prepare for a constant learning curve

is to recognize the commonalities in the way they
function, and gain your proficiency through practice.

© Golden ratio Think about
composition as you frame your
images, and remember the rule of
thirds (see page 37). Dramatic spirals
evoke the Fibonacci spiral, and create
drama and tension.

FART & ',Z'E{'_f'-h_“ TICE
NIT & TOOLS AND TECHNOLOGIES
wooure 1 Photography basics and sourcing images

Photography and image-making/sourcing are
key skills for graphic designers. Not all designers are good
photographers, but an understanding of the skills needed to
compose and shoot images is essential. Your photograph may
only serve as a placeholder, but having the image on hand
will help you work out rough proportions, assign and design
a composition, and can serve as research for drawing and/or
digital illustration.

Fortunately, the rules of good design — composition, con-
trast, hiere lle ot thirds and colour tr y don't
change

photos the

ment, and compose each shot with purpose.

Types of photography

ant 1o designer

on the most common, which -
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@ Depth Strong pe

connect foreground and

@ Contrast Intense light a @ Symmetry Centred and still, a symmetrica

Consider the purpose of your design challenge and
what your needs might be before you shoot. Make sure

the resulting images fit the purpose, and t vou have

considered all aspects of your image as it relates to

your design work. For example, product images are

generally brightly lit, sharp and clear, wher land-

scapes and portraits may have a var styles and
convey a specific mood.

Your designs will be more powerful if you learn how
to spot an effective, well-composed picture and can
recognize a good tonal range. Think about how the

image can combine effectively with typog 1y, colour

treatments and other illustrations.
There

many reasons wny one image will make

you stop and stare and another will make you turn the

page without stopping to look at all. It certainly helps if
"

y exposed, placed where it

a picture is in focus, corre @ Asymmetry

is shown off at its best, and has some interesting

content, but images can be a powerful form of expres-
sion within a design. Try to capture images that reflect
the design sensibility you need to communicate your

message, and note that there are limits to how much

you can alter them electronically.
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Archiving your images

The storage of digital images needs care. It is not
enough to have them saved only on a computer; they
also need to be backed up on portable external hard
drives or a cloud-based (virtual) system of digital
storage, such as Dropbox, iCloud or Carbonite. If a
negative is scratched, it can still be printed and
retouched, but the failure of a hard drive will result in
complete loss of all your images.

Sourcing images
When making decisions regarding what images to use,

the principal point to consider is whether the brief,

timetable and fee allow or justify producing an image
from scratch, or if it might be necessary to source, or
purchase, a ready-made image from elsewhere. The
internet provides the quickest way to source stock
images, from websites such as iStockphoto, Corbis or
Dreamstime. These images can be purchased and
downloaded from a website on a royalty-free basis

using a credit system, and are usually priced by usage.

For example, on some sites a picture of a dog can be
purchased for one credit for a 72dpi image, acceptable
for a web-based illustration, or for five credits as a
300dpi image, for a print-based illustration.

Images can be bought either for specific time
periods or outright. A drawback to purchasing a tem-
porary license is that there 1s no guarantee that other
designers will not use the same picture in their
designs. Your client may prefer that you purchase the
picture outright, which will undoubtedly cost more.
Customizing the image is always the best creative
option. You can select the elements you need and
create your own image through collage, retouching, or
simply reimagining the existing image to suit your project.

& Soft focus Delicate use
of soft focus can evoke a

@ SEE ALSO:
FUNDAMENTALS OF
COMPOSITION, P32
FUNDAMENTALS OF
COLOUR, P88
PHOTOSHOP, P110

PHOTOMONTAGE AND
COLLAGE, P113

wisttul, lyncal image and can
lead the viewer to a different
perception of the subject.

MODULE 1

TIPS AND TERMS

Take time to check and adjust your
settings, and always bracket your

shots — adjust your f-stop up and down

as you take multiple versions.

* Depth of field: Distance between
the object of focus and where the
focus starts to blur. For example, a
photographer may want a product
to be in sharp, clear focus but the

background to be blurred, so would

choose a smaller aperture (f22), a
slower film speed (ISO 100) for
higher resolution, and have extra

lighting and external flashes set up.
F-stop/Focal length and aperture:

Size of aperture or ‘iris' inside a

camera, which controls the amount of
light that hits the film or pixel sensor;

the range on a general camera is f4

(large aperture) to 22 (small
aperture). A large aperture (f2,

for example) brings more light into
the camera and results in a softer
image; a small aperture (f16, for
example) allows less light into the
camera but gives a sharper image.
Filter: Plates of glass or plastic
attached to the front of the lens

in order to accentuate different
qualities. For example, a polarizing
filter cuts down light glare; a colour
filter enhances different colours.
SLR: Single lens reflex. These types
of camera use a viewfinder and
mirrors so that the photographer's

sightline goes through the main lens

and results in a what-you-see-is-
what-you-get image.

IS0: International Drganization for
Standardization, This sets a standard
range for virtual film speeds in digital

cameras: IS0 100, for example, works

ng conditions for
IS0 1600 works

conditions anad

best in got

statio

best in poor ligh

for mobile objects
Placeholder or FPO (For Position
Only): A

image in p

tarr

porary or low-resolution
of the high-guality

counterpart during the design process

Resolution: The resultr
a digital camera. Digital cameras and

g output Trom

some top-of-the-ra

nge camera phones

have up to ten megapixel sensars

can produce less pixelated, sharper and

higher-quality images
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PART 2 PRACTICE « UNIT 5 TOOLS AND) TECHNODLOGIES
PART 2 PRACTICE
UNIT & TOOLS AND TECHNOLOGIES
wooure 2 . Page-assembly programs

Page-assembly applications bring all your lessons
in composition, page layout, contrast and typography into
play. In these applications the elements you create in vector
software, or the imagery you edit in raster-based applications,
merge with your content. Using this WYSIWYG (what-you-
see-is-what-you-get) layout-generating word processor, you
can combine text and image to create brochures, magazines,
posters or multi-volume novels or publications.

Although Adobe InDesign may be the industry standard,
at some point somebody may email you a .qxd file.
Whereas QuarkXPress is similar to InDesign, just a bit
less agile and less featured, it's the differences in how
they handle file types from image-making programs
that may cause problems. As native products, Adobe
files work between programs without filtering, but an
Adobe lllustrator or Photoshop image brought to Quark
will always need to be exported to an EPS or TIFF. Each
file type has its own characteristics, but none has the
same full-on editability that lllustrator/Photoshop-to-
InDesign provides.

USEFUL TOOLS k
AND FEATURES )

1 Selection Tool (V)
Selects the entire shape

or line, which can then be
stretched, rotated or moved
anywhere on the page.

InDesign has many tools full
of features and functions to
help create compositions.
Here are some of the more
basic yet powerful tools that
are the mainstays of any
InDesign user. The keyboard
commands for each tool are
shown in brackets.

Crop mark: Vertical and
horizontal lines at the corners of
an image or page to indicate to
a vendor where ta trim off the
bleed area

Gutter: The inside margins or
blank space between two facing
pages in a publication. Used

to accommodate binding,

the amount of gutter needed
changes depending on how the
project will be bound,

Handle: An anchor point in
a design program connected
to the main vector path by
tangential lines that can be
manipulated to change the
shape of the curve

Margin: The usually blank

space to the top, bottom and

sides of a page between the

trum and the live pninting area

Headers, footers and page

numbers are traditionally placed
. within this area

X

2 Direct Selection Tool (A)
Selects and manipulates
specific lines, path points

or handle ends distinctly

to change the position of
individual lines, points or
curves of a shape.

Work area

The main toolbar sits to the left of the
screen, the canvas in the centre and
the secondary toolbars to the right.

€ Main toolbar
InDesign localizes its
main tools into one long
toolbox. Mirroring many
of the functions found

in lllustrator, Photoshop
and Quark, the tools

in this panel can be
accessed by clicking

the icons or utilizing the
keystrokes assigned to
each item, such as 'V' for
the Selection Tool, ‘P’ for
the Pen Tool and 'G’ for
the Gradient Tool, Note
that some of the items
with a small arrow also
reveal other fly-out
tools such as Rounded
Frames, the Fill Tool and
the Measure Tool.

&

3 Pen Tool (P) Enables you to create straight
or curved lines by selecting two points on the
page and ‘bending’ to your desired shape. By
clicking the Pen Tool, you can reveal the Add
Anchor Point, Delete Anchor Point and Convert
Direction Point Tools to manipulate the points

that make up curves and lines.



The Control Panel can be docked at the
top or bottom of the screen, as well as
fioat freely, like all of the panels
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Master pages are the page templates upon which
| you can program elements such as grids, header and
footer elements, and automatic page numbering

@ Popup windows Window organization

is important, because the amount of panels
and tools necessary to do a job can easily

fill up your screen. The Adobe CS3 and CS4
applications help reclaim screen real-estate by

they see fit. With a variety of options available

Click on
Popup windows
o activate

Standard colour
swatches that
accompany every
document are
‘None' or empty,
100% white, and
100% black

X+ -6.678 mm W B86.674 mm
+ ¥+-8.026 mm | [T H61.3mm
allowing users to ‘dock’ and minimize panels as o &

under Window > Workspace, you can select ‘ I

one of the pre-organized panel arrangements

or create your own.

T.

4 Type Tool (T) Used in the
creation of text boxes and
edits the type within them. By
working in conjunction with the
Control Panel and Type Panels,
this tool will allow you to select
and modify text to create
headlines, paragraph blocks
and captions

Type: TIFF
| Actual ppi: 314
Effective ppi. 1076

Colour Space: CMYK
ICC Profile: U.S. Web Coated (S...

Times

Regular

l! 2
q

-
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5 The Control Panel FProvides a customizable
array of functions for the Type Tool in relation
to choosing font, leading, tracking, text weight
and style, paragraph alignment, column count
and margin spacing.
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& Swatches Panel This is
where all the colours used in
a document are located.
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To modify a colour's

mix — either by typing in its
numerical values or PMS
number — click a swatch twice
to reveal the Calour Mixer

@ Info panel Displays layout information for the document
or selected objects, including values for position, colour, size,
text and rotation. For viewing anly — you cannot enter or edit the

infarmation in the panel, but you can ascertain many qualities

, 4

6 Rectangle Frame Tool (F)
and Rectangle Tool (M)
Both create rectangular,
polygon and rounded forms:
the Rectangle Frame Tool
creates frames to insert
graphics and imagery; the
Rectangle Tool 1s for drawing
shapes to fill or outline with
colour. Precise adjustments can
be made to size and position
with the Transform Panel,

of an on-page object by hovering over it with your cursor.
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PART 2 « UNIT B

Page layout

Creative layout design utilizes different
on-page items such as text boxes and

image boxes to help place imagery and

eoccurnng graphnics
can be set
Master Pages

up in the

content, and assign colour in compositions
on a generated pasteboard. These
compositions can be sorted into a virtual
pagination structure, comfortably up to
hundreds of pages. The program also
manages issues such as page size,
orientation and output. The following

tools are standard.

© Guides Imaginary rules are pulled over

the page and viewed upon request. They do not
print, but help in creating layouts and grids and
lining up items, Usually gutters and margins are
set with guidelines in the Master Pages.

Bleed
When preparing imagery, remember to
compensate for the bleed. If any of your
pictures go to the edge of the page,
remember to add about 0.3175 cm (‘&in.)

to that side of the image to be clipped off at
press-time. This goes for background colours
and lines as well.

Page layout concepts
Beyond placing and sizing imagery, the designer car
use page-assembly programs 1o express content
Jography. Th rougr
g of text from multiple columns

meaning with extensive control of t

nul-

automatic flow
tiple pages,
controlled

rarchy and information organi

and pn and

experiment

changes
are easily handled. Creative composition and invention

in text layout require manipulation of the page items

and will cause countless ragging and adjusting. Make i
part of your process to address this and leave time to

fine-tune your typography when the document
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Grid lines can be
switched on or off
completed. Magazines and newspapers the
world use page-assembly programs to get many

words as is comfortably legible and aesthetically pleas-
ing on a page, with grids, layouts, templates and
columns to make it happen.

Master Pages and Style Sheets will help

you 10

create almost any composition and project. In Master
s, you can create formats to be repeated through-

out a multi-page document — for example, headers,
= numbers and call-outs. In the Style Sheet palette

window, you can select your typographic hierarchy and

set It to be constant throughout the document.



& Master Pages These template pages, upon which pre-

Page numbers and
running heads are set
in the Master Pages

defined pages mimic grid elements and on-page template
elements such as text block items, header and footer elements,

and automatic page numbering, are usually found at the top of

| | ¢ PAGES

| [None]

'y
| A-Master A EI] =
|

| 102-103

Page numbering

Current Page Number. Now, that same
text block on each page will reflect the
appropriate page number.

Packaging

Exporting documents for proofing — most commonly
with PDFs - and file preparation for publishing with an
outside printing vendor are important details usually
handled well by page-assembly programs, but you
should know what vendors are looking for. Proper
packaging for an exported package to a service bureau
should include the updated document file, PDF for
proofing and all the assets and links to the file, includ-
ing a folder of imagery and a folder of all fonts in use.

KNOWLEDGE CENTRE

T
-—
|

| On a Master Page, create a text box and go
to Type>Insert Special Character>Markers -

the Pages or Page Layout panel, These pre-styled layouts help in
o ! creating uniform changes throughout a large document, but can
{ be specifically changed on a per-page basis when necessary.

Click on drop-down

menu > Override All
Master Page ltems to
alter elements on the
pages highlighted on
the pages menu

Click on icans to get to
Master Pages

Thumbnails show the
content of each page

Ullfjﬂ ﬂllf(ﬁ‘ﬂj_).

(KLC)

MODULE 2:

Style Sheets Design and typographic styles

such as colour, size, leading, position and decoration

may be applied to text automatically with Style Sheets.
Selections of text may be tagged with certain pre-defined
meta-information at the click of a button. By naming a
series of elements Headline, you can globally affect the
styles and attributes of each selection.

Object styles can be assigned
to objects, groups and frames
to modify the stroke, colour, fill,
drop shadows, transparency,
text wrap and more

In paragraph styles, character
and paragraph formatting
attributes can be applied

to a paragraph or series of
paragraphs to adjust overail
spacing, leading and style

Character styles are formatting
attributes that can be applied
to selected items of text,

such as size, weight, tracking

|Basic Craphics Frame]s

109

| authors notes L ]
[Basic Paragraph]
MODULE HEAD

Al intro text

Bl main text

B1 main text indent
Bl main 1st para after

Bl main text X head

© CHARACTER STYLES
| glossary bold run in

-

[None|

examples bold

main text bold

box text bold

job list bold

running head bold
Assigrment numbers
Assignment bold
Module intro text bold
Quote names italic

a4 a 9

&> SEE ALSO: PHOTOSHOP,
P110

ILLUSTRATOR, P114

PREPARING FILES FOR
PRINT, P124
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PART 2  PRACTICE
UNIT5 | TOOLS AND TECHNOLOGIES
moouLe 2 . Photoshop

Photoshop is the industry-standard software package
for raster-graphics editing and manipulation and is frequently used for

Work area

This section shows

the general layout of
Photoshop. Additional
pullouts can be accessed
through the 'Window' menu
on the header bar.

collecting images and to select elements for montage or photo retouching.

Text can be incorporated into designs, allowing for the seamless integration © Main toolbar

This bar has easy

of text and image within a single digital environment. It's a wonderful tool if {66 aEcess 5l 6f
you are using type as image, but it should not be substituted for a program the main tools, some
that allows document formatting if there's a significant amount of copy. of which also have

— keyboard shortcuts.

Photoshop replaces and enhances darkroom tech-

nigues such as retouching and editing brightness and

contrast, and allows for ease of cropping while provid-

ing a cleaner, 'dry, chemical-free environment for editing. Foreground/background colaur

The most common tools used in Photoshop for photo selection. Clicking on the squares

editing are the Spot Healing Brush, the Clone/Stamp f;f.'i;s‘;;z::'m;xfas e
@ A tablet with stylus pen Tool and the Patch Tool. These allow the editor to
Is the preferred tool of many remove imperfections and unwanted objects.
Photoshop artists. The pen Photoshop's major advantage is that imported images
flécss e meRpess om can be moved, edited and layered over a potentially [’
0 N — infinite canvas without loss of information, quality or
emulating the feel of us,’,‘g a resolution, Photoshop documents with multiple layers
brush or a pencil. The most can get quite large and may compromise the memory
common brand of tablet is allocated on your computer. Be sure you save and archive
made by Wacom

range of hand movement

USEFUL TOOLS
AND FEATURES

£} Reciangular Marquee Too! M (3 Gk selection Tool W
(C) Eiptical Marquee Tool M . ﬁ“mwwmu w
==a Single Row Marguee Tool

E Single Column Marquee Tool

There are five main tools that
enable you to edit an isolated
area of pixels without altering

the rest of the image. Each 1 Marquee Tool (M) Selects an area or sets up 2 Magic Wand Tool (M) Selects pixels of the
of these can be accessed a boundary within the layer that is being worked on. same colour with the Tolerance option set to 1, but
Different Marquee Tools can select rectangles and ovals, within a range of colour with Tolerance set to more

through the main toolbar, and

s : and, when holding down the Shift key, geometric circles than 1. If the Contiguous box is unchecked, the tool
many have additional options
AT R and squares can be selected. This tool also allows you to will select all the pixels in the entire document that
2 guRomize e 100 loc select a one-pixel-width line down or across the entire are of the same colour value, regardless of whether
at the top of your screen in layer. This is useful when making a striped page pattern they are joined together or not. Use the Shift key to
the header bar, The keyboard or creating a boundary line. add pixels to the selection and the Alt key to subtract.

commands for each tool are
shown in brackets.



Main toolbar Filters can be accessed The canvas
through the header bar

T N

Secondary toolbars

@ Colour editor The
Photoshop Colour editor,
currently set to the CMYK
(cyan, magenta, yellow, key/
black) range that is used for
print colour. The RGB (red,
green, blue) colour editor is
used when designing for the
web/television. Each range
has different effects on the
colour usage.

vl’ﬂnom!ussoTool L

'S Qnﬁw— e
&,FWMMTM r‘ = O Lasso Tool
'%’Mdmmmmnl |
"‘,}Dlhu Anchor Point Tool | ‘9 9

|(‘3 I\ Convert Point Too!

The canvas navigator is useful
when you are zoomed in to work
on a detail, as you can find where

you are

The History pullout gives you a
list of the actions that you have
carried out

The: Layers pullout details each
canvas layer and which filters or
additions are on each layer

@ Preset colour
swatches The swaiches are
used as a standard range of
colours, for example black,
white, 10%, 20% and 50%
greys. If you have mixed your

own standard swatch, or have

been set a range in a brief,
you can save and keep it
to select when working on
a design.

o g/bushTool B

m

SHORTCUTS

These keyboard
shortcuts are helptul
and save time:

= ctrl or #/C Copy

» ctrl or #/V Paste

« ctrl or #/Z Undo
ctrl or ®/M Marquee
ctrl or &/+ Zoom In
ctrl or /- Zoom Out
« ctrl or #/W Magic
Wand

ctrl or &/T Free
Transform

Space key + mouse
movement: move

canvas around in
window,

3 , Pencil Tool 8|

inoIoruvhamTool B

-

Vllmrlrmh'(onl B

3 Pen Tool (P) Creates vector-based lines 4 Lasso Tool (L) Draws and selects freehand shapes. Use the

and curves with control points (see lllustrator,
page 114). These points can be dragged over
the layer for a better fit, converting them from
fixed points. An area enclosed by the Pen
Tool boundary can be affected by various fill
functions or made transparent to add texture
and depth.

Shift key to add a new selection or the Alt key to subtract. The
Polygonal Lasso draws straight-line sections. Use the Alt key

to toggle between the Lasso and the Polygonal Lasso Toal, and
the Shift key to draw perpendicular or 45” angles. The Magnetic
Lasso is the fastest way to outline and isolate a shape. The
Magnetic Lasso will attach to the pixels that describe the outer
edges of any photegraphic subject, making it a simple matter

to eliminate a background or copy and paste the object into a
different layer or file

5 Brush Tool (B) The size, shape and colour
of the Brush Tool can be changed, as can its
hardness and scatter range. Alter the brush's
flow rate or opacity to achieve different effects
for use in retouching, adding texture, or digital
painting. The Brush Tool options can be found
under the header bar.
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Layering PHOTOMONTAGE AND COLLAGE

Photoshop can layer different
images and elements so that
each can be worked on separately
without altering the rest of

the image:

Photomontage and collage are historical

artistic m

2thods, in which tragments ot

photographs, images, elements, textures

Each layer is on a and typography are brought together to

separate bar create ne

, meanings and new images.
Photoshop extends this process by

. o1 th il

Opacity Changes how translucent Lo e

each layer is.

making it possible to hide the methods
of assembly, creating a seamless picture.

Photomontage is a process concerned
Hides the layer or
makes it visible

Presets Adds colour styles and
textures to the layer.

with manipulation of photographs and

s historically associated with graphic
artists such as Hannah Héch and John

Layer styles Adds effects such as
shadows, strokes, glowing edges
and textures to the layer.

Layer mask, which
covers all the image
in the black area for

Heartfield, as well as cont

mporary

illustrators such as Dave McKean,

The process

pulls in and reassembles

that layer
fragments to construct images that
Blending options Changes the appear seamless, or that leave the
properties of the layer. edges exposed for a handmade look.
Collage is a process more concerned
Layer>Merge/Flatten Merges all with the assemblage of ephemera,
or some of the layers together. textures and typography, and can
. = A& O L] EE ] | be seen in the work of artists Kurt
Filter Applies effects such as blur, Schwitters and Romare Bearden. Many
sharpen, lighting and textures. Adds new layers of these images are based on found
= De layers by objects or materials, and result in
Use these to adjust the size, ﬁzl dragiging.hien hers abstract assemblages and patterns
resolution, colour values, and M;_S‘KS that are rich with texture and aesthetic

white balance of each layer: qualities but do not necessarily convey

Image>Adjustments>Hue/ Quick Mask selects and masks out an area that any particular meaning.
Saturation needs to be protected from editing. Using a selection

Brightness/Contrast tool, outline the area you want to edit, then select

Image Size/Resolution the Quick Mask option from the main toolbar. To add

Canvas Size to the selection, paint in black; to subtract, paint in

white. When you select the Standard Editing mode,
the selection will reflect the edits made in the Quick
Mask mode. Layer Mask creates an isolated section
of the existing image to which more effects can be
added. When you select the Layer Mask it will tell
you that you are in 'layer mask edit mode' in your
filename. Remember to check the status of your layer
before you alter the image, otherwise you may be
working outside the masked area.

Click and hold on a layer to drag
it to different positions, bringing it
to the front or moving it behind
other layers.
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Mustrator

Adobe lllustrator is a vector-based package
used for illustrative, logo and page-layout design, because
of its shape-rendering and text-editing capabilities. Its linear
handling complements Photoshop's pixel-based format, and
most designers have knowledge of both programs.

crisp edge f

(& Agile editin napped along ‘paths’ ¢
llustratar's vecto oured easil

llustration

\-b | 1 Pen Tool (P) Creates

oy NeeeenamE @

T 2 Type Tool (T) The most 4 Warp Tools (Shift + R)

ol in the best These tools cha

r gre a

&

D 3 Rectangle Tool (M)

| rad shape
Pl 20 |

5 Mesh Tool (U) Creates




Work area

The main toolbar sits to
the left of the screen, the
canvas in the centre and
the secondary toolbars to
the right.

Direct
Selection Tool

Selection Tool  —H ‘Q ) Magi_t Wand
\ and Lasso
= = Tools

Pen Tool

o

Scissor Tool

WLV

0

© Main toolbar This
toolbar is very similar to
Photoshop's. The main
difference is the tools
described below.

ol A8]|ICIN

|

b

N E
PINJE|cF

=il

Stroke/Fill colour
selector. Clicking
an the squares
swaps them over,
as does the ‘X" key

)

[m|
=
S

&

t
i
l

PRINCIFLES AND COMPONENTS

« Curves are never fixed with the finished image. A
composite image/shape can be manipulated in size,
colour, stroke, gradient and layer without affecting
nearby shapes. More complex shapes and images
can be built up by layering lines and the many
standard shape tools such as the rectangle, circle
and pentagon.

Superior text-editing abilities, such as kerning,
leading, stroke, font size and typeface options,
are on the secondary toolbars to the right of the
work page.

Reshape Tool

MODULE 4: ILLUSTRATOR

Palettes, including
Swatches and Layers

Main toolbar Header bar

& Pathfinder Use these boxes to transform @ Align Clicking on these options will realign
simple shapes into more complex ones, through selected objects into the formations shown or
merging, overlapping and subtracting parts. add space evenly between objects as desired.

LY EY YR el
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File types
There are three main file types: PDF
(Portable Document Format); EPS
(Encapsulated PostScript); and Al (Adobe
or Artwork). Generally, PDF format
final images sent for print or

s

hereas EPS and Al are file

tormats kept in-house.

CMYK
llustrator documents need nitially to be set
to CMYK in preparation for the output to be

delivered to print
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Bézier curves are mathematically determined paths or
vectors created between two points, which can be
manipulated by handles at either end. These curves,
popularized by Pierre Bézier in 1962 from Paul de
Casteljau's algorithms, provide the backbone of objects
produced in lllustrator, and are found
range as paths created by the Pen Tool, lines, objects
and type guides in InDesign. They are also the basis for
digital type used in ‘what-you-see-is-what-you-get'
(WYSIWYG) publishing, text-editing software and 3D
software programs.

in the Adobe

Clean control

Precise adjustments and easy scaling are perfect for
logo design work, whether the logo is pictorial or typo-
graphic. Vector.eps images are used because they can
be enlarged to fit a billboard or scaled down to a busi-
ness card without loss of detail. Customized typography
should always be done in lllustrator; because the reso-
lution does not change with size, typography will always
be crisp.

© Brand of choice
Extended t

rep

change:

colour are r

the Habitat Des

Or
ogo, el

prand details
e easlly and perfectly
4, and customized

to place

from the logo

Pinpoint control lliustrator's
pathfinder wi ;

needed, and you

an highlight

Anchor point: A pomt on or

attheendofac

of line

that can be 'grabbed’ by the
cursor and moved around the
canvas, gither to change the

t shape or to move the

gntlire curve

Artboard: Like Photoshon

1t and the virtual "ground’ into which

tively simple. images are placed

s1gr

Handle: An anchor point

habitat design

ts have beer connected to the main vector
path by tangential lines that can

be manipul

2t 10 change the
shape of a curve

Path: A drawn line
mathematically determined

| also called a vector

& SEE ALSD: COLOUR
TERMINOLOGY, P88

PAGE-ASSEMBLY
PROGRAMS, P106

PHOTOSHOP, P110

PREPARING FILES
FOR PRINT, P124
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Application of lllustrator This example
shows how fundamental and versatile lllustrator
can be in establishing a corporate identity. The
lllustrator logo at right is displayed on the shop
frontage and the company website.

<)

This screen grab

shows the individual

elements as they This detail shows how the spirals are
are created being made from Bézier curves

Lt 428 A Ot

Patwme T Wl

Wt s s

Artwasrh 154 sire

Bt L i
P

19 , A\
e } - Fl
E I o & W -
: ikes
. =) 2
.
SETTINGS & TOOLS orom D, ul oo

= — o .|

Pikes

Here, the spirals have been
printed on frosted-glass panels
for the business frontage, keeping
the pattern running throughout

The design is now uploaded
to the company website
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MODULE 5 Flash and After Effects

Adobe Flash and Adobe After Effects are two of the
main software packages for creation of time-based presentation.
Both compose ‘moving imagery' for screen or web, use timelines and
keyframes to order workspace, and incorporate both pixel and vector
graphics. They differ in how material is rendered in the program and
how it is delivered to the audience.

Flash

Flash excels with vector graphics, and is used for inter-

active web-based applications and animation, with a

range of features.

* |llustrator images can be imported then animated, or
created in the design stage.

» Complex animations, such as an acorn growing into
a shoot, require each seminal stage of the animation
to be drawn, called a keyframe. ‘Tweening' then creates
transitions between two keyframes. A higher number
of frames per minute (frame rate) creates a smoother
transition. Unlike After Effects, transitions between
different scenes or forms need to be built in by hand.

» Animations within the main animation can be set
up — for instance, a leaf circling as it drops.

« Flash supports ActionScript, a scripting language
that creates computer-generated geometry and
timing for complex animations.

USEFUL TOOLS . i
AND FEATURES

& Bone Teal (X)
& Bind Tool (2)

+ There are open-source community libraries of script
for assembling into the desired forms, and Flash is
prevalent on the internet, in the form of animations,
navigation and video, due to its discreet file size.

After Effects

After Effects excels with raster graphics, from either
stills or video clips imported from Photoshop, video
cameras or animation packages, and is used primarily
as a post-production effects and compositing toal. As a
stand-alone product for viewing (mpeg or .qt [Quicktime]
file formats), clips and stills are organized on tracks
similar to audio-editing programs. Transitions and fades
can be drag-and-dropped between tracks that will then
automatically render. After Effects also has many filters
and effects, such as film scratches or blurring, to create
a mood or tone to your project.

2 Flash: online tools and
applications Visit www.
swftools.com for tools to
convert Powerpoint to Flash,

The Flash interface is set up

in a similar way to most of

the Adobe software. The After
Effects interface is less similar
to the Adabe range, which
reflects its use as a film
compositor, Here are some tools
and resources that stand out
from both programs.

1 Flash: Bone Tool One of the
developments in Flash, the Bone Tool
can be used for inverse kinematics (IK);
in other words, to link several elements
on the canvas with armatures, so that
movement of one element will translate
back through the link and respond as if
the elements are connected by bones.

3D tools and animated map
tools. Check whether the
license on the tool or
application that you want to
use is freeware, open source
or commercial. ActionScript
at www.actionscript.org has
tutorials, libranes of scripts
and forums.

Clip: The name for a sequence
of images ar length of
developed film or wideo

FLA: The uncompressed and
editable file format from Flash
Make sure to keep your master
copy safe

FLV: Flash video, the file
extension format for displaying
video on the intermneat supported
by YouTube and news-feed
streaming

Keyframe: Either the frame of
an animation at a key stage or

a frame in a clip where a
transition is due to start

SWF: ShockWave Flash, the file
extension format for displaying
amimated vector files on

the web

Timeline: The linear timeling in
both Flash and After Effects, in
which keyframes can be fixed in
order to designate animated
milestones in a production

3 After Effects: Cartoon
Effect Create a cartoon
aesthetic similar to A Scanner
Darkly and other rotoscoped
films. Simply import the live
footage into the work
environment, go to the Effects
and Presets menu, and select
Cartoon. Tweaking the presets
and using the Blur options
flattens the colours, removes
some of the detail and
creates a cartoon effect.
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UNIT 5: ASSIGNMENTS

© CHOOSING PHOTOGRAPHS

© SOURCING STOCK IMAGES

For this assignment, you'll need to produce
about 25 photographic images that define
your life. They can be images of friends and
family, objects, textures, places or situations.
Try to incorporate as much variety as you can,
but be sure each image is well framed and
in focus. These will be used for exercises in
Photoshop, and for a photomontage, so be
sure to include as much information in the
shot as you can. Cropping will be done at a
later time.

1 Take photographs at home and in your
neighbourhood or city, shooting more images
than you think you will need. Be sure to
include images with a range of colour,
contrast and texture, as well as interesting
subjects, You can edit them later.

2 When you have finished your shoot, group
the images by category, including portraits,
landscapes, textures and objects, and save
them to your computer in a file titled ‘Photo
Images' on your hard drive or on an external
device. Put each category into its own folder.
If you need more of any particular type, go
out with your camera again.

| Further Reading:

Sometimes you just can't take a custom
shot or make it to a distant location. In this
instance, internet stock photo services can
come in handy, but remember to use the
images you choose as source material to be
customized for your own purpose, and make
them distinctive.

1 Choose a stock photo service such as
Corbis, iStockphoto or Dreamstime and
explore their websites. All of them have
search engines that allow you to find images
on any subject, and most will provide a
download option for comping purposes.

2 Use the search engine to research images
you could not find during your photo shoot.
Need an airplane? An exotic location? A
racehorse? Stock has everything, but you
need to be specific. Try describing your
desired image in three to four words,

such as Jewel Diamond Necklace' or

‘Cat Tabby Outdoors.

3 If your quest is successful, add these
images to a folder marked ‘Stock’, but be
sure to save the image numbers and the
subjects, and label them in case you want

to purchase them later.

Note: Your clients would want to see images
before you purchase them. Never use an
image for commercial purposes without
purchasing it!

Peter Lourekas, Elain Weinmann, lllustrator 6; Visual Quickstart Guide, Peachpit Press, 2012
Corey Barker, Photoshop Down & Dirly Tricks for Designers, Peachpit Press, 2011

Barbara Brundage, Photoshop Elements 10: the Missing Manual, Pogue Press, 2011

Adobe Creative Team, Adobe InDesign: Classroom in a Book, Adobe Press, 2011

Nigel French, InDesign Type, Adobe Press, 2010

© ELIMINATING A PHOTOGRAFPHIC
BACKGROUND IN PHOTOSHOP

This assignment will demonstrate how to
cut out a subject and remove it from the
background through the use of a clipping path

1 Select one of the photographs from the
previous assignments that has a background
you would like to remove. Make sure your
foreground is focused and distinct from the
background for your first try.

2 Open the image in Photoshop and select
the Pen Tool.

3 Under the Path tab, select New Path.
Double click on your path and name it.

4 Using the Pen Tool, begin to draw a line
around the subject. Set as many points as you
need to describe the detail, especially in areas
with complex curves. Points can be edited or
eliminated later.

5 Once the entire outline is complete, zoom
in on the object and, using the Selection Tool,
edit the points for better accuracy around the
object by moving points or lengthening or
shortening the handles of each curve point to
adjust it. It's good practice to keep your outline
slightly within the subject by a pixel, but be
careful not to edit the subject accidentally.

6 To remove your image and paste it into a
new Photoshop background, first highlight
your selection. At the top right of your path
palette, select the drop-down window and
chose Make Selection. You can now cut and
paste the image into another Photoshop file.
7 To remove your image and paste it info a
page-assembly program file background, at
the top right of your path palette select the
drop-down window and chose Clipping Path.
From the drop-down menu within this window,
select the path you just named. Click OK. Save
the file as a {iff file and import it into in any
page layout program.



© PHOTOMONTAGE IN PHOTOSHOP
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Now that you understand how to remove
an object or a subject from a background,
you can create new images by combining
elements in new situations using
backgrounds or textures.

1 Select three to five images from your
objects folder or your stock images. Select
three to five backgrounds and textures from
your folders.

2 Open a new Photoshop document. Under
the File tab, select New and create a 21.5 x
28-cm (8% x 11-in.) document. Make the
resolution 300dpi, so you can print it, and
name the file '‘Photomontage 1.

© PAGE ASSEMBLY IN INDESIGN

3 Under the Layers tab, select Background
and change it to Layer 0. Import one of your
backgrounds or textures.

4 Create paths on your objects or subjects
and copy and paste them onto a new
background. Each one will come in on its own
layer. Using the Move Tool, you can reposition
or scale any of your imported objects. Hold
down the Shift button to scale your images
without distorting them.

5 Create three photomontages, placing
objects or subjects into new situations.
Experiment with filters to affect your colour,
and make your subjects look as realistic as you
can in their new setting. Pay attention to the

lighting in the foreground and background,
and see if you can adjust them to work

well together.

6 When you have a file you like, save it with
all of the layers intact. Then, flatten the image,
crop it to suit your liking and, using the Save
As selection, rename your file and save the
compressed version with a different name. It
will be smaller and easier to import, but always
save the original, layered version, in case you
want to make a change.

In this assignment, you'll be learning to create
a page design electronically and to toggle
between programs, as necessary, to import
your assets into the page design.

1 Find an article on the internet about
something that interests you. It should be at
least 250 words long and have a subject you
can easily find visuals for. Collect the text
from the article or retype it into a Word
document. Save it in a WORD.doc format,
name it ‘Article Text, and put it in a folder on
your computer titled 'InDesign Assignment.
2 Select a photograph from your collection
that might be appropriate and put it in the
same folder. If you don't have a suitable
photo, go to one of the stock photo services
and do a search, or take an image of your
own and upload it.

3 In InDesign, create a new document using
command-+n. In the pop-up window, set your
| number of pages, the size of the document,

your columns, gutter size and bleed.

Select OK.

4 |n the Tool Bar, select the T (Type Tool)
and draw a text box to fit one of your columns.
Import your text using File > Place and locate
the Word document. Your text will appear in
the box, but it may not all fit. If there is more
text, you'll see a small red plus symbol (+) in
the lower right corner of the box. With the
Selection Tool, click on the symbol and draw
another text box on your page. The text will
flow from one box to another and will indicate
the connection with a thin blue line that
connects each box.

5 You can now edit your type for size, font
and location. Change it at least once, just to
see the differences in the type flow and word
count per line. Add a headline and subheads
if you need them.

6 Select the Picture Tool and draw a picture
box in your layout. Import your photograph
using File > Place. The image may not fit the

box. To size your image go to: Object (in

the main menu), choose Fitting, and choose
Fit content to frame. To resize your image
easily, press the 'e' key once, hold in the Shift
button and drag a corner of the image to the
desired size.

7 Now you have a headline, body text and

a photographic subject. Experiment with
changes in the composition and use colour to
convey the mood of the subject. If you need
to alter the colour in your photo, go back into
Photoshop and change it, then replace it in
your InDesign file.
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© CREATING A LEAF IN
ILLUSTRATOR

1 Select the Arc Tool and make four lines as
shown. Make sure that the two outside lines,
the inside lines that create the ‘stem) and

the other end of the leaf all end at the

same point. You will need to use the White
Selection arrow to move the anchor points
into place as well as move the handles on
each of the lines.

2 Select the two inner lines by holding down
the Shift key and clicking on each of them
with the Black Selection tool. Then give the
lines a mid-green colour or C80 M15 Y100
K5. Next, select the topmost line and give

it a yellow colour or C5 MO Y100 KO. Finally,
select the bottommost line and give it a rust
colour or C40 M70 Y85 K35.

3 Select the bottom two lines with the Black
Selection arrow. Go to Object > Blend >
Blend Options, choose the Smooth Colour
option, and press OK. Next, press Alt + B and
either & (Mac) or ctrl (PC). The bottom half
of the leaf should now be filled.

4 Select the top two lines and repeat stage
3. The whole leaf should now be filled. Finally,
select both sides of the leaf and go to Object
> Group. The leaf is now one object.

© FLASH TUTORIAL

1 Open a new Flash file, in which you should
see a single Layer called 'Layer 1'in the
timeline at the top of the page.

2 Select the first frame. Import the leaf image
you created in the previous assignment onto
the stage. You can easily do this by going to
File > Import > Import to Stage. If you have
not completed the Adobe lllustrator leaf
assignment, you can import another image or
even make your own using the drawing tools.
3 Now select your object on the stage and
go to Modify > Convert To Symbol in the
menu (or press F8) to convert this image to a
Symbol. When the Convert to Symbol window
opens, name your symbol whatever you like.
Select Graphic behavior and press OK.

4 At this point, your symbol is in Frame 1 of
Layer 1. Select Frame 30 and go to Insert >

Timeline > Keyframe in the menu (or press F6)
to insert a new keyframe.

5 While still keeping playhead (the red vertical
line) on Frame 30, move your image to any
other position on the page other than where
it's at now.

6 Select any frame between 2 to 29 and
select Motion from the tween pop-up menu

in the Property Inspector, usually found at the
bottom of the screen (if you don't have the
Property Inspector activated, go to Window >
Properties > Properties).

7 Go to File > Publish Preview to preview

the results. You can also modify the easing,
rotation and sound effects of the object

by adjusting the settings found in the

Property Inspector.

T T ——
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D Button
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1 Open a new flash file. You will see one
layer in your timeline labelled ‘Layer 1’
Double click the layer name and rename

it ‘red ball\

2 Select the Oval Tool, either via the tool bar
or by pressing ‘o' on the keyboard. Before
you draw the circle, you need to change the
colour to red. Double click on the Fill Colour
box at the bottom of the tool bar. Select a red
colour with the eye dropper.

3 While holding the shift key down, draw

a circle towards the left side of your stage.
Once you have a circle shape you are happy
with, select the Selection Tool or press 'v' on
the keyboard.

4 Next, you have to convert this shape into
a movie clip. Select the red circle. Then go to
the top of the screen and choose Modify >

Convert to Symbol. This will bring up a new
window where you can give your new symbol a
name. Let's call this symbol ‘redBall_mc’ For
the type, make sure MovieClip is selected. The
rest of the settings can stay the same. Click
OK to create the redBall movie clip.

S The last step is to give your redBall movie
clip an instance name, so that you can target
that movie clip in your action script code.
Select the redBall movie clip on the stage.
Open up the properties panel by going to the
top menu and selecting Window > Properties.
At the top of the properties window there

is an input bar with the default name of
<Instance Name>. Select the bar to remove
the name and you can type in your own

name: redBall. By doing this you now have

a reference to your red ball movie clip on the

© SET UP YOUR ACTIONS WINDOW IN FLASH

stage. Next, we will set up the actions script
window to move this red ball.

6 Save the file and called it red_ball_
animation. Remember where you saved

this file, as we will be adding a folder to this
location in the next assignment.

1 Create a new layer above your red ball
layer by selecting Insert > Timeline > Layer
on the tool bar. This will create a new layer
above your red ball layer, and by default

the layer is named Layer 2. Change the name
of this layer as well by double clicking the
name of the layer, and typing in 'actions’

You are now ready to write some code in your
project to make your ball move. But first you
need fo download the action script library you
will use to do so.

2 Download the Greensock code library by
opening up your web browser and navigating
to http://www.greensock.com. Once there,
click on the ‘get GSAP' button on the left side
of the screen. This will open up a new window
that will ask you to 'pick your flavor. For this
project, we need the Actionscript 3 version of
the library, so click on that and download the
zip. Once the download is complete, unzip the
file and you will be left with a folder labelled
‘greensock-v12-as3\ Open up that folder, and

inside you will see a few files and folders. We
are interested in the folder labelled ‘com’ Move
that ‘com’ folder to the same location as your
red_ball_animation file. Now you should have
two files: the ‘red_ball_animation.fla' file and
the ‘com’ folder.

3 Now that you have the Greensock library
download, you need to import it into Flash.
Open up the Actions Window by going

to Window > Actions. The first thing you
need to type is your import statement.

Type the following:

import com.greensock.”

Now that you have imported the Greensock
library, you can animate your red ball. Under
your import statement, type the following:
TweenLite.to(redBall,3,{x:stage stageWidth -
redBall.width});

This line is telling us that it will animate the
red ball to a specific location on the screen,
For that location, you are using the stage
width minus the redBall width to give you a

number that will animate the redBall to the
right side of your screen, no matter where you
start the red Ball.

4 Test out your work by pressing Command +
Return on a mac.

SpevileRNET OO0 =%
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PRINT PRODUCTION
AND PRESENTATIONS

When working in the realm of printed media, print
production is the last stage in the design process,
but it can be the first to be overlooked by the junior
designer focusing intently on ‘design’ It is really

the final oversight of the creative decision-making
process, and there are still options to be considered,
| even with the most detailed planning. If you have

| considered the project carefully and chosen colours,
paper stocks and processes to suit, this final phase
becomes a shared creative experience between
designer and vendor.

Familiarity with print-production techniques and
issues is vital to ensure the final printed job looks
and feels the way it was intended. Planning for the
use of a special-effect ink, stock or particular finish
will only be achievable if you have a thorough (and
up-to-date) understanding of the print-production
process. Make it a habit to enlist your production
representative early in the process. They can
provide dummy booklets on various stock samples,
help to adjust packaging templates, solve bindery
and fastening challenges and provide ink-on-paper
samples (ink draw-downs) so you can see how a
Pantone ink colour might behave on coloured stock.

PART 2 | PRACTICE
UNIT6 = PRINT PRODUCTION AND PRESENTATIONS

wvopuie 1 Preparing files for print

Keeping your digital work habits pristine will restrict
to an absolute minimum the need to tidy up files just before
sending them. By this stage your bleeds should be set, your
colours checked against samples and swatches, all photography
should have been purchased/prepared, page items should be
aligned, ragging adjusted and the spell check complete. Creating
a positive workflow, from design stage to finished product, will
help ensure a successful outcome every time. A true measure
of a designer is not only apparent in your conceptual design
and typographic skills, but also in your handling of the process
from start to finish, including preparing and sending out files to
service bureaus and print vendors.

After a final proof is signed off by the client, many
issues often remain before work can be printed.
Remind yourself that because every piece of design
work is unique, it creates a unique set of problems: this
stage is your last chance to check your work before

handing it over to a printer.



PDF ADVANTAGES

* Highly compressed files can be generated — with
optimized imagery and fonts embedded — to create
a very close copy to the original working document.
This condensed and mobile format can be easily
emailed en masse to clients and co-workers for
feedback, with edits and mistakes more easily
caught during the production process.

To print, the recipient needs only the free Adobe
Acrobat Reader download. Many systems have

this pre-installed, but it is always best to get the
latest version.

Newspaper and magazine publishers often

receive ads as high-resolution PDFs only, with
properly embedded fonts and images at the
correct resolution and profile. Advanced tools in
Adobe Acrobat Professional, such as Preflight,
optimizer, and fix-ups, can be key to achieving

a successful run,

Email and internet creators can link files to web
pages for online viewing or attach files to emails.

Note: Keep in mind that you cannot easily edit

a PDF document. Any changes that might be
needed after a PDF leaves your computer will
require the original document for editing. That
means edits can only be done by the designer,

in the original format, unless you decide to provide
the native file to your vendor.

PDF OPTIONS

When Preflighting, you can bring your PDF to PDF/X
and PDF/A standards. These file types, defined by
the International Organization for Standardization
(1SO), adhere to standards that facilitate reliable PDF
transmission. They apply the wills and will-nots of a
file. Using a PDF-X1, a file generated from Acrobat
Preflight (a recognizable pre-set option in the Pre-
Flight menu) is considered the best way to ensure
that your file is correct and secure, and is an option
in InDesign.

MODULE 1: PREPARING FILES FOR PRINT 12§

* Be meticulous. It is your responsibility to check
everything from tint specifications and image
colour spaces to tidying up unused colours in your
palette menu, style sheets, unintentional indents
on justified edges, extra spaces and missing fonts.
Programs such as InDesign have spell check and
Preflight capabilities.

* Printers are often sent postscript or PDF files -
locked documents including all fonts and images —
thereby reducing the potential for error. PDFs play
an important role these days in near-instant proofing,
and are the primary format used for sending files.

The role of PDFs

The Portable Document Format (PDF) has come a long
way from the aim of the ‘paperless office| and is now a
means to instantaneously review in-progress drafts and
final sign-offs (or soft proofs) with clients, vendors and
colleagues. PDF has become the standard for version
editing, as well as submitting ads and media to news-
paper and periodical publishers; the final output for the
printer is itself a high-resolution PDF.

Many programs create reliable PDFs automatically,
ensuring correct colour profiles and linking to final
images and fonts. In creating PDFs using Acrobat,
InDesign or lllustrator, you should start the press opti-
mization process using predefined settings. In InDesign
you can go to Adobe PDF Presets>Press Quality. To
customize the PDF settings, first go to File>Export and
choose your format for print from the drop-down
window. When you select Save, another option window
will allow you to select Compression > Do Not
Downsample; then select Marks and Bleeds to set your
crops, bleeds and printer's registration marks. Always

AAs: Author's alterations are
edits made to the content of

a file by the client. Usually
handled before sent to press. if
the client makes edits while the
job is at the printer — usually in
the proofing stage — AAs can
prove very costly

Adobe Acrobat: The family of
Adobe programs that create and
manage POFs

Downsampling: A form
of compression that lowers
the resolution of images
by eliminating unnecessary
pixel data

Embedding: A FOF removes
the need for multiple requisite
files by including fonts and
compressed imagery in one file

Lossy: A compression format
that removes or ‘loses’ certain
areas 1o achieve a smaller file
size, yet reppening the file
causes the program to ‘guess’
at the missing data, possibly
creating a lower-guality version

PEs: Printer’s errors are
mistakes and omissions tound
at the proofing stage by the
designer or client that did not,
for whatever reason, make it
from the supplied file to the
press, The cost of these errors is
usually absorbed by the vendor

. as a matter of customer service.

[High Quality Print].
[POF (X 12 2001]..

PDF presets Select the correct PDF
Preset setting for your file. Choose low-
resolution, 72-dpi formats for sending files
for email review, and high-resolution files
for production,
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double check the PDF in Acrobat to make sure every-
thing is correct.

Font embedding When a font is not embedded, it is
usually because it is missing from the document folder
or has vendor restrictions; when opened or printed, a
generic typeface might be substituted. Nothing is worse
than opening a publication with your client's advertise-
ment — a masterpiece in Gill Sans, say — and being
greeted with a horror dripping in Courier. Proper embed-
ding during your process prevents font substitution at
the viewing stage, and ensures that vendors reprint the
text in its intended font. Preflight tools in InDesign and
llustrator usually help you steer clear of errors before
reaching PDFs, and you can always check Properties
when viewing PDFs to check that fonts are embedded.

PDF/X When Preflighting, you can bring your PDF to
PDF/X and PDF/A standards. These file types, defined
by the International Organization for Standardization
(1IS0Q), adhere to standards that facilitate reliable PDF
transmission. They apply the wills and will-nots of a file.
Using a PDF-X1a file generated from Acrobat Preflight
(a recognizable pre-set option in the Pre-Flight menu)
is considered the best way to ensure that your file is
correct and secure, and is an option in InDesign.

What to send

When collecting a project for output, essentially you are
mirroring requisite elements that make up the design:
fonts, images and page layouts. However, you are also
augmenting these with as many items as possible to
help translate to your vendor what you are trying to
achieve in production. You can do this by including a
satisfactory comp (comprehensive) printout to be used
as a guide.

Traditionally, elements such as images and fonts
were strung together in page-layout programs such as
InDesign and Quark; naturally, these included a suite of
Preflight and Packaging capabilities to check and
collect everything for output.

File types and compression

Different applications store and compress data in
various ways. Misunderstand or misuse these formats
and you are heading for trouble. For example, you might

PART 2 PRACTICE « UNIT 6 PRINT PRODUCTION AND PRESENTATIONS

PRINT CHECKLIST

FI—IDJ

@ T T T i

To send a file electronically, be sure to include all of the following.

@ Your final approved document
(InDesign: .indd; Quark: .gqxd
and pdf ).

© A folder of all linked images
(.eps, tif, .pdf), entitled either
links' or ‘images" You should
also include original files in .psd
or .ai, in case your printer needs
to make an adjustment.

© A folder of all fonts (PostScript,
TrueType, OpenType).

© Printer instructions and profiles
(included in the Preflight and
Packaging options).

@ Output or a low-resolution PDF
for the printer to use as a guide,

clearly labelled as such to avoid
confusion.

© A detailed comp dummy that
tangibly demonstrates folds and
sequences.

© Ink swatches, additional material
samples, and a paper sample,
if needed.

© A note to the vendor that may
include specific instructions, a copy
of any relevant correspondence and
job numbers.

© Email information reiterating
agreed-upon specifications with
the files attached or a notice of
online upload.

spend hours scanning-in files and creating artwork
for a magazine, only to save your hard work in the
wrong format. At best, this will cost you hours; at
worst, the job. A working knowledge of file formats
and the process of compression could go a long way
in preventing this scenario.

Electronic files appear to travel many distances
around the city or around the globe, when in fact one
computer is just copying from another. During this
process, corruption can occur, especially to page
layout and font files. Compressing files before sending
via email or FTP (File Transfer Protocol) is an effec-
tive way of preventing this. Most files that are not
native application formats can include some sort of
compression to facilitate use in other programs or
transmission via the internet. The amount and type of
compression, especially with imagery, video and audio
projects, can affect the quality and performance of
your final file.

ZIP and .SIT compression file types reduce the
number of bytes by removing the redundant areas of

FILE NAMING

* Do not put any
spaces in the name or
extension; if you need
to separate words, use
an underscore: ‘'my_
filejpg.

* Use lowercase, not
uppercase, characters,

* Use only alpha (abc)
or numeric (123)
characters. Avoid
characters such as
@%*&(), and use a
period () to separate
name and extension.

RELNALAEATEE TIF090 3070 REZEXZERERRIANSGEOD
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Key graphic file formats

PSD and Al are
the file formats
for Adobe

Photoshop
and Adobe lllustrator used for
image creation.
Compatible with: Photoshop,
lllustrator and InDesign with
minor restrictions.
Tip: Make sure to always save
an unflattened master version of
your Photoshap files to fall back
on, and save lllustrator files with
unoutlined text.

EPS used to be the most
widely used file format in
artwork preparation for

print. It can contain either

Bl

vector or bitmap information and
is best used when dealing with
logos and illustrations as well as
vinyl printing and one- and two-
colour jobs.

Compatible with: Adobe
lllustrator for edits; InDesign
and QuarkXpress for layout.
Tip: EPSes themselves can
contain font data that may need
to be backed up with a font file
at the collection stage, or font
outlines can be created.

EG@. TIFF creates one of the
largest files because it
—— saves an alpha channel in
the file, which allows for
transparency at the art's edge,
not at the pasteboard's edge.
Best when dealing with
monotone, grayscale or
watermarks for colour toning,
TIFF is the highest-quality
image format for full-colour
photography as well.
Compatible with: Photoshop
for editing; InDesign and
QuarkXpress for layout.
Tip: Make sure to check with
your printer as to whether
they accept files with LZW
compression, which is an option
while saving.

HZ®. JPEG is a format that
™. uses lossy compression —
: meaning that a certain
amount of the image

quality is lost during the saving
process. With a complex
photographic image this would
usually remain unnoticed (unless
the image is over-compressed).
Compatible with: Photoshop
for editing; InDesign and
QuarkXpress for layout.
Tip: Nowadays, most digital
cameras save as large JPEGs,
which can be resaved as high-
quality images for print due to
advances in image resampling
and printing. For large, high-
quality reproduction, you should
be using .tif files.
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Creating a convincing presentation

It is critical that your client approve the final

version of the electronic file, usually a PDF document, but

presenting the idea clearly at the concept approval stage can
influence the client's choice on which concept to produce. A
comp, or comprehensive, is the designer's finished concept

shown in the closest possible approximation to the produced
product as is possible. Good craft skills are essential and,
although a bad concept can't be saved by good craft, a great
concept can sometimes suffer if it is poorly crafted.

Colour

Electronic output from a high-quality desktop printer
can come very close to matching the four-colour
process intended in production. Matching Pantone
colours can be trickier. Colours on screen can be mis-

leading, and will only come close if your monitor
perfectly calibrated. A Pantone number encoded in your
document will ensure the

our ink that prints, but

show that exact colour to your client in comp form you
may need to depend on a custom blend that adjusts the
colour for comping only. Make a separate file named

‘Comp' and adjust your colours there. That way you
won't send the wrong document to the supplier

Format
With your colour perfected, you need to assemble the
form

document into whatever the product will take,

ook and function

ow they wil

oint of purchase, Thers

Kages that wi

s onto a digital object, but

such as booklet, poster or package design. Output
papers come In various weights, and some colour print-
ers will accept the stock you intend to use in produc-
tion. If you can, print on stock samples, which will give
you and your client the best representation of the final
product and will show you how duotones and tritones
will be affected by the stock colour.

Unfortunately, it's nearly impossible to register output

on both sides of the pap

er, so you'll need to use a dry
mastic sheet, like 3M mounting material, to glue — or
dry mount — the sides together. Always leave some
bleed and printer's registration marks, and trim your
pages after you have assembled them. Cut and score
the paper for folding after the assembly is completed in
a clean, dry studio space.

Craft

Some techniques can't be imitated digitally and need to
be done by hand. Die cutting will require careful hand-
work with a thin utility knife, and practising your cutting
and comping skills will lead to cleaner presentations.
Metallic stamps will need to be hand cut and applied,
also. In some cases, a poster, or board, of your intended
materials and colours can help in the presentation, but
there's no substitute for a clean comp

and function Work out

Iy,
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Present appropriately
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MODULE Paper stocks and finishing
Paper is absolutely part of the picture, and it can
enhance or diminish the vibrancy of your imagery. Paper stock
is manufactured in a large assortment of weights, colours, g
textures and finishes, and selecting the correct one can really
add to the success of the finished product. Sampling is the ideal ar {

way to determine whether or not a particular stock will work for

you. You should also be aware of the common terms used to
describe paper, including the various attributes and how they
apply to a particular job.

otton ghtness depends on how much tf

Iped wood, > paper has

led paper. S 2scribe been bleached b pressed. Brighter stock

fics reflects

to a page. Environment
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* Weight describes the density of the fibres that make in a return to unbleached paper in recent years.

up the sheet, and is measured in ¢ * Colour is produced by dyeing the fibre pulp betfore it

jrams per square
metre (gsm or g/m2) or pounds (Ib). Letter weights is pressed. Coloured stocks can be more expensive

vary from 24 |b or gsm to 140 |b cover weight than white stock

can be eve

Speciality

Thicknes:s

Matte, satin and gloss surfaces
Different paper qualities affect the intensity of printed
ink — there is a stark difterence between printed matte
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better quality.
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Finishes and coatings '

Finishes and coatings are added either to protect
printed ink, or in patches to emphasize an area of ink.
There are four main kinds.

- Varnishes are coatings applied ‘on press| either with
other inks or as a separate run, and can be matte,
satin or gloss, and tinted with added pigment.

UV coatings are spread on as a liquid, then
hardened with ultraviolet light. They can be matte
or gloss, and applied accurately in spot form or as
complete coverage.

Aqueous coatings — matte, satin and gloss — are
relatively expensive and are laid at the end of a

run. As such they cannot be controlled to be put

in specific areas, only as a complete coat.
Laminates are layers of sheet plastic or clear liquids
that bind into the paper to protect it.

Paper can also be embossed to emphasize lettering
or an image, and it can be stamped with metallic foil
or glossy, flat or shiny colour, a beautiful effect on
matte paper. It can also be laser cut or die cut to
expose pages underneath. These are beautiful but
expensive technigues, so be sure your budget
allows for the technique you choose.
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m of paper
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voouLe 4 Printed colour

Various factors determine how many colours you
use to produce a job. Aspects such as aesthetics, budget and
branding come into play when you make your selections, and
you want to be sure the colours you choose are the ones that
appear accurately on the finished product.
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Global standard

& SN T
GRACOL is currently the PMS AND PANTONE BOOK

standard c yut PAPER CHOICES
ask your s > Dureau
which profile they prefer you PMS
to work with — ¢ * Solid Over 1,000 PMS spot colours are contained
even have created their own in either the fan guide or the chip book, with
i speciality versions for metallic colours, pastels,
(» Tints and opacities neons, and tints.
Screen colour t . * Process Over 3,000 Pantone Process Colours with @ Calibration Many factors
translate exactly their CMYK percentages are shown in these books, ich as time, usage a

Proofing your design on the aus

= Colour Bridge Formerly known as the Solid to
Process Guide, this book provides a larger colour

actual ck will give the best

indication of the final outcome.
swatch and tint comparison showing how solid

colours will look in CMYK, and gives print and :

Every device has its own set of ICC profiles. Set up web formulas.
by the International Colour Consortium, these stan-
dards facilitate the translation of colour information of Pantone
an image from one device to the next. When a screen, *» Coated This book contains PMS numbers followed DPI: 0o
scanner, or camera is recalibrated, each is given a new by a 'C), indicating that a colour can only be matched
profile and the image produced picks up that profile. by printing on a coated (glossy) surface.
Images opened in Photoshop can be reviewed; if a * Uncoated This book contains PMS numbers
profile setting is different or missing, then the working followed by a ‘U) indicating an uncoated lkreae
profile of the monitor is used. (matte) surface. mage. the
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plastic Different

MODULE Print media

In all traditional printing methods (that is,
everything except digital printing), your digital artwork
needs to be separated into the constituent colours in
which it will be printed.

nter water and oil do nol mix
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OFFSET ADVANTAGES

* High-quality images can be

achieved by providing a higher-
resolution print.
Works on a wide range of print

media such as paper, fabric, plastic,

wood, metal, leather and glass.

Cost per printed piece decreases

as the quantity increases.
Quality, cost effectiveness,

and bindery finishing are fully
controllable in large-run jobs.
Modern offset presses use
computer-to-plate technology,
increasing economy and quality.

Styles of printed colour and shade

@

Ty § O

CMYK and resolution When a f

s needed for print, it must be

0

ur, oL
reproducec

ce the line

generated as a

HISTORY

100K alone to create black

@ Halftone Many pe

use a halftone p

gradients ir

MODULE ¢ 135

Flexography: \ethod of

plates

Gravure: Meth

arate colours

printing that uses stencils

€5 SEE ALSO:

FUNDAMENTALS OF
COLOUR P88
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e« Digital printing

With conventional offset lithography almost a
century old, digital presses - emerging in the early 1990s with
the ability to create print directly from a digital file — have opened
up new frontiers. Forward-thinking printers have embraced any
technology that enables them to provide more options for their
customers. Different than traditional offset, from speed to price
to flexibility, digital printing has worked its way into the workflow
of many designers and print houses as clients’ needs, wants and
timeframes accelerate with the changing times.

documents through 2 saturated. This happens due to lack of

@ Stock options Faper

ind surtace lexture ot toner-based electro-phe tography — a tech- by the paper when ink 'sinks In, as
ology inherent in the common desktop laser printer printed items, It is not necessarily a bad thing, because
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R b i ) VIE 10 a ¢ 1, Make sure to discuss
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DIGITAL OR OFFSET OPTIONS

» Quantity Short-run jobs

Can prove more

re with digital printing; larger quant
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L printing may o
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vooute 7 Correcting colour proofs and press checks o

The arrival of colour proofs from the printer is
second only to the arrival of a finished printed piece of work you
have created. However, at colour proof stage, it is still possible

-

to correct some flaws in photographic reproduction, both digital

and conventional.
ANIMAZION ot ok s Vs
ANIMAZIONE DIGITALE Do e »
B G patso pRstn, esercil RHON & SugRenrient)
specilici v Mideramne & capire Finters processs

\ VO
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par computer, Inbe rat o ogni sitra media

sntenle grare & potant) software A
anmarions 20 ¢ 3D depenibil s
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TTVLI9I0 INOIZVWINY 38V W02 3
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Keep your comp with you and check the proot to be
" ; .®
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MODULE 7 HEL [ UF ROOFS AND PRESS CHECKES

PRESS CHECK CHECKLIST

Be prepared; bring these with you.

= An extra copy of electronic files or, even better, a
laptop you can work directly from (with requisite
fonts and imagery installed).

= The Pantone book (coated/uncoated, or spot or
process). See page 133.

* The colour proof that you signed. Although many
vendors may want this back, be sure to ask for it
again at press time.

* A linen tester or loupe to check for such things
as registration, dot bleed, dot gain and font
clarity. It usually has a folding stand to hold the
lens at the correct distance from the page.

+ Patience. A press check on a multi-page
document can be lengthy, especially on large
print runs. Be prepared for down time, and settle

in for the long run.

Swatch Optaans

Swektch Name: C=30 Ma§ Y5 Kl
9 ame with Colour Value
Catour Type: | Process

Colour Mode: | CMYK

[
Mg e &
Yalow e ©

Bath g—

wroww |

Dot gain: A printed dot that
becomes bigger than intended
due ta spreading, causing a

darkening of screened images,

mid-1 and te

B5 ures,

This varies with different
paper stocks

Quality control strip: Usually
incorporated in printed sheets
outside the grid 1o monitor the
quality of plate-m
and registration '.]he‘i.mg

3king, inking

black se

1ons helps point out

colour casting

Registration marks: Hairline
marks at the corners of a printed
page 1o help ensure plates

are lined up correctly, and that
designate what will be cropped

off at fimshing time

&> SEE ALSOD: PREPARING
FILES FOR PRINT, P124

=)
(Canesl PRINTED COLOUR, P132
W e
E
i @ InDesign Check the swatch colours in your
native files if they need adjusting. In the InDs
main menu under Window>Colour>Swa ou
can see the four-colour breakdown ot your tint,
BACKGROUNDS

If a common special colour or tint background is required

for several pages in a publication, the designer should be
aware of problems the printer might have in maintaining
consistency between pages. For example, if a taupe
background is used, consisting of a percentage tint of
process yellow, and there are some pages that require a
heavy weight of yellow to be run for the pictures, the tints on
those pages may be heavier than on the other pages. The
use of a special fifth Pantone colour for the backgrounds only
should prevent this problem — but remember that it is more
expensive to run five colours than four.
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UNIT 6: ASSIGNMENTS

© PACKAGING A FILE FOR THE PRINTER © CREATE PDF FILES

1 In InDesign, create a new layout that
features: a solid-colour background; a
halftone image, either colour or duotone —
you can customize it in Photoshop; and body
text and a headline. Use your design skills to
create an interesting page, but bear in mind
that this exercise is centred on packaging the
file for reproduction.

2 Check for the following:

* Resolution and colour mode The most
common problem at the printing stage is
bitmapped pictures due to low-resolution
imagery. The standard dots-per-inch
resolution for printed imagery is 300dpi,
which is much higher than you see on your
computer screens (a mere 72dpi, which
translates to 72 rows of 72 dots). The
300dpi rule goes for photography as well
as images and illustrations. Low resolution
is also associated with the RGB colour
mode, the web-based resolution. Check
your colour subjects and convert all of them
to CMYK mode before continuing.

Bleeds With imagery and colour reaching
the end of the paper, an actual section of
that colour ‘bleeds’ into the outer margin

of the larger print sheet. Printers ask for at
least 0.3175 cm (%in.) around the page. Be
sure your photographic subjects are sized
accordingly and that you have enough

material for the bleed areas. When
positioning photo imagery, remember to
compensate for the bleed by placing the
image to be trimmed in the full proper
space. It may appear slightly off-centre in
the electronic file, but when printed and
trimmed, it will equalize.

Fonts In lllustrator-rendered pieces, you can
change your type to artwork by selecting
the Type> Create Outlines function to retain
consistency. You will not need to send a
font if the type has been converted. Do not
assume that printers have the same fonts
that you do. Fonts ot the same name come
in different versions and from different
foundries, and so can have minor
characteristic changes.

3 When you have completely checked your
file, go to File>Package and follow the steps
to create a new folder for the work. When you
have electronically packaged the file, you'll
see that InDesign has collected all of your
assets and automatically placed them in

titled folders. Open each folder and check the
contents. If you make a change to the design
work after this point, remember to package it
again, or to save changes in images to the
individual folders that house your assets.

Preflight tools in InDesign, Photoshop, and
lllustrator will allow you to save in PDF
format. Each one offers preset options
that allow you to optimize the PDF and
customize it according to use.

1 Open a file in each program and explore
the Adobe Preset options available, then
create PDF files in low resolution for
electronic approvals. Check them for
errors, correct any you find, and try again.

2 Email them to yourself as attachments,
and make sure they are travelling
well electronically.

3 Using the same native files in InDesign
and lllustrator, create high-resolution files
intended for reproduction. Remember to
add your bleeds and printers’ marks. Save
the files and check them on screen, then
print them to see how accurate they look.



© CREATE AN EIGHT-PAGE
ROLL-FOLD DOCUMENT

© COLOUR COMPS

UNIT 6: ASSIENMENTS

© PAPER SAMPLES

m

1 Start to prepare an eight-page roll-fold
document by measuring it carefully. Each
page will measure 10 cm wide by 21 cm tall
(4 x 8'%in.). Each of the end panels will fold
in, so they will need to be slightly shorter
than 10 cm (4 in) to clear the centre fold.

2 Set up the file electronically if you have
paper large enough to print on — 33 x
484 cm (13 x 19in.) = or draw it out by
hand using a T-square, metal ruler and
triangle. You will need a sheet of paper
approximately 23 x 455 cm (9 x 18 in.)
to complete it by hand.

3 Using an scalpel with number 11 blade,
carefully cut out the whole form, scoring

the folds lightly with your knife. Your first

try may be less than perfect. Make the
adjustments and try again. Be sure the blade
is sharp, and change it if it begins to drag on
the surface.

Further Reading:

Raven Smith, Paper: Tear, Fold, Rip, Cut,
Black Dog Publishing, 2009

Trish Witkowski, Fold: The Professional's
Guide to Folding, Finishing Experts
Group, 2002

Taka Nakanishi, Special Effects: A Book
About Special Frint Effects, All Rights
Reserved Publishing, 2007

David Bann, The All New Print Production
Handbook, Watson-Guptill, 2007

Gavin Ambrose, Paul Harris, Basic
Design 06: Print & Finish, AVA, 2006

1 Create a small multi-page document
in InDesign, either a simple four-page
document with front and back cover and
inside spread, or a trifold.

2 Create a PDF when you have finished,
and print the document. If the document

is double sided, you'll need to adhere the
sides together. Do not trim it yet. Use a

dry mounting sheet, such as 3M mounting
material, burnish down the material and then
attach the back. You can also use rubber
cement, but be sure you let it dry completely
before you attach the back.

3 Using the encoded printers' marks on the
PDF, trim the document, score it and fold it.

4 When your comp is complete, think
about which parts of the product you would
discuss at a large presentation. Photograph
your comp on a seamless white background
and upload the image. Select two details of
your project from the native file and create
large detail images that explain your talking
points. Then create presentation boards or
an electronic presentation for a meeting.

1 Collect as many examples of print
techniques on various stocks as you can. Try
to collect examples of effects as well, such
as stamping, embossing and die cutting.
Cut them into 9-cm (3'%-in.) squares, or as
close to that as you can without destroying
the sample.

2 Score them across the top, 12 mm (%2in,)
down, to make a flap, and paste the flap into
your sketch book, leaving the bottom free.
You will be able to feel them for weight and
surface texture and use the swatches as
inspiration when you are brainstorming.

Visit a local paper merchant and request
sample books. Build a library of coated

and uncoated samples that you can use

as references.

© TEST SHEET

Find two images: a photograph and an
illustration (preferably one with only a few
colours, like a logo).

1 Open the photo in Photoshop and go to
Save For Web and Devices in the File menu.
You will see the image with a variety of
controls to the right.

2 Explore the drop-down selectors,
choose between JPG and GIF and modify
the settings for each format to see how
the image is re-rendered. Watch the

file size change in the lower left as you
make adjustments,

3 Repeat the process with the illustration
and make a note of which option best suits
each image,
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Project development process overview

MODULE 1 |

Current website development processes can
vary greatly from individual to individual and from firm to firm.
However, to ensure that a project runs smoothly for all parties
involved, including the client, it is essential that you develop -
and follow - a structured game plan, broken down into phases
and related steps.

If you assemble a group of website designers and
ask them to provide concrete perspectives that
relate to designing for the web, you will often get
the same response: ‘Well, it depends!

For newcomers to the field, this vacuous response
elicits more frustration than comprehension. But,

at the core, this is the essence of what makes
designing for the web so exciting. Each client brings
with them new material, with varying project goals
and functionality requirements. While some projects
require the active participation of a full development
team, most are the collaborative product of a few
key members, or perhaps a well-rounded individual.
Therefore it is increasingly common for a modern
website designer to not only have a working
familiarity with the varied steps of a website's
development process, but also to be ready to

take the lead and make sure that each step is
accomplished successfully.

How many different development roles will a
website designer be expected to command on
a given project? Well, it depends.

The planning phase

The planning phase in a website development project is
the most crucial, because these initial steps serve to
define the process for the entire project.

Review Initially, the designer and client should get
together to define the client's goals, establish who the
target audience is and discuss required specific fea-
tures and/or functionality of the site. You should work
together to establish the metrics for which the site's
success will be determined - such as increase in site
traffic, sales, contact or social media reach — with the
goal of maximizing the return on the client's design
investment (RODI).

Content gathering The next step 1s to summarize the
information that will be presented on the website.
Include the site content (text) as well as defining the
visual elements (logos and branding elements, imagery).

Flowchart A flowchart is a graphical representation
used to display the overall scope of the website. It
defines the elements that make up the site's naviga-
tional structure (shown as boxes, one per page), as well
as the structured flow of traffic through the website
(the lines connecting the boxes). It i1s the crucial foun-
dation for a successful website.

Software, technology and resources You will need 1o
determine and identify the programming format in



HAdmissians

MODULE

& @ Flowcharts

which the site will be developed. Anticipate the range
of devices on which the site will be viewed, then sum-
marize additional resources that may be required (web
font usage, stock photography, etc.), which may add
expenses to the overall project rate.

Training requirements If instructional documentation,
phone support, or onsite training will be required in
order for your client to maintain their own website, this
should be defined in the initial planning phase, as it will
add additional time to the project's development.

Contract The contract is the end product of the plan-
ning phase. Extra care should be taken to make sure
that all items discovered and defined in this phase
have been factored in to the project's development
framework. Successful contracts clearly define the
goals, deliverables, roles, timetable, flowchart, copyright
and financial information for the project.

The design phase

The design phase uses the information that was gath-
ered in the planning phase and brings it forward to
define the appearance for the final project. Generally
speaking, fraditional websites are developed around
two to four different layout variations, or templates: one
for the initial (home) page, with one to three additional,
standardized layouts for the project's interior pages, as
dictated by the varying types of information that will
need to be displayed throughout the website.

WREARCH AT CINTIRS

THE CLIENT QUESTIONNAIRE

In most cases, project information is obtained by
leading a client through a web-development project
questionnaire, of which many can be found online.
They are usually grouped by category, such as
general questions, functionality questions and design
questions. Avoid using technical lingo, which may
confuse your client; for example, instead of asking
‘Do you require an e-commerce solution?' try ‘Do you
plan on selling anything on your website?'

Content management
systems (CMS): The structured

of a dynamically

{:

CSS (Cascading Style
Sheets): The code that controls
the appearance of features

of the website

E-commerce: Websites
created with the goal of selling
products online

HTML (Hypertext Markup
Language): El: s that

form the building blocks of

failure, of a project’s goals

RODI: Return On Design

ANt

naicates the

s of a project in re

to the project's unique
Site map: A r
web

intend

structy

maimn p

404 Error page: The web page

that 1s displayed as the result of

a broken link. It not sp

& SEE ALSD: SCHEDULING
ORGANIZING AND
FINALIZING, P26
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Wireframe process

As this illustration shows,
a wireframe serves as

a visual blueprint that
represents the framework
of a website layout. It

is an effective process
for efficiently exploring
alternative relationships
for content arrangement,
without focusing on the
details related to specific
stylization choices.

CLIENT REVIEWS

Holding client reviews at specific points within the
design phase will generate important feedback on
approaches that might have been overlocked in the
initial discussions. Having your client sign off on
specific steps within the design phase before
moving forward to the next step will keep the project
on track — and justify any additional development
expenses should they change their mind and want
to proceed in a revised direction.

Wireframing This initial step in the design phase
defines the visual structure of a web page's layout.
Start by creating a series of purposefully under-
designed compositions, drawn with lines — similar to an
architectural floor plan. Focus on the inclusion of all
required elements, as well as their proportional relation-
ships within the overall composition. Resist defining
specific visual choices, as they will be defined in the
next step of the design phase.

The dimensions of a website The ideal size for a
website composition can vary, based on current trends,
the target audience/device preferences and even your
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client's preferred method for viewing online content.
Visit www.w3schools.com/browsers/browsers_display.
asp to view current trends in screen resolution.

[Client review. Revise as necessary. Client sign-off]

Design mock-ups With the desired wireframes selected,
the process moves forward to focus on stylizing the
elements of your visual composition. Layout composi-
tions are traditionally developed in layered Photoshop
documents. Completed files are then exported in (flat-
tened) JPEG tormat for presentation to the client.

Final compositional layouts Once the initial mock-ups
have been approved, they can be refined, with a stron-
ger focus on establishing and maintaining consistency,
down to the pixel level. In this step — especially if it was
not present or readily available in the mock-up step —
the actual content should be incorporated into the layouts.
It is quite common to discover that adjustments need to
be made before moving forward; for example, allocat-
ing more space for longer headlines.

[Client review. Revise as necessary. Client sign-off]

Documentation Between final approval and the begin-
ning of the production phase, the website designer may
be called upon to generate documents that clearly
outline the specifications of the project to the program-
mer, in addition to the layered Photoshop files. This
additional documentation can include the following
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items: wireframes annotated with pixel dimensions;
type styling outline, which defines the type appearance
(typefaces, sizes, line spacing, colour use, attributes);
and functionality diagrams, which define link behaviours.

The development phase

The development phase consists of the bulk of the
programming work. The specifications defined during
the design phase are used as a road map for the web-

@ Compositional
Sketches Rough sketches
not anly serve to quickly detail
the elements that need to be
included in composition, but
also the visual relationships
among these elements.

site's development.

404 ERROR PAGES

Misdirects happen. Sometimes they
may arise as a result of a linking error
or from a removed page. Other times,
they can come from a viewer who
mistyped the address of a specific
web page. While often overlooked as a
required element of a website project,
a '404 Error' page should be created
in order to get your viewers back on
track. This page can feature a recap
of your site’s navigation structure (site
map) and also the contact details of
your developer.

PRESENTATION IDEA

Present your designs within a mocked-
up browser window to convey a sense
of realness to your client. Browser
templates can be found online, or

you can take a screen capture of your
preferred browser window, replacing
elements with your own designs.
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Upload to client's web server Developers usually

create a website

n a testing, or production, environ-
ment, ata d
web addre
the files

storage locat

Code adjustments |f the project requires the inclusion

of third-part ch as Google Analytics (for track-

ing site will be inserted after the site has

been uploaded to th

Testing A final round of usability

ducted. Again, a fresh pair of eyes from individuals not

familiar with th

project will help point out is

might have been missed in the project's devel
v. Revise as necessary. Client sign

Pt
|Client review

The post-launch phase

This is the f step in the web pro

development,

when the designer provides a 'clean' hand-off of the
project to the client. It represents the
project development contract,
process
that all c

vou define t

closing of the
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all last-minute client reque and make sure

ontractual obligations have been met before
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Depending on the type of p

ject, the post-launch

phase could include the following:

« Packaging source files This task involves organizing
and assembling all files to be returned to the client,

stock photography images, font purchases,

rking Photoshop and Word documents.

de a site map of the final site structure, a

summary of the project's technical requirements —

ncluding lar

ages used, web fonts and style

Documentation and training If the site is going to be

maintained by the client, the 2loper m
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MODULE J Project structures

It often falls on the designer to
define the appropriate project structure in the
beginning, since decisions will cascade into both
the design and development processes. Your
clients may often cite buzzwords relating to
what they want, but it is your role as the designer
to listen and decipher what your client actually
needs. This module looks at a range of project
structures that may define, or be combined to
define, your client's project.

Brochure

This is the most straightforward type of web project.
Brochure websites are usually the result of a rapid
deployment, meeting the goal of quickly establishing an
online presence. Branding and visual imagery are in the
forefront, since the text-based content is typically less
developed. Technically, we're referring to static content,
HTML and CSS.

Portfolio

An online portfolio shares many similarities with online
brochures, with an enhanced focus on presenting the
visual examples. Clicking on an image in an online
brochure may take you to a page with product details,
whereas clicking on a portfolio image may simply
display a more detailed view in the same screen.

Event/campaign site

You may be asked to develop an event, or campaign,
website, which corresponds to a strategic marketing
push or to promote an upcoming event such as a concert,
lecture or exhibition. These websites typically have a
short shelf life, because they are usually attached to a
specific date or campaign life cycle. These sites focus
on the visual branding, with the addition of actionable
items such as submitting RSVPs or purchasing tickets.

Blog

A weblog is an online journal of posts, or news items,
presented in a linear, dated format. Blogs often utilize a
content management system (CMS) in order to display
the site content dynamically, and, by employing the
option to allow your site visitors to comment on specific
blog posts, you can engage your viewing audience in
an evolving conversation.

Community

Community sites are focused around a need to share
information and/or support for a specified interest or
topic with their member audience. These sites have the
goal of engaging their members to interact with each
other by submitting comments, user reviews, and
aggregated content through social networking and
message boards.

News/reference

A news site is highly driven and based upon informa-
tion. It is usually controlled by a CMS and can feature
an editorial structure for managing content inclusion
(contributor, editor, moderator levels). News sites are
typically monetized by advertising placement. Banner
ads, badges, and buttons are designed elements to be
included within the layout structure.

E-commerce

Websites created with the goal of selling products
online offer the benefit of being open 24/7, reaching a
wider audience than an actual storefront location.
These sites can be created from a range of solutions,
from Google/PayPal shopping cart buttons to custom-
ized CMS, connected o a merchant gateway (mer-
chant account) featuring a layer of SSL security.
E-commerce sites can incorporate many Ul display
components such as cross-promotional banners, used
for 'You May Also Like' and ‘Recently Viewed' listings.
Popular systems include PayPal, Google Checkout,
Magento and Zen Cart.

SSL (Secure Sockets Layer):
| Provides communication security
over the internet

Ul (User Interface): Where
interaction between humans
. and computers occur.

& SEE ALSD: PROJECT
DEVELOPMENT PROCESS
OVERVIEW, P142

WORKING WITH CONTENT
MAMAGEMENT SYSTEMS,
P173

POPULAR CONTENT
MANAGEMENT
SYSTEMS (CMS):

WordPress An open-
source CMS with a
reputation for being easy
to use. Websites can
appear as linear, post-
based blogs, or as the
administrative back-end
for more traditional
websites.

Joomla Best for medium-
sized sites that don't
require a lot of complexity.
Extensions — free and
commercially available —
add enhanced functionality
to the default system.
Drupal Used in larger
websites that require
more complex features.
Enhanced functionality

is added by installing
modules. Has a steeper
learning curve, so most
designers on Drupal-based
projects team up with

a developer.
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wooute 3 Web tools

WEB AND INTERACTIVITY

Happy Valentine’s Day
Sale now on

As a web designer you will be relied upon for

For 10% aff all products please enter
the code: LOVE at checkout

your production and technical skill sets, in addition to the
strategic creativity that you bring to every project. Whether
working on your own or in a collaborative environment, you
will need to keep abreast of software and technological
advances; maintain clean and well-organized source files,
and possess a working knowledge of current code standards.

In the absence of any industry-defined absolutes, there
are two perspectives that remain constant. When gen-
erating a great product, use whichever applications you
deem necessary. Then, when the time comes to hand
over the files to the development team (the ‘coders’),
these files should be layered Photoshop documents.

Adobe lllustrator A vector-based drawing application
for creating graphics that are used in print and/or on
the Web. Web designers use this application for the
rapid creation of wireframe layouts and flowcharts
(exported and shared with the client as PDF files).

lllustrator can also be used for rendering graphics
that are incorporated into websites, such as logos or
icons, because it's more efficient and intuitive to create
complex graphics in lllustrator than it is in Photoshop.

File set-up: RGB colour mode, with ‘pixel' as the unit
of measurement, and 72ppi (screen/web resolution).

Create your artworks in lllustrator at the size they will
be used, paying special attention to generating shapes
that remain within the pixel-based grid structure. Then
copy your artworks from lllustrator and paste into
Photoshop as 'Smart Objects| which preserves their
ability to be edited or updated at a future time.

Adobe Fireworks Fireworks is a vector-based render-
ing application, developed to only create artwork that
will appear online. While the shapes remain vector
based, the preview is pixel based. This facilitates the
creation of pixel-perfect artwork.

File set-up: By default, all Fireworks documents are
set up in RGB colour mode, with pixel as the unit of
measurement, 72ppi as the resolution, and the desired
length-width dimensions.

For generating web layouts, Fireworks has a ‘States’
feature, a saved selection of user-defined layout snap-
shots (showing/hiding elements within the layers
panel) that help the coder of the site see how layouts
would change based on rollover states, drop-down menu
appearance, varying page content and so on.

Adobe Photoshop Despite the preferences of the indi-
vidual designer, the person who will be responsible for
‘'slicing up' and coding the web page layout will primarily
have a working familiarity in using Photoshop. Industry-
wide, this is why most request that the final files be
supplied in a layered, Photoshop (PSD) file.

File set-up: RGB colour mode, with ‘pixel’ as the unit
of measurement, 72ppi (screen/web resolution) and
the desired length-width dimensions.

Layered PSD files can often grow to more than 100
layers, with elements present across different views.
Even when relabeling and organizing your layers into a
coherent structure, it can be quite complicated to work
with the file. Photoshop's Layer Comp feature (similar
to 'States’ in Fireworks) lets you take snapshot views
depicting which elements are visible/hidden when
viewing a specific web page.

Shop now »

@ Adobe Photoshop

As with the other Adobe
applications, the appearance
and positioning of the
palettes, toclbars and
document windows can be
adjusted to suit your individual
preferences. The default
layout is optimized for working
on a laptop, but can be
expanded to take advantage
of larger monitor sizes.

. Photoshop file
etiguette

This website offers a valuable
lesson in organizing and
labeling your Photoshop files
for working in a collaborative
environment.
www.photoshopetiquette.com

.. Adobe TV
Online video tutonials relating
to all Adobe products.
An excellent resource for
discovering features that
have been added to recent
software releases.

| wwwi.tv.adobe.com
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EXPORTING GRAPHIC ELEMENTS

Until you get a feel for which specific

file format you should use, you can take
advantage of the 'Save for Web' export feature
in the applications above to preview the visual
results, while making sure that the file size
stays as low as possible. The file sizes of
images included in a web page layout will have
a direct impact on a web-page's loading time.
GIF and PNG Traditionally used for buttons,
logos, and simple artwork, GIFs tend to yield
smaller file sizes, while PNGs tend to provide
better visual results. Both of these file formats
support transparency (if needed). GIF also
supports animated content (banner ads).
JPEG Primarily used for optimizing
photographic images. Usually, the default
80% quality setting generates the best result
without loss of image detail. Avoid using a
90% or higher quality setting, since this may
actually increase file size.
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(3 Using lllustrator

_ouise Carrier uses

to generate vector-b

llustrations that can

tor a vaniety of applic

MODULE 3 i 151

GENERATING PIXEL-PERFECT ARTWORK

llNustrator will let you render graphics that can break
from a pixel-based grid. For example, if you created
an icon that was 20 by 20 pixels and, later, manually
resized it using the bounding box, the resulting
dimensions may become fractions of a pixel (30.565
by 30.565 pixels). While it may look fine in lllustrator,
when you placed the artwork into Photoshop (or
export it for the web), the artwork will become aliased
(or feathered), as opposed to maintaining a crisp
edge. Web designers maintain a pixel-based grid in
lllustrator by working with the grid turned on (View >
‘Show Grid'), based on one-pixel integers (lllustrator >
Preferences > Guides & Grid > ‘Gridline every: 10px/
subdivisions: 10'); using the dialogue box to define the
desired width/length dimensions of rendered shapes;
and reviewing the dimensions in the Properties

panel to make sure that any resized shapes remain
comprised of solid integer values.
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(® Visual Compression
Photoshop's 'save for web'

feature gives you the ability
to review different image
compression options to see
how they will affect your
original image. Using their

‘4 up’ display tab (as shown),
you can visually compare the
compression results and the
corresponding file sizes. Your
goal is to reduce the file size
as much as possible without
reducing the visual integrity
of your image. Additional
features available in this
interface include image
resizing, as well as image
compression to match a
specified file size — typically
used for creating banner ads.
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Coding

Web pages are usually made up of textual documents,
which are annotated in a specific manner indicating to
the web browser how they should be displayed — this
is known as coding. The most common language used
is HTML. Extra stylistic methods such as CSS and
JavaScript can be applied along with HTML to improve
the look and feel of web pages.

HTML and CSS To use an architectural reference, the
combination of HTML and CSS creates a complete house.
The HTML represents the structure of the building, while
the CSS is used to define the visual appearance.

Designers new to the field should endeavour to learn
HTML4.1 and CSS3, since these coding structures
have been with us for quite some time and it is likely
that you will come across them in your workload.

CSS code is more versatile (and more complex) than
HTML, but CSS cannot live alone without the HTML. It
would be like trying to paint a wall that does not exist.

CSS has evolved over the years to not only define
the style elements of a specific web page, but to be
use as an external library of stylistic definitions for an
entire website. This strategy allows developers to make
modifications quickly, and have them applied globally.

While ‘living' in a separate file, the use of CSS also
helps speed up the loading time of a web page, reduc-
ing the amount of code that the viewer's browser must
download for each page.

The newer HTML5 builds on the HTML4.1 code
structure, while organizing the code differently, based
on revised semantics, as opposed to the traditional
structure of ‘head, '‘body' and so on. HTML5 also adds
enhanced animation that is controlled programmatically
- replacing the reliance on Flash animation for effects
such as sliding elements, colour cycling (buttons
change colour using a timed easing process as
opposed to abruptly swapping) and 3D extrude effects.

JavaScript framework MooTools, Scriptalicious and
jQuery are lead examples of libraries within the
JavaScript framewark. Extensive, external scripts are
referenced via your HTML file using a short annotation,
Animated slide shows, Apple-style touch interactions
and display/hide content options are examples of func-
tionality that can be added to a website.

<!IDOCTYPE himl>
<himiz
<head=
<meta charsel=_uif-},, />
<title>Title<title=
<link href=, cohimiSreset css,, rel= siylesheet,, />
<link href= cssfavle.css, rel= stylesheet, (>
</hewd>
<hody >
<header>
<hgroup>
<hl=Header in hi</hl>
<h2=Subheader in hl</hl>
</hgroup>
<Meaders
“<nav:s
=ul=
<liz<a href=.#,>Menu Option | <fus</li>
<liz<a href=, 8, >Menu Option 2</fus</li>
<liz<i hrel=, 8.2 Menu Option 3<faz</li>
<ful>

=fmave

“sectons |
<atiche>
<header> |
<hl=Anicle #l<Ml=>
</header=
<section: |
This s the Iest article. This s <mark>highhighted<imark>
<fseciion>
<farticle> |
<hriche> |
<headers
<hl=Anich: #2<hl> |
<header=
asechion >
This is the secomd anticle. These articles could be hlog posts, et
<hection
<fartivles

<fuection:

<section>
<hl=>Links<Mhi>

|
<asides |
<ul> |

Flash/ActionScript Flash is a timeline-based applica-
tion that can be used for animating vector content. It is
supported by a robust back-end programming lan-
guage called ActionScipt. For a lang time, animation
and design in Flash were considered essential skills for
web designers and developers, and it is still widely
popular. Today, emerging languages/formats such as
HTMLS5, CSS, and JavaScript are gaining traction in
creating presentations that used to be only feasible in
Flash. However, learning to use Flash is still an impor-
tant skill, not only to produce Flash content but also to
understand the concepts and practice of timeline-
based animation.

Header

Aside

@ Website structure

This diagram stows the typical
organizational structure of an
HTML document.

(& Website code

HTML code is an organized
structure of opening and
closing tags that tells your
browser how to present your
site content.

- Code academy
A highly regarded resource
providing free, step-by-step,
online courses in Web
Fundamentals to introduce
novices to coding

using HTML and CSS.
www.codecademy.com

€» SEE ALSO: FLOWCHARTS
AND WIREFRAMES, P158



Dreamweaver Adobe Dreamweaver is the HTML/CSS
editor of choice for creating web pages. It remains the
industry standard because it generates the cleanest code.

InDesign Adobe InDesign, a vector-based application for
creating multi-page documents, can now be used to
produce iPad apps. Apps can include audio, video,
touch-based interaction, alternate layouts (based on
device orientation) and other interactive features.

Taxonomy: The naming
structure for labelling elements
within a website

CODERS VS PROGRAMMERS

Within the industry, the people
who make web pages using a
combination of HTML and CSS
are referred to as ‘coders. Web
designers are expected to have a
working familiarity with HTML and
CSS code.

Professionals who work in different
programming languages, usually
more complex in structure and
relating to enhanced functionality,
are referred to as ‘programmers.
Examples of these languages
are .PHP, NET, .ASP, JavaScript,
and C++.

(3 Adobe Dreamweaver

The Dreamweaver inter

Tocus an

e adjusted to previ

ppearance of the

based on a
page, a code-only view or a
combination of both

FILE-NAMING CONVENTIONS

When creating graphics for the Web, all files should be

named using criteria that both facilitate proper image

indexing by the search engines and correspond with

accessibility requirements for special needs visitors.

Naming your source files properly will save you

from having to rename them each time you export

your images.

+ Always use lowercase letters.

* Never use spaces.

* Use a hyphen (-) to separate word combinations.

+ Use an underscore ( _ ) to separate concepts.

* Do not use periods, commas, or any other characters.

* Use keywords and/or descriptive phrasing that
corresponds with the project's established taxonomy.

» Source files can also be dated (012313) when
maintaining version control is a concern.

@ Adobe Flash

face The Flash interface ha

R
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vmooute 4 Initial consultations

MEETING TIPS

* Limit the number of
detailed questions
you ask. Most clients
won't be prepared to
focus on specifics at
this time.

= Avoid relying on
technical jargon.

* Take thorough notes.
Nothing communicates
the fact that you
value your client's time
more than pausing to
document the points
they are discussing,

* Actively listen, Ask your
prepared questions and
listen to your client's
replies. Brainstorm
on your own time as
part of the proposal
process.

Web designers are usually invited to preliminary
client consultations, where they can provide insight into the
project's development based on their previous experiences.
They assist in defining the technical requirements and content
organization, in addition to visual approaches.

These meetings — usually limited to an hour-long dis-
cussion — can take place in the agency, at the client's
location or via conference call. The purpose of this
initial discussion is to meet the client and understand
their goals for the project. Follow-up meetings may be
required to address specific items, but the focus of this
step is to clearly define the project requirements for the
development proposal.

Preparation
Before you attend the first meeting, make sure you
have a basic understanding of the project. Different
project structures (see pages 148-149) will require
that you ask different questions.

Prior to the initial consultation, it is common to ask
clients to submit six websites for review,

+ Three competitor websites
In reviewing these sites, as well as the comments
on what the client liked/disliked, a designer can see
how high (or low) the bar has been set for defining
the anticipated complexity of the project. The
designer can also reference technical features, such
as banner advertising, e-commerce functionality,
social media integration and mailing list opt-ins,
which will be discussed in the initial consultation.

+ Three aesthetic reference websites
These websites are supplied to efficiently
communicate the client's thoughts on the visual
styling of their own project. As with the competitor
websites, a short dialogue should be supplied that

defines what they liked/disliked about the designs.
While the goal is not to replicate an existing website,
a designer can use this information to derive
appropriate design cues, such as colour palette, layout
structure, typographic styling and use of imagery.

Consultation topics

Project goals Ask guestions that guide your client

through explaining who they are and defining their

current business challenges.

* What is the website supposed to do for your
business?

* What sets your company apart from your
competition?

* Is clearly defining the benefits and features of your
organization a challenging task?

» Who are the decision-makers on this project?

Metrics/RODI Understanding how a client will deter-
mine the success of their project and the return on their
design investment (RODI) will help you determine the
items that will require your focus.
« Increase in sales? Social media following?

Site traffic?
* Increase in email newsletter registration?
« How will clients find your website?

Technical requirements Use ‘plain-speak’ to ask ques-
tions that define the technical features for the project.
From reviewing the competitors’ websites, you should
have compiled a basic list of items that will be dis-
cussed. In addition, you can draw from your own



expertise to recommend new features and approaches
that may benefit your client.
* How do you currently communicate with clients?
* How often will your website need to be updated?
By whom?
* Will you be selling items directly from your website?

Scope The size of a website has a direct impact on the
project pricing. Guide your client through defining the
different sections and subsections of the site. For refer-
ence, it can help to review the navigational taxonomy of
their competitors' websites, This will serve as the first
step for creating the initial flowchart (see pages
142-143).

« Define the sections and subsections of your website.

Additionally, determining your client's level of prepared-

ness will assist you in scheduling the project's

development, by clearly defining the client-supplied
deliverables.

» For a new site: how much time will you require to
generate the dialogue (text) that will be presented
throughout your site?

= For a site redesign: how much of your current site
dialogue/imagery will remain the same (or be
changed) in the revised site?

+ Will your website require photography/illustrations?
Will you be supplying these items or will you require
my assistance?

Turnaround You should have an idea of a comfortable
development timeframe for developing a project at your
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own pace. If you do not, make an estimate, then triple
it, to include time for unforeseen delays, as well as
client delays. A shorter turnaround time requires that
you be more aggressive in managing the development
of the project.

» Do you require the site to launch by a specific date?
» |s this date flexible or does this date correspond

with an event?

Budget Don't be afraid to ask this question before you
go through the process of crafting a thoughtful pro-
posal, Some clients will be up front about their budget
range. Some will have no idea. Others will prefer that
you define your pricing range — so you should give this
some thought prior to your initial conversation,

Closing the meeting
The meeting closes with a recap of the current action-
able points.

The designer follows up by emailing a list of ques-
tions that the client was not able to answer. The
designer also explains the next step, which could be a
more detailed conversation or submission of the
project proposal, which incorporates the points raised
in the client consultation.

. Smashing idea
SmashingMagazine.com
offers many resources that
relate to questionnaires and
project checklists, specific to

| varying project structures.

 The Plan B

If the client's budget is
unrealistically low, be
prepared to offer an
alternative solution, such as
a DIY service from a web
host (or WordPress.com). It's
not only polite, but it's good
business. Once they grow
frustrated by the limitatians,

, they will often return to you.
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woouie s Information architecture (1A}

The information architecture (IA) of a website is
a major component of designing the overall user experience
(UX). It is a balance of the intrinsic nature of a website and
established user expectations, combined with your client's
overall goals. This is the practical and functional expertise that
a web designer brings to a website development project and
has a strong impact on the perceived success of the endeavour.

Define the critical pathways

Defining the critical pathways of a website involves
understanding the goals for the project and making
them clear to your site's audience. This could be in the
form of presenting clear calls to action within the page
layout. Or it could be guiding your viewers through the
navigational structure in order to quickly locate the
content without forcing them to ‘click’ through an
excessive number of pages.

Establish structure and visual hierarchy

Divide your layout into clearly defined content areas.
Create visual relationships by grouping themed items
together (for example, a list of recent news items),

Vary the scale of your type. The traditional size for
paragraph type should be 11-13 points. Headline and
subheading type should be presented proportionately
larger, in order to make it stand out. Limit the use of
bold or italic formatting, only to provide occasiona
emphasis within paragraph text.

Avoid presenting too many different navigatior
options, which may leave your audience confused
about which link they should click on next. Instead,
use visual cues (such as prominence, positioning and/
or scale differences) to visually guide your audience
through your site's navigational options, Group similarly

al

themed, secondary pages together into subsections
and present them using a drop-down (or tly-out) navi-
gational structure.

ROBERSON WINE

CLOS SAINT-JEAN 2009
CHATEAUNEUF-DU-PAPE

T M i of A vindage v (e lesmrl
Wit - Rishwrt Pk

£395
£26.95

White space is your friend. Controlled and generous
vertical white space within a web page layout is your best
friend. It segments content areas and helps to control
visual noise within your compositional structure.

Create polite user experiences
A 'polite website' reacts the way your audience expects
it to behave.

When users click a hyperlink, they expect a new web
page to load in the same browser window. If your navi-
gation element launches a new broy

ser window (pop
up) or abruptly launches an application like Adobe
Acrobat (or your email client), it is considered polite to
warn your audience what to expect when they interact
with that specific link.

View Application Form (PDF)
View Full Article (via pop-up window)
Email Us: info@website.com

Vary the colour of visited hyperlinks to let visitors see
where they have already been within your website.
Avoid using the underline decoration style for non-
hyperlinked items.

Let users control their own audio/video expenence.
Don't force audio/video elements to auto-play as the
page initially loads. Give your viewers time to adjust
their speaker volume before they choose to press the
play button.
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Present digestible content
While writing site content rarely falls on the shoulders

of the web designer, it is often your responsibility to
guide clients in crafting dialogue for their web sites, as
there are differences from writing for the web versus
traditional media.

Online audiences are on the hunt for information.
They approach a web page by scanning through the
content, starting with the taxonomy of your navigation
structure, continuing through your series of headlines
and subheadings, and eventually landing on the desired
paragraph content.

* Use descriptive keywords in your navigational
taxonomy. Avoid using generic names like ‘products’
or 'services. Select words that more accurately
describe the products and services that relate to
your client's business. For supporting information
(contact, about us), it is considered appropriate to
employ the traditional naming conventions.

Use visual devices like headlines, subheadings,
lists, and call-out text to guide your viewers through

the information.

Be up front in your dialogue. Have the first two
paragraphs of a page contain the most important
information that your viewers are hunting for. Stay
on point by defining what the product/service is,
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what it is used for and how it will benefit your

client’s site visitors,

Review your site dialogue and infuse it with relevant

keywords. Within reason, limit the amount of

pronouns — he, she, it, they — in favor of including
the actual names. This will help your site generate
higher organic rankings from the
Keep your paragraph text short an
Avoid compound sentent

arch engines.

.

> structures. Divide

long paragraphs of text into smaller groupings
of sentences.

Use bulleted (unordered lists) or al
(ordered lists) to allow your audience

anumeric lists

aster access
to the information they are seeking. Additionally,

these lists facilitate comprehension bet
groupings of similarly themed items (bulleted list) or

ween
an implied sequential order (lettered/numbered list).

Be inspired
Innovation in web design is driven by the desire to
create a better user experience (UX), n
with the goal of appe

websites that you visit most

just change

aring to be different. Review the

often and guestion every-
thing. Look for patterns and similarities. Adopt (or

reject) trends as you deem appropriate

s 58 e Dt T P
Sagria Dmge Fasir (Brase

Pt
1 Poin Do S P |

[P S -
o G108 i S (s P ol

De

igner Nels

i Balaban's

@ Creative break

Reduce the
number of clicks

Try to limit the

rQ

nformation

them 1o have

nks that your typical vie

b P
) The

k throuagt

157




158 PART 2 PRACTICE « UNIT 7 WEB AND INTERACTIVITY

PART 2 | PRACTICE

UNIT7 | FUNDAMENTALS OF COMPOSITION

voouLe s Flowcharts and wireframes

Flowcharts and wireframes
enable both designer and client to visualize
the structure of a website and throw light on
possible problems. It is recommended that both
are tackled before the project begins and are
included in the project development contract.

Flowcharts

In the initial planning phase, flowcharts are created to
illustrate the navigational structure of the website, the
critical pathways for the site audience and to define
the overall scope of the project. These foundation ele-
ments are used in establishing a meeting of the minds
between the designer and the client.

Experienced web designers will caution you not to
skip this step. Having a visual representation of the
website's structure will facilitate discussions relating to
detailed considerations that clients may not be able to
immediately grasp.

Navigation structure By presenting a flowchart with the
defined navigational structure, the client can review the
specific taxonomy, the presentation order of the links
as well as the distribution of content among primary,
secondary and tertiary page structures.

For example, does a primary page (‘our services')
present an overview of the content found on the sec-
ondary pages (each of the services)? Or will it serve as
the first page for the section (service #1) and provide
links to the other, secondary pages?

Critical pathways Every website has a purpose and the
clients goals for their site should have been defined
clearly in the Q+A phase, via the Client Questionnaire
(see page 143). In creating a flowchart, the designer's
goal is to limit the number of pages that a visitor must
view before arriving at the desired content or call to
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Working with flowcharts and diagrams to help visualize the hierarchy

and connections between different pages or areas might seem

uninecessarily excessive, However, this is a simple and valuable way

of making sure that all aspects of the common-sense organization
your site have been fulfilled and nothing is accidentally overlooked.
Working in this manner helps to explain planned connections to
your client and also helps to confirm the minimum number of steps
necessary to get from one page or area to another. This is an
important factor, since you don't want your client to lose their
audience within an overly complex navigation system.
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action. A generally accepted rule of thumb is three
clicks or fewer. However, some calls to action can be
incorporated, globally, into the site layout. For example,
it would be more efficient to list out the desired contact
information on every page, as opposed to isolating it on
the ‘contact us' page.

Project scope In providing a visual representation that
defines the size of the project, all parties involved will
be able to review the anticipated scope. If the project
is amended — as they often are — both parties can refer
to the previously approved flowchart to discuss how
this may affect project pricing and turnaround.

@ Communicating visually Flowcharts are
an efficient way to communicate the scope
and organization of a web project. This
example uses colour to define related sections,
and change in scale to identify the critical
pathways within the website structure,

MODULE 6: FLOWCHARTS AND WIREFRAMES

Flowchart: A visual
organizational tool used to
plan the structure of a website

Wireframe: A basic grid
framework for a web page
on which design elements

are positioned.

L Useful links

960 Grid System
Download free templates
that feature a structural
layout grid based on 960
pixels,

www.960.gs

Wirify This free, browser-
based app lets you convert
any web page into a
wireframe view. This can be
quite helpful for seeing how
existing sites are structurally
organized,

www.wirify.com

| (Heart) Wireframes

A Tumblog for wireframe
strategy with many examples
of how designers are using
wireframes to define their
projects.
wireframes.tumblr.com/

&> SEE ALSO: PROJECT
DEVELOPMENT PROCESS
OVERVIEW, P142
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@ The grid

A 12-column grid is a
common starting point in a
website design. By aligring
elements to a structured grid,
the coders will have an easier
time bringing your project

to fruition.

& Establishing visual
hierarchy

Define content regions for
the elements of your layout.
Balance spatial relationships
with the goals of presenting
content in a hierarchical farm,

© Incorporate text and
navigational elements.
Consider the critical pathways
through the website. Guide
your audience through these
pathways by making options
clear, using changes of scale
and visual prominence.

Grayscale values

© Assigning corresponding
grayscale values will help you
check to make sure that you
are presenting your content
with the appropriate level of
contrast. As colour palettes
can be modified as project
development continues,

you can refer back to your
grayscale wireframe to
determine the appropriate
values that will work with
your layout.
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Wireframes

The wireframe is a purposefully under-designed repre-
sentation of the layout structure of a website's main
pages. Similar to an architectural blueprint, it incorpo-
rates all structural elements, as well as defining the
visual hierarchy and their proportional relationships
within the layout. With a reduced focus on visual style
choices, both the designer and the client can have
productive discussions that relate to the layout struc-
ture without getting stuck on visual distractions such as
typefaces or colour choices.

Traditionally, wireframes are created in Adobe
lllustrator, because designers are already familiar with it,
approaches can be revised quickly, and the artwork that
it generates can be imported directly into Photoshop
when they are ready to begin the visual design process.

Start with a grid Most web designers use the 960 Grid
System, a streamlined approach to web development
using common dimensions based on a width of 960
pixels, which can be divided into a series of equal
columns (8 columns, 12 columns, 16 columns).

Add regions Insert a series of boxes into your grid that
will define the different content areas of your layout,
from logo and navigation placement, through the body
content, down to the footer area. These boxes should
serve to define the proportional relationships between
content within your layout.

Add typography Define the visual hierarchy between
type elements within your layout. Create proportional
relationships among your headline and subhead type to
guide your viewer through the content. Mix it up and
establish a flow. Traditionally, lines (instead of actual
words) are used to represent lines of smaller, body copy.

Add links Define the interactive elements. Will the main
navigation menu feature drop-down menus? Will the
layout feature buttons, text-based links or a combina-
tion of both? At this step, you're not defining the visual
appearance of these links, just their form.

Incorporate grayscale values Your last step in the wire-
frame process is to assign grayscale values to your
content. This step will help you determine the visual
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strength of your elements without having to focus on
wonderbird the colour palette. This will also help you assigr
later, basec
Don't be afraid t

wireframing p

colours,
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TESTING RESOURCES

There are several online resources that will help
you troubleshoot your work by validating the HTML
and CSS code structure, or by checking your
website's navigational structure for broken links.
The World Wide Web Consortium (W3C) is
regarded as the leading markup validation service.
validator.w3.org/
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voouLe 7 . Common elements of a web layout

All web pages have certain elements in common.
These features make up the basic building blocks of a web page.

Before getting down to building and assembling the elements of a web
page, let's take a moment to identify the structural zones common to most
website layouts. The top area of a website is often referred to as the
header, It usually contains a few key elements, such as branding visuals
and the main navigation links. Immediately below the header, you have the
body area. It is within this area that content will be changing as you navi-
gate through the pages of the website. And at the bottom of the web
page, you have the footer area. It typically contains items relating to site
ownership and a recap of the main navigational structure, eliminating the
need to return to the top of the page to access the links.

Page title The descriptive title for the website also identifies
the specific page that is being viewed. It is presented at

the top of the browser window. or in the browser tab; in the
user's bookmark list (if they bookmark the page); and serves
as the identifying page title within the search-engine results,

Favicon This is a small, branding graphic that appears to the
left of the web address.

Header The top area of a web layout. It typically features
the company logo in the top-left or centre position. The
upper header area can feature call-out navigation elements
such as login/logout for websites that require user
registration, or provide access to shopping cart details

for e-commerce sites.

Main navigation/top nav/left nav The main navigation 1s

usually located horizontally across the top area of the screen,

under the header. This design pattern (trend) is popular
because the abundance of space across the width of the
layout usually affords the ability to add additional links to the
navigation, as needed, over time. An alternative is to present
the main nav, stacked vertically, along the left side of the
web layout. However, this design pattern is becoming less
popular as designers prefer to position the sub-navigation
links in this column space.

MRC-HPA
Cantre for Environmaent & Health

Drop-down navigation/fly-out nav As their names imply,
these methods of sub-navigation represent ways to visually
organize related links, based on the site's organizational
structure, Initially, the drop-down menu is revealed (on
hover/rollover/tap) to show a series of secondary pages

associated with the main navigation link. From those options,

related tertiary links are displayed, flying out to the right of
the drop-down list. An alternative to the drop-down, which
features a full panel of stylized content ranging from
sub-navigation links to social media feeds, is called a
mega menu.

Breadcrumb navigation This 15 a navigational wayfinding
element, usually located below the header, presented
globally, throughout a website. It helps communicate where
the viewer is currently located within the site structure, while
providing clickable access to return to a main page. It is
most useful in sites that feature a navigational structure that
goes at least three levels deep. On websites that feature
only a primary or secondary navigation structure, this
element would be superfluous.

Feature panel slider This image slide show is a visual
marketing device that can be used to serve a variety of
purposes. Most often it is used to spotlight new products
or updated site content, to keep the site looking fresh. Or, it
can be used to visually communicate a marketing message,

such as product benefits, ease of use statements and so on
4

@ Extending ‘below
the fold’

As this website example
demonstrates, site content often
continues past the bottom of
the browser window, revealed
as the visitor scrolls down, Web
designers have a sensitivity to
place important elements within
the top of the website layout,
so that they are visible when
the page initially loads. Site
visitors take visual cues from
content being cut off at the
browser window, as an indicator
that they should scroll.

' Learn the lingo
www.motive.co.nz Designers
rely upon an ever-increasing
list of terminology to
communicate amaong
collaborators and also with
clients. Where there are many
glossaries available for review,
we recommend this list as a
great starting point, compiled
| by the design firm, Motive.
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PRACTICE @ Web trends

The inclusion of a large slideshow

@ Style boards

Presenting varying stylistic
design options — independent
of a website's structural
layout — is a popular strategy
for keeping the focus of the
discussion on the stylization
options such as colour palette,
typetaces, navigation and
image appearance,
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element on the upper part of the
MODULE 8 nasigning fl:lr the mh I’_mme page is a popular Traf-:nd for
communicating the purpose of the
site, reinforced with imagery. An
alternate method for using this
element is to spotlight new
content, so the site looks fresh
to repeat visitors.

Designing for the web is often a clever mixture
of reflecting client goals, understanding user expectations,
keeping up with current trends and infusing the project with

your own insights and creativity.

COMMON LAYOUT STRUCTURES

(& Fixed-width layout
Most popular among
contemporary websites, this
layout structure features a
defined pixel width, typically
positioned within the centre
of the browser window.

 Liquid layout This
layout is designed to

be fluid and repositions
the elements in response
to the width of the
browser window.

® Floating layout This

layout is based on a fixed
width and height within the
browser window. Typically,
the background remains
visible on at least three
sides (left, right, lower)

and the need to scroll to
view content has been
eliminated. Popular among
high-end retailers, or as
interstitial landing pages,
this layout style can be
problematic over time,
since space can be limited.

Client goals

In your initial consultations for the project (see pages
164-156), you will have defined the client's goals and
reviewed the expected scope of the website. With the
flow chart on hand (see pages 158-159), these points
of information are brought forward to define the critical
pathways of how the visitor moves through the site.

User expectations

The foundation of web design is rooted in adopting
globally accepted sets of behaviours. Novice web
designers may feel restrained by following these
behaviours, but their acceptance and continuation
serve to deliver a consistent user experience as visitors
interact among different websites; for example, when
the branding element in the header is clicked, the
viewer is taken to the home page.

Web trends

The web is fuelled by innovation. Trends are often
rooted in logic: a clever solution that repeatedly springs
up across the web because, frankly, it just makes
sense. An example of a current trend is the inclusion of
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a slideshow feature on the home page. While the size
of this element can vary, it serves as a visual device for
informing the viewing audience about what the
company does, or it can be used to spotlight new
content. Either way, it is substantially more appealing
than reading paragraph content. Of course, not all
trends should be followed blindly: this is where your
own aesthetic judgment as a designer comes into play.

Layout structures

The most common layout structure is a fixed-horizontal
layout, usually centred within the screen, whereas verti-
cal positioning is more fluid, dynamically expanding and
contracting to accommodate varying amounts of page
content. Alternative options include: proportionate
width, such as 80% of the browser window; full-width,
100% of the browser window — not very popular; flush
left, a fixed-width layout aligned to the left side of the
browser window — also not very popular; and fixed hori-
zontal and vertical, a ‘floating' layout that is popular
among online retailers but extremely challenging to
maintain in the long term, since content presentation
needs may evolve over time, requiring more vertical space.

Where to start?
The generally accepted starting place for designing a
website is to focus on the traditional ‘laptop view' at
1024 pixels wide (at screen resolution/72ppi).
Designers usually create a Photoshop document that
is 1200 pixels wide by 2500 pixels tall, with an under-
standing that they're not designing to fill the entire
canvas vertically. Some pages will require the insertion

MODULE 8: DESIGNING FOR THE WEB

Acqactem
Energetic Progressive
Modern content Focused

of a lot of content, and this height means you don't
have to reposition items later on. The more space you
dedicate to the elements at the top of a website layout,
the more information you will be pushing below the
bottom of the browser window, requiring your site visi-
tors to scroll to reveal. A header (with navigation bar)
over 200 pixels tall would be considered excessive.
Most website designs are compact, using less than half
that height.

Grid structures

The compositional grid (see page 160) is a design
concept that is pulled forward from traditional, print-
based graphic design. In web design, a vertical grid
structure is used to provide visual consistency and
make the transition from design to programming phase
less complicated.

SUPPLYING CLEAN FILES

In an agency environment, most likely you will be
supplying your layered Photoshop files to a team of
coders, Keep your files organized. Name your layers
using a consistent system. Delete unused layers.
Organize related content into named folders.

If you find yourself lost and hunting through layers,
most likely your developer may also. Use the Notes
and Layer Comps features to define complicated

Critical pathways: Defining
the desired route of a website’s
audience, as it relates 1o
taking an action (purchasing,
contacting, registering, etc |

Drop-down (menu): A
navigational element that is
revealed when a visitor clicks a
main navigational link 1o reveal
refated links [subsections) that
are displayed below

Fly-out (menu): A navigational
element that |s revealed by
extending out 1o the side of

a main navigational element

Layer Comps (Photoshop): A
feature that allows the user 10
record which nems are viewable
in a complex. multi-layer
document

Style board: A presentation of
proposed website stylizations
for review by a client,
independent of the overall
website structure

Tool tips: A message that

displays when a user hovers
with a mouse over a linked

| element

Start with paper
Work out your concepts on
paper before you move ahead
to use a computer, ldentify all
regions where content will be
displayed and the amount of
visual real estate that specific

. elements will require.
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FLOWCHARTS AND
WIREFRAMES, P158

items or settings.
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Web typography
Type prese

itation online is more fluid than its print

Current technoloc

pased counterparts ]IC‘ll advances Ir

web des  afford designers the ability to present

more tho tful type solutions.
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designer should focus on a template-driven approach,

distributing content consistently across a series of

structured layout
It would be unheard of — and quite expensive — to
design a 24-page website where each page features a

completely different layout structure. The traditional

uld be to design a home-page layout and one

route \

(or two) interior p oresentation of content and

but the overa




Responsive web design
Responsive web design is the innovation whereby the
elements within a layout are modified in response to
the device on which the site is being viewed, Primarily,
this feature is controlled by the back-end coding of the
website, which calls a media query to apply the appro-
priate CSS code to reposition the elements accordingly.
Developing a responsive website often stems directly
from the client's request. It requires more labour than a
traditional project and this can affect the overall project
pricing. Responsive website designs will require the
artist to create multiple versions of their designs (sepa-
rate PSDs), which can be reviewed by the client, and
eventually submitted to the coding team.

Web font services
Google Web Fonts: www.google.com/webfonts
My Fonts: www.myfonts.com
. Font Squirrel: www.fontsquirrel.com
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@ © Reposition and edit R e
This 1s a great example of

how a browser-based layout -
has been moditied when
viewed on a smartphone.
Many of the core elements
are still present within

the compaosition, but they
have been re-arranged to
accommodate the smaller & Responsive design
viewing screen. Some A responsive design can
reposition elements to the
orientation of the device,

elements, such as the location
photograph, are removed in

order to reduce visual clutler, portrait or landscape view.

TYPE TIPS

* Audiences prefer dark body text on a
light-coloured background, as opposed
to light text on a dark background,
which tends to ‘burn’ into your retinas.

* Use solid numeric integers for the type
that you specify in your Photoshop
document. The typical size for
paragraph text is 12 to 13 points, with
an open leading of 16 to 18 points.

= The width of a paragraph should be
limited to 'an alphabet and a half’
(between 20 and 40 characters
is ideal).

RESPONSIVE DESIGN AND
DISPLAY SIZES

At the publication of this book, the

current display sizes are:

« Desktop (1600 pixels wide)

« Laptop (1024 pixels wide)

» Tablet (768 pixels wide)

» Smartphone (320 pixels wide)

A traditional (non-responsive) website,

when viewed on a smartphone, might

be revised to maximize the viewing

experience on the smaller screen.

* Reposition/resize the brand mark (logo)
and, perhaps, align it to the centre.

« Condense a main navigation bar into
a scrollable drop-down menu.

* Remove rollover effects, because
there is no cursor to roll over content.

= Space out links to avoid accidental
activation.

« Adjust the alignment of subhead titles
to be centred within the screen.

* Adjust images to fit in the screen by
cropping or proportionately scaling
them down (or a combination of both).
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* While not an absolute, usability experts
recommend using a sans-serif typeface,
such as Helvetica, for paragraph
text and a complementary typeface
of your choosing for heads and
subhead systems.

* Avoid applying the attributes bold and/
or italics to entire paragraphs. Instead,
limit these to occasional use in order
to highlight specific elements within
the paragraph text.

* Avoid using underscore formatting for
non-linked text.

* Reposition multi-column content into a
single-column view by stacking elements.
» Display content focused on the
smartphone user's anticipated needs; for
example, a restaurant spotlighting their
hours of operation and reservations
number on the home screen.
To review how a responsive website could
behave, visit the larger websites you view
most often from your computer. Resize
your browser window, making it narrow.
Responsive websites will reposition the
elements in order to maximize the screen
view. Traditional websites can still be

viewed on these devices, but require the
viewer to ‘pinch-to-zoom’ the site in order
to get a better view.
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Documenting the details

In a web design project, the list of elements that need to be
designed (and specified for the coding team) can grow to
be quite large. Some elements may not be an anticipated
factor in the site launch, but will need to be added at a later
date. The following list can be used to make sure you have
defined the traditional elements of a website.

Main navigation

Traditionally, the main navigation of a website will appear

horizontally across the top. Design for growth and leave

space to add an additional navigation link or two.

* Positioning

« Alignment (aligned left, centred, indented)

- Text appearance (fypeface, size, colour, spacing, etc.)

» Background appearance

« Active link appearance

* Graphic elements (vertical dividers or a triangle — typically
used to identify the availability of submenu links)

« Drop-down submenu appearance (text appearance,
horizontal rules, background colour, background opacity,
graphic element, etc.)

* Fly-out sub-submenu appearance

Background

A subtle tint is preferred over stark white.
+ Solid. Pattern. Gradient

« Alignment

* Locked into position or scrollable?

« Blend image to solid background colour
* Does the background vary by page?

Vertical positioning

* How will the layout reposition when the browser is
resized?

« How much vertical space should be placed between
elements?

* What is the shortest vertical layout size?

= How much space will be consistently above the
footer content?

.Submenus

Footer content

* Appearance of hyperlinks

« Appearance of text (copyright statement)
* Additional elements

In-line hyperlink states

« Link appearance (typeface, size, colour, underline, etc.)
« Visited link appearance

« Active link/tab appearance

* Hover link appearance

Navigation button states

A website could feature a wide range of visual buttons,

from 'Read More' links to form submit, to adding items to a

shopping cart.

* Default button appearance (height, width, colour, padding,
corner radius, typeface, size, type colour, drop shadow)

* Hover button appearance

+ On-click button appearance

+ Disabled button appearance (typically displayed with
incomplete forms)

Submenus are usually stacked on the left of interior pages,

for navigating within a subsection.

« Interior page position (right column, left column,
horizontally under top navigation)

« Styling (typeface, size, colour, background, graphic
elements, etc.)

* Active link appearance

« Fly-out menu appearance (for sub-submenu)



Text styling

» Body (typeface, colour, size, line spacing, bold/italic, etc.)
* Headings (H1, the largest, to H6, the smallest)

* Paragraph spacing

» Lists (ordered — with numbers/unordered — bulleted)

* Quote appearance

« 'Read More' link appearance

* Excerpt text appearance (and length)

* ‘Top of Page' navigation link

Horizontal rule
« Appearance (weight, colour, etc.)
* Spacing (above/below)

Image styles
You will notice a trend to display images in a wide format,
This is more common than displaying tall-formatted images,
because it reduces the amount of vertical space within
the layout.
* Display sizes
* Cropping. Scaling
* Corner radius
* Drop shadow
* Padding
« Caption text appearance (typeface, size, colour,
line spacing, etc.)

Tables

Tables offer a way to pre-format structured content such
as charts.

+ Border

+ Background colour. Alternating

+ First column, first row appearance

* Padding

* Typeface. Type size

* Price comparison chart
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Banner advertising

* Display sizes

* Number of ads presented within the layout

* Location of ads (header, side column, footer, with
content, etc.)

Forms

A form can be used by visitors for sending a message or

submitting a request, such as joining an email list.

« Overall appearance (background, border, padding,
spacing, alignment, etc.)

* Types of input fields (text field, multi-line text field, check
box, radio button, drop-down menu, etc.)

+ Text label appearance

* Required fields

* Submit/reset button text

« Validation/error message (location, text appearance,
message)

» Destination of form content (email, database, etc.)

Animated content

* Buttons/button transition appearance

* Tool tips

* Image slideshow

« Lightboxes (title and caption display, previous/next
icon, etc.)

Social media

* Twitter feed appearance (text styling, link appearance,
Twitter logo/emblem, etc.)

+ Facebook badge appearance (include ‘Like' button,
display fans, number of fans, include ‘Like’ total, show
recent post feed)

» Flickr badge appearance (number of images, thumbnail
size, etc.)
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wooute s Mobile application design

On an increasing scale, web designers are invited
into mobile applications (apps) development to work on
projects that are extensions of a client's existing brand. Be it
smartphones or tablets, our clients are moving into an exciting
new arena and taking us along for the ride.

App categories

Currently there are three categories of apps that a
designer could be assigned to work on. It is crucial to
understand the difference among the categories as the
development process can be quite varied.

Native apps These apps are software developed to run
on a specific operating system (Mac, Android, Windows
Mobile). A designer working on a native app project
would be collaborating with, at least, a programmer (of
C++) for the project. In order to be approved for inclu-
sion into the marketplace, native apps must first comply
with a firm set of development guidelines, as defined by
the individual device manufacturer. While that may
seem limiting to a designer, the focus is on maintaining

a consistent user experience from one app to the next.

Web apps A web app lives on the Web. Think of it as a
mini web page that has been optimized for viewing on
a maobile device. When the app is launched, it subtly
loads in the mobile device's browser window — you will
know by seeing your browser's bookmark/navigation
bar at the bottom of your device screen. Using a
JavaScript framework, such as jQuery Mobile, you can
incorporate a similar touch-optimized framework that is
present in native apps.

Web apps offline These web apps do not require inter-
net connectivity in order to function. They run locally —
all of the supporting web files are included with the
app's download.

@& Retromatic app The
Retromatic app echoes the
structural foundation of the
GUI established by Apple for
native apps. Note the size
ROCK N ROLL and positioning of major
LEGEND buttons are consistent,

while the visual stylization

of these elements has been

customized for the app



@ APP icons Icons are the
main branding element for

an app project. The rounded
corner is applied automatically
by the device manufacturer.
The glossy highlight is also a
default appearance, but this
setting can be deactivated

programmactically.

@ Device GUI This is ar
example of Apple's GUI for
their iPhone, These elements
reflect the structural
relationships and comman
interactions involved with

app usage.

The SimsUShare app icon
has been designed to take

The Retromatic app icon
features a hand-crafted

advantage of the rounded

corner display of icons within stylizations that can be char

the app marketplace, created with the app sku

Designing apps

The app development process usually begins before
the designer gets involved. The project's producer com-
piles a project script, or content document, that defines
- the content that will be displayed on each screen; the
s navigation and interaction behaviours; specific pro-
gramming requirements; and lists out required graphics.
The more experienced the project’s producer is in the
field of app development, the more insightful this foun-
dation document will be,

The most efficient method of learning to design apps
is to seek out user interaction (Ul) kits that are available
online and review the range of elements that are typi-
cally included. This is also a great way to familiarize
yourself with the specific terminology relating to device-
specific elements, behaviours, and features.

If you are designing a native app, it is strongly recom-
mended that you go to the source and review a Ul kit
that has been produced by the device's manufacturer
(Apple, Android, etc). If you follow their well-docu-
mented guidelines, your design decisions should not
negatively affect the app approval process.

Modifying the user interface (Ul)
Review the apps that you use most frequently and take
note of design patterns for how you interact with the
app. For example, where are the '‘Cancel' and 'Done’
buttons placed? If echoing the positioning of these
items would lead to a more intuitive user experience,
why break from standard conventions?

When first viewing a sample Ul kit, take note ot the
design specs for major elements (screen size, required

MODULE 9

The Haunted Edinburgh
app icon is modified for
aesthetic that echoes the n other hauntec |

Tableware icon

SIGN 171
& Kew app
The Kew Gardens
app was developed to

help wisitors find their

acre park. Visito
1se this
app to

-urrently in bloom
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screen elements and so on), then focus on the detailed
elements. Use supplied button examples as a reference
for appropriate sizing. Feel free to retain or modify the
button colour/appearance as you deem appropriate.

Many Ul elements are available to a projects pro-
grammer as ‘components| preprogrammed for easy,
plug-and-play insertion into an app. Modifications to
these elements, while possible, may require additional
development time. It's best to review what is possible
with your programmer before you begin presenting
your concepts to the client.

Supplying art files

As with a website design, you will most likely be
working from a layered Photoshop file throughout the
design process. This file should be thoughtfully orga-
nized and take advantage of Photoshop's Layer Comp
viewing feature, offering a preview of each screen, as
defined in the project script/content document.

If your app is designed to respond to changes in the
device's orientation, you will be specifying the position-
ing in two separate Photoshop layout files: landscape
and portrait.

App icon design

The icon created for an app is its principal branding
element within the consumer marketplace. The concept
should be unique and visually represent the utility of
the app. As with logo design, you should investigate
similar apps to make sure that you are not supplying a
graphic that is tao similar to an existing app.

You will be supplying the icon artwark, in .PNG file
format, fo your programmer for inclusion in the app.
These files are then converted into an .ico file and
included within the app submission. Typically, you will
be providing your icon artwork at multiple sizes, from
quite small (device view) to large (store view). You may
want to review each icon to make sure that each
graphic retains its visual impact at each size.

Citing Apple as a reference, they request five differ-
ent sizes for use on the device screen, in their Spotlight
app, and also in their App Store display. This increases
to ten icons if you include a set for their devices with
Retina Displays.

Your icon's rounded corner styling is rendered auto-
matically by the device. The glossy 'gel' overlay is also
automatically added to your icon, but your programmer
can remove that feature, programmatically,

DESIGNING FOR REGULAR AND HIGH-DENSITY DISPLAYS

Apple's high-density Retina Display squeezes
double the pixel resolution into their device
displays. Creating artwork for both regular
and high-density displays will require the
designer to deliver two separate Photoshop
files, one at the standard size (dimensions
vary per mobile device) and another for the
high-density display that has the document
canvas shown at double the size (note:

both files remain 72ppi). If you set up your
waorking Photoshop file correctly, the process
of creating the second file is as easy as

revising your document's image size
and performing ‘Save As' to create the
second document.

If you are unsure about which size you should
design first — big version or small — start by
asking yourself if there will be photographic
imagery in the presentation. If the answer is yes,
then design around the larger size - increasing
the scale of placed images within Photoshop
will make them blurry/pixellated.

Next, you'll want to set up your file using
vector shapes, created in Photoshop (or

imported as 'Shapes' into Phatoshop), and use
the layer styling effects to apply colour, bevels
and shadows, because vector art will scale
without distortion.

And finally, because you will be either
reducing by half or doubling your document's
dimensions, you want to use even integers in
your measurements. Rules, shapes, spacing,
paint sizes for your text, everything should be
divisible by two. This will eliminate the need
to revise your second document to achieve
a pixel-perfect layout.
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vooute 10 Working with content management systems

An increasingly popular option for creating an online presence
is to use the structured framework of a content management system (CMS),
which is a software application that resides on your web hosting account.
The CMS serves as an intermediary between the database — where text
and images are stored - and the pre-designed, dynamic layout structure
of the website.

Designers like working with CMS because they spend  stored, and defines the admin/password credentials to
less time wrestling with programming code, which  access the system's dashboard & The dashboard

affords them more time to work on the appearance and The dashboard
overall content organization of a website. Protect the site ! ol
Clients like working with CMS because it allows  When working with CMS projects, always assign

them to independently process their own site updates  complex passwords to the database and also for the
p Y I p
without needing to adjust the programming code. The  admin access. This

website can be edited by logging into the browser-  hackers. Try using a random pass

wil

help pr attacks from

erating

based admin, often referred to as the dashboard. This  service, such as www.random.org/passwords. as this

is a password-protected micro-site that allows you — or demonstrates
a designated site administrator — to create new or
modify existing content.

Designers often refer to CMS projects as theme
integration projects. The project typically encompasses NS
installation of the CMS; selection of a theme; the appli-
cation of functionality and visual customizations; the

Add New Post

integration of the site content; and training and occa- e
sional maintenance. v
Platforms FATTTLT
There are many CMS platforms available, ranging from i RE -
proprietary systems to open-source, free options. JOBILE it
WordPress.org is the most popular open-source option v

for small to mid-sized websites. Others to consider
include Joomla.org, Drupal.org, and LightCMS.com.

Ry FEpy—

CMS Installation

CMS applications are typically installed into the clients'
web hosting account. Most web hosts usually provide
automated installation of the major CMS systems
(WordPress, Drupal, Joomla). This set-up process
creates the database, where text and images will be
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“*Clean and to suit your needs

Fudly responsive and unigue wji theme

v L 1

OF TEATURES TO YO SLFpORT FOR BUSINESS

(» WordPress corporate
themes Many corporate
themes are available
commercially, often
sub-categorized

by company genres

(for example, nonprofit,
entertainment). Many
visuals can be customized
for each client’s

specific needs. If more
customization is necessary,
the client may consider

the development of a fully
customized theme, which
would not only require the
design but also the related
PHP/CSS coding.

(& WordPress portfolio
themes [n addition

to having a different
appearance, portfolio
themes often feature a
different type of interaction
On a corporate site, you
might click an image and
be taken to a specific web
page or article. Clicking

an image on a portfolio
website may simply
present the image at

a larger size within the
same browser window,

(3 WordPress special
event themes WordPress
is a popular option for
websites that will be used
to promote a special event
Typically featuring a short
life span, these websites
can be modified with
relative ease, with faster
turnaround, and at a
reduced price point
because it's less labour-
intensive to produce

than a customized
WordPres

theme.

Selecting themes
A theme

is a collection of pre-designed web-page
layouts around a centralized concept, where the
arrangement of the pages' structure has been specified
by the theme’

s author. A theme may feature a series of
page layouts for different content areas of the website,
such as home page; about us page; blog page; contact
page; gallery page;
two-column layout.

portfolio page; full-width layout; and

Many commercially available themes are highly cus

tomisable,

jiving the designer the opportunity to make

nts to ensure the resulting website is unique

-or larger projects, a designer might partner
with a programmer to create their own theme, from the

ground up, based on the project's exact requirements

Installing plugins

The functionality of the basic CMS structure can be
enhanced by adding plugins, also referred to as widgets
or modules. A plugin could be comprised of a contact

form, a social media feed, banner ads, weather forecast,

live chat, recent post summaries, dated post archive list,
keyword-based tag cloud and testimonials, and may
automatically add social media 'like' buttons to a web
page's layout. Most CMS systems offer a wide range of
plugins for free. Additional plugins may be available
from commercial entities for a nominal fee.

Visual customizations

While themes are highly customisable — allowing you to
adjust logos, colours, background visuals — they are not
absolutely customisable. A certain degree of flexibility
is required. In architectural terms, instead of asking an
architect to include two dining rooms in a home's floor
plan, a compromise would be to add a table into the
(dining in two different areas). Most visual customiza-
tions can be specified via the theme option settings,

kitchen area. In the end, the goals have been met

while additional stylizations can be controlled by

amending the CSS (Cascading Style Sheets) code with

exception, or child, elements.

Integrating site content
Define the navigational structure of the site using the
flow chart as a guide to the established taxonomy, then

create the required pages for the website, inserting the



specified text and imagery. Crop/resize images as nec-
essary. Define the categories for the news feed or blog
posts — these dated entries are usually referred to as
posts — and generate a range of initial posts, so as to
populate the website with visual examples.

Training

If your client will be editing their own site, it is reason-
able to provide a certain level of training or orientation
in working with the dashboard. Often, designers will
create a customized user manual that identifies spe-
cific elements within the layout and the corresponding
instructions on how to update the content, since the
process can vary per theme.

Maintenance

CMS and plugins are routinely updated with security
patches. You should be regularly processing these
updates as you are notified by the system. Comments
to blog or news items should always be moderated, to
prevent comment-spam from appearing on your live
site. Security plugins and/or site monitoring services
should be utilized to prevent potential security attacks,

& SEE ALSO: PROJECT
DEVELOPMENT PROCESS
OVERVIEW, P142

WORKING WITH CONTENT
MANAGEMENT SYSTEMS,
P173

BANNER AD DESIGN, P176
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TIPS ON SELECTING THEMES

» The newer the better Updates to CMS systems
usually feature new innovations, in addition to
security patches. Themes released (or updated)
within the last six months usually take advantage
of current innovations.

Focus on functionality Avoid selecting themes
that have been created for different intended uses,
because they may feature different navigational
behaviours. For example, a 'portfolio’ theme may be
structured so that when you click on a thumbnail, a
larger view is presented. Conversely, in a ‘corporate’
theme, clicking on a thumbnail would launch a new
web page.

Note the widgetized areas These spaces are
designated locations within the structured layout of
a theme. Typically located in the bottom portion of a
website, widgets offer the ability to add one to four
columns of useful information, ranging from contact
details to spotlighted links and social media feeds.
The narrow column of a two-column page layout is
also typically a widgetized area, expanding in height
to correspond with the number of elements you
assign to the column widget area. Typically, side
column widgets include sub-navigation links, search
box, archives list, banner ads, etc.

* Review the customer reviews, documentation, and
message board comments, if available.

Categories: A taxonomy
structure for designating
dynamic content (posts) to
appear in similar, or diffarent.
news feeds within a site

Can be used as search
criteria for displaying similarly
themed posts

CMS: Content management
system. The structured
framewaork of a dynamically
driven website

Dashboard: The administrative
back-end for a CMS.

Plugin: & WordPress term
for an element that adds a
functional enhancement 1o
the basic CMS structure.
Also referred to as widgets
and modules

Tag cloud: A keyword-based
navigation element where
keywords can be selected in
order to refine search critena to
display similarly themed posts
Widgetized areas: Locations

within a CMS theme where
plugins and widgets can be

inserted into the physical layout.

Typically, these are located
within the side column and
lower (fuoter) area of a

. web page

PAGES AND POSTS

At the most basic level, a page is
considered to be an individual web
page within the website's navigational

(for example, a news announcement or
blog entry) that is presented in linear,
dated format within a page.

THEME AND PLUGIN | WORDPRESS.ORG VS WORDPRESS.COM
RESELLERS , s _
WordPress.org is the open-source application that you install on
ThemeForestnet your web server. It's yours to edit as you like. You have access to
WooThemes.com customized themes and plugins. However, you are responsible for |
Themezilla.com processing occasional software and plugin upgrades. | structure. A post is an individual item
ElegantThemes.com WordPress.com is a commercial entity. If's free to start, but many
GraphicPaperPress.com enhancements are available via paid, 'premium upgrade’, options, You are |
WPMUdev.org required to pay to have sponsored adverts removed, pay to be able to |
CodeCanyon.net edit the visual styles, and pay to access ‘premium themes' Software
updates are processed on your behalf. i
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Banner ad design

Online advertising fuels the continued development of the
web. The revenue generated from placing banner ads on websites can
be impressive. Equally impressive can be the number of sales leads
generated by a successfully designed campaign. At some point, most
web designers are called upon to design web layouts that incorporate
banner ad placement, or to create designs for banner ad campaigns.

Campaign models

In a website development project that features banner
advertising, it is important to understand the differ-
ences in campaign models, because they can have an
impact on the overall website layout. A web designer
would consult with their client for specific instructions
relating to the number of banners, the requested
dimensions, and banner placement within the layout.

Cost per M (CPM) The ‘M' stands for 1,000 impres-
sions. In this model, advertisers pay based on how many
times their ad has appeared to the viewing audience.

Generally speaking, this option is the least expensive
for advertisers and, therefore, quite popular. Sites that
follow this model usually have a large number of
banner ads placed within each layout, so they can
maximize advertising revenue.

Cost per click (CPC) Cost per click allows advertisers
to pay only for the targeted leads they receive from
visitors who have clicked through their ad. For the
designer, this means that there can be a fewer number
of banners incorporated into the layout,

Designing banner ad campaigns

As part of a banner campaign, a designer may be
asked to adapt their design across a range of banner
ad sizes. Additionally, they could be asked to create a
series of different designs featuring different text
content and/or visual imagery. This would allow the
client to determine which designs work best, based on
the statistics they receive on their campaign's activity.

TYPES OF BANNER ADS

Banner ads are traditionally broken down
into the following categories:

» Text based Simple text-based ads,
typically connected to an online ad server
such as Google Ads that dynamically
inserts the content into your web page

when it loads, based on selected keywords.

While these ads are not designed,
designers will allocate space within the
layout and insert the related HTML code.

= Static graphics A single, still image,
usually incorporating text. Static graphics
can be created in Adobe lllustrator,
Fireworks or Photoshop. The artwork
would be supplied in either PNG, JPEG,
or GIF file formats.

= Animated GIF Created using a limited
amount of animation, designed to catch the
viewer's attention. This art can be created
and easily animated in Adobe Fireworks or
Photoshop by displaying a sequence of static
images, or ‘frames’ Timing can be adjusted
to further control the presentation. Animated
GIFs must comply with established standards
relating to overall file size, limiting the number
of animation slides — usually three, since any
more would exceed maximum file size — and
a number of controlled rotations — typically
animations are set to loop three times and
stop. The artwork would be supplied in
the GIF file format, or Animated GIF file
format, depending on which application you
are using.

* Flash banner ads A banner ad created
using Adobe Flash allows the user to
interact with the ad — for example, by
rolling over the art to reveal more content.
Because it is a Flash animation, it will run
more smoothly than an Animated GIF and,
therefore, be less intrusive. Run time is
limited to 15 seconds at 24 frames per
second. However, they are more expensive
to develop and are not supported by
some smartphone and tablet devices. The
artwork would be supplied in the SWF
file format.



BANNER AD SIZES

Most websites that feature banner advertising
comply with the established, standard ad
options (defined by the Interactive Advertising
Bureau) and will provide specifications
relating to dimensions and file size limitations.
While the range of sizes continues to evolve
over time, these are the most common
formats. They are measured in pixels, at
screen resolution (72ppi), in RGB colour
mode, with the maximum file size indicated.

* Leaderboard - 728 x 90 pixels (40kb)
A larger, more eye-catching version of
the traditional full banner (see below).
Usually placed at the top or bottom of
a web page.

* Wide skyscraper - 160 x 600 pixels
(40kb) A tall, thin banner ad, designed
to remain in view as the reader scrolls
down. Usually appears in a side column,
next to the body copy.

* Banner ad elements - 300 x 250
pixels (40kb) An increasingly popular
option because it is large and typically

SIPS

MAY LIFE NEVER
LOSE TS Fi2Z
Wad, June 3 -

Aug. 26 5- 7 pm

@ Banner campaigns One of
the unique challenges of designing

a banner ad campaign is to create

a great composition that translates
across the different formats
(rectangle, leaderboard, badge)

Start by designing for the ad that you
consider to have the most challenging
dimensions. Then move ahead to the
easier sizes, maintaining as much
visual consistency as possible.

placed within the body copy, with the
text content flowing around it.

= Rectangle - 180 x 150 pixels
(40kb) This smaller ad size is popular
with blogging sites, usually appearing
in the side column.

= Full banner - 468 x 60 pixels
(40kb) Traditionally placed at the top
or bottom of the web page. Officially,
this once popular banner size
has fallen out of favour and it is
increasingly less available as a
size option.

MODULE 11: BANNER AD DESIGN

@ Banner ad elements

Successful banner ads usual

cantain each of the following

items: a bold graphic with
a main focal point; a short
amount of type; a logo/
branding element; and a

clear call to action

. h‘
«THPrS

[

@

shutterst-.ck

Useful link
Interactive Advertising
Bureau

This professional association

for online advertising works
to detine the standards for
the industry as it changes

over time. The website is a

t resource for locating
ad standards

and creative guidelines,

www.iab.net/guidelines

& SEE ALSO:
WEB TOOLS, P150

Any Image.

Any Size.
One Price.

Learn More

Ad server: A web-based
system for inserting advertising
content dynamically into a

web page

I1AB: Interactive Advertising
Bureau

Rotations: The number of times
that an animated GIF file will
play, from the first frame 1o

the last

Screen resolution: The
resolution of a file that will be
viewed on screen 15 72 pixels
per inch (PPH)
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MODULE 12

As part of any website development project, it is the designer's
role to organize and structure the website in a way that helps it to be
indexed properly by search engines, such as Google, Bing, and Yahoo!. The
goal is to achieve unpaid, or ‘organic’, search results.

Page title (meta tag)

Meta tags are elements within the HTML code, used by
the search engines to properly index your website.
Depending on the specific tag, it may or may not be
visible when viewing the actual web page. A designer
could develop a site without using any meta tags, but it
would not perform well in the search engines.

Keywords (meta tag)

Keywords are the word combinations that web surfers
use when they're performing their search queries. An
initial step is to define all words and word combinations
that a visitor might use to search and locate your site.
You can do this on your own (from the dialogue your
client supplied) or you can get them involved and ask
them to compile their own list.

Page title (meta tag)

The page title is what appears at the top of your listing
in the search results. This is also what appears in a
bookmark list and at the top of the browser window/
tab. It can be truncated, so arrange the important infor
mation first.

Bad: Your Site | Recipes
Great: Chili: Award-Winning Recipe | Your Site

Site description (meta tag)

A site description is a sentence of approximately 20
words that appears within the search results. This sen-
tence should clearly define what information viewers
will encounter on your site, using as many keywords as

naturally possible

Search engine optimization (SEQ)
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Images

Often, viewers discover websites by performing image
searches and clicking the link to view the full website.
For your images to be properly indexed in the search
engines, you should make some adjustments.

* Retitle your images Adjust the file name to
incorporate keywords or relevant descriptive
information. Remember never to use spaces. Use
hyphens (-) or underscores (_) to separate words.

Bad: imgQ0123-23,jpg
Great: recipe-wins-the-chili-cookoffjpg

* Include ALT tags for the images that you use on the
website Think of this as a caption that you add to
each image, which appears in the HTML code.
Spaces are fine between words.

* Do not put important text inside images
The search engines can't read pictures of words.

ling arythng He plckien courguties with mint are ch ang

@ Search page results
In the search results, the
designated page/site title is
displayed first, followed by the
complete URL, and then the
site description

(® Image search results

A growing number of

web viewers rely on image
searches to discover websites
Make sure your corresponding
artwork is presented so that it
can be indexed properly in the
search engines. Title the
mage file's name using
relevant keywords, ALT tags,
and descriptions (or captions)



PUTTING KEYWORDS TO WORK

Create a list of keywords (and keyword combinations) that you think site
visitors would be searching for in order to discover your website. Then
incorporate these keywords into your site using the following strategies:

* Use keywords to create descriptive,
human-friendly URLs Name your web
page documents using the keywords that

relate to the information found on that page.

Avoid using general terms or insider lingo.
Bad: www.yoursite.com/recipe.html
Great: www.yoursite.com/award-winning-
chili-recipe.html

* Use keywords in your headline and
subhead text Within an HTML structure,
these elements are usually defined by <h>
tags (heading tags). The search engines

PRACTICAL SEO ADVICE

For designers Never promise your client
that their new site will receive top ranking in
the search engines. A web designer's role is
to make sure that a site looks great and is
organized so that it can be indexed properly.
You have no control over how popular

the site will be, nor how high it will rank
compared with other sites that may be
paying for placement.

To put it in perspective, legitimate SEQ/
SEM analytics agencies can be hired to
increase website rankings. They offer a
multi-pronged approach, following the
guidelines established by the search engines,
and charge up to $20,000 on retainer.

read the words stylized by these tags and
assign them higher priority.

« Infuse your dialogue to contain the
appropriate keywords Often clients will
overlook using keywords within their site
dialogue, in favour of using pronouns
(he, us, it, they). Where naturally possible,
keywords should be used instead. But don't
go overboard. The search engines know all
the tricks. Strings of random keywords
within your dialogue will negatively affect
your rankings.

For your clients If the designer has
followed the advice given above, they will
have delivered a website that will be properly
indexed. There are also things the client can
do to ensure the site ranks highly in the
search results.

* Be aware that it can take up to one
month for a website to appear in the
search engines.

* What keywords are they searching for?
Perhaps they are too generic and yielding
too many results. Have they tried searching
for keyword combinations that feature the
city/town where they are located?

* Keep the site updated regularly.

* Promote your website directly to your
audience by including your web address
on material that you distribute regularly,

MODULE 12: SEARCH ENGINE OPTIMIZATION (SED)

* Use the keyword meta tag You can
insert a string of chosen keywords into
your document's keyword meta tag.
However, more weight is assigned to
keywords that appear naturally within
your site dialogue.

from business cards to brochures and your
email auto-signature,

« Create a presence using social media that
drives traffic back to your website. Use
status updates to keep your audience
informed about new content additions
and special offers from your site.

* Have you tried becoming an active
participant in online forums and discussion
boards? Use your expertise to share tips
and advice. Establish yourself as someone
people will want to do business with and
they will seek you out.

* Have you considered paid placement
(sponsored listings) within the search
engines? Or sponsored advertising in
social media, such as Facebook ads?

179



180 PART 2 PRACTICE - UNIT 7 WEB AND INTERAL

PART 2 PRACTICE

UNIT 7 WEB AND INTERACTIMITY

vooute 13 Online portfolios

Any professional web designer needs a strong
and well-conceived online portfolio and the growing list of
‘low-tech’ options for displaying work online means that even
non-web designers have little excuse for not having their work

available for review online.

A successful online portfolio is a snapshot of work that
reflects your abilities as a graphic designer. As with
other design projects, you are designing for your farget
audience and addressing their needs. In reviewing
numerous candidate websites in a single setting,
potential employers are seeking a clear listing of skills
and work experience, in addition to a complementary
stylistic match for the work they produce.

Elements of an online portfolio

Your online portfolio should be clear, uncluttered and
easy to navigate. It should feature fundamental, descrip-
tive information, including your name, field of practice,
geographic area and your current availability. You
should also use it to present a summary of your profes-
sional biography, organized for easy visual scanning on
screen. Include a link to download your CV in PDF
format. Finally, invite interested parties to make contact
with you by including a clear call to action.

Prepare your images

Limit the number of visual examples you present in
favor of providing a snapshot overview of your experi-
ential range. You can present more examples during
the in-person interview phase. Most new designers find
it challenging to decide which images to include in their
online portfolio. Focus on presenting work that
represents a solid foundation of design — typography,

Tlistasimmons

composition, colour = in addition to your own aesthetic
style. Ideally, your selected examples will complement
the scope of work that is being produced by the com-
panies that interest If that is not the case,
you should work on bolstering your portfolio with
new projects,

Portfolio images should be consistent in size and
visual presentation, A typical size for a detailed view
would be 800 x 600 pixels, at screen resolution (72ppi)
and optimized for online viewing. Smaller, thumbnail

you.

views can be presented as proportionately reduced
artwork or as strategically cropped designs, intended
to intrigue your audience into clicking to view in
more detail. Website design examples typically feature
a browser ‘frame' and app designs usually feature the
device screen view.

A subcategory navigation structure can be employed
to help direct viewers through the project-type exam-
ples that relate to the work they are interested in
viewing, such as publication design. identity, packaging
and advertising.

Getting started

To set yourself apart from novices or design hobbyists,
you'll need your own domain name and a web hosting
account. A domain name (for example, www.yoursite.
com) is like leasing a car. Web hosting is like renting a
parking spot for your leased car. You need both in order

LR 2

@ Slideshow feature 1o
reduce the visitor's need to
scroll, project examples are
presented in a slideshow
format. Tinted thumbnail views
serve as the navigational
element for reviewing the

additional detailed images

2h)

Domain name: The
address for a website. It 15
renewed annually by the site

owner for a nominal fee

Web hosting A desic
online storage space for
hosting a website

email acco

nated

and related

nts

€5 SEE ALSOD:

WORKING WITH CONTENT
MANAGEMENT SYSTEMS,
P173



JPTIONAL PORTFOLIO ELEMENTS

Images can be captioned with brief project
summaries to spotlight details or your specific

involvem

nt within the project (for group work).

Concept sketches and creative explorations can
effectively provide a unique insight into your creative
process. Select one project, present it as a case
study and use visuals to guide your audience
through your process.

Additional interests that reinforce your design

skills (photography, illustration) can be included to
demonstrate a broader range of skills and interests,
but should be presented with reduced presence,

so as not to deter from your focus on seeking

employment as a graphic designer.

Invite site visitors to connect with your professional
presence across social media accounts (Linkedin,

Twitter, Facebook Fan Page, Flickr, Pinterest, etc.).
But, avoid linking to accounts where you represent
yourself informally.

Maintain a creative design blog (or Tumblr micro-

blog) with shared insights on where you derive

nspiration and comments on related design trends.

SE

NNG THE RIGHT DOMAIN NAME

Start by using your own name, as opposed to
laboring to conceive a clever business alias. It's
easier to associate you with a web address that
features your actual name. Use a ‘com' domain,
because people instinctively type that suffix. Select
a name that is difficult to misspell or consider
purchasing multiple names. You can always set your
domain names to reroute site visitors to your main
web address.

HISE

TYPEL
LETTERING
w-n

@ Be innovative D=

(» Lightbox feature Th:
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to establish your online presence. Both are renewed
annually for a nominal fee. With a traditional web hosting
account you also get email accounts for your domain,

which you should use for professional correspondence.

Low-tech online portfolios

Popular among non-web designers, there are a grc

y of online resources that provide design
the ability to upload and share image examples from
their portfolio. The utility-driven goal to have the
image examples available on demand, via hyperlink,
as opposed to manually attaching images to email
correspondence.,

Your domain's settings can be adjusted to redirect

5 10 a

your site viewers directly from your web addre
user profile on any of the following websites.

Flickr.com Although widely considered to be the most
low-tech option, Flickr image galleries can be further

subdivided into photo sets, based on related themes.
This i1s more user friendly than presenting a timeline-

based photo stream.

Dribbble.com, Behance.net, and Dunked.com

Dribbble is rooted in social media, allowing you to follow
(and be followed by) other designers and potential
clients. Behance presents uploaded project examples

In a clean and stan
Dunked takes it
the visual design of your portfolio's appearance.

ardized portfolio-style presentation.

a step further, letting you customize

Tumblr.com Tumblr is a micro-blogging platform, intended
for sharing images, links, and short text-based posts
The traditional, linear timeline format of a Tumblr page
design can be amended with the application of pre-

styled ‘porttolio theme' formatting. Typically, these com-
mercially available theme styles focus on image-based
posts, presented in a visual, grid-style format. Easy to
update, each new post presents a new portfolio item.
To revise the order of the presentation, you revise the
date of the post.

WordPress Fopular among ¢ the WordPres:
content management system (CMS) has a wide assc
-ommercially available themes that have beer

eatives

acifically created for portfolio-style presentations.

ax  than

a post-driven Tumblr account,

@ Thumbnail design

Designer Rian Hughes'

sents a series

@ Creative cropping Thi

orttolio on vou
I [ y
: rork

exa

2 ple presents the
5 cards, sof

angle

t profiles and your
protiles and y

signature settings



WordPress affords you the ability to add more function-

ality and styling enhancements,

Traditional online portfolios

If you are seeking positions within the field of web
design, the online portfolio serves as a perfect vehicle
to demonstrate what you know, from HTML and CSS
coding fo crafting a memorable user experience. The

level of design and coding should be representative of

your level of technical expertise.
The online design blog, SmashingMagazine.com,

features a growing list of articles showing the latest

trends and case studies relating to online portiolios.

Test your work

at which you think you have

n with a

all of you

es. Click through links to

check that ictioning properly. Check that

your presentation is well organized and visual y consis-
tent. Revi
Conduct z

and/or family members and review their feedback. If

your grammar.
‘beta test’ within a small group of friends

your parents are having a challenging time navigating
through your site, a potential employer may experience

the same issue. Process

all necessary adjustments

before sharing your web address with a larger zudience.

EMAIL AND AUTO SIGNATURES

Regardless of which email system you use
regularly (university, Gmail, Yahoo, etc.), for professional
correspondence you should set up and use an e alil
account associated with your own domain name, Where
a university email account communicates 'student’ and
a nondescript Gmail account may say ‘hobbyist| your
own domain serves as the foundation in creating &
professional first impression.

Most email systems provide you with the ability t> set
up default auto signatures, where you can predefine
a standardized closing signature for every email ycu
distribute. Take advantage of this feature, envisioning
it as if you are passing along a virtual business card
to everyone you correspond with, Typical signature
elements include name, desired contact details anc
links to online portfolio and social media.
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CHRIS BODANZA

WO TRORE SEILLS CONTACT

I'm an Interactive Designer with over
15 years of professional experience in
user-centric Web Design and Development

an Interactive Designer
EXPENENCE If
Development

000000

@ Establishing
consistency This portioli

s thumbnails

@ € Show what you
know |f you are present

qrayscale appearance

humbnail, the thumbnai is a fantastic opport
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UNIT 7: ASSIGNMENTS

O WIREFRAMES

© CREATE A STYLE BOARD

Revisit the sites that you view more
frequently and create wireframes of their
layouts. Look for trends in how content is
organized. Take note of sites that break from
established trends. |dentify which factors,
unique to the website, benefited from
breaking from the trend. Measure the amount
of white space — vertical and horizontal — that
is used within layouts to separate content.

| O FLOWCHARTS

Select an existing website and document
the pages in flowchart format. Pay specific
attention to how links are named and how
they are ordered.

© RESEARCH

A style board is a graphical representation

of stylistic approaches that you would be
proposing to your client. Designed elements
are pulled out of the specific web layout

so they can remain the focal point of the
preliminary design consultations. Typically,
designers present three style boards for a
client to review: conservative approach; a wild
approach; and an approach that falls between
the two extremes.

Select a website that you visit often and
create three style boards. Start with the
styles used in the current website. Then
create two variations, one conservative,
one wild. Identify:

© MOBILE APP ICON DESIGN

= Colour palette: dark, light, mid-tones,
accent colours

= Typography: headline, subhead, body text,
text links, quotes, captions, etc.

» Textures: background patterns, gradients,
drop shadows, etc.

» Buttons: button size, shape, colour, corner
radius, drop shadow, etc.

* lcons: icons as a button element, icons
to define content, etc.

« Images: cropping (rectangle/square),
border, padding/spacing, drop shadow,
corner radius, etc.

« Adjectives: list out four adjectives for each
of your style boards. These adjectives set
the tone for each approach and will be used
to pitch your overall concept to your client.

Web design is constantly evolving. Regularly
explore the following websites to review
current trends and derive inspiration for your
own web design projects.

www.Dribbble.com
www.SmashingMagazine.com
www.WebDesignlLedger.com
www.alistApart.com
webdesign.tutsplus.com/
www.NNgroup.com/articles/

The app icon is the main branding element
for a mobile app project. Select an existing
app (or an app that you would like to create)
and make an icon.

Successful app icons visually explain the
utility of the app. Start by writing out a list of
potential visual elements. Explore past the
first visuals that come to mind and try to
infuse a more unique perspective.

Assemble your icon in Adobe Photoshop
(72ppi, RGB) Resize your app icon design
for use on an iPhone at the following
dimensions (in pixels): 57x57, 72x72,
114x114,512x512.

Explore adjustments and modifications
that may be required, so that your artwork
can be presented clearly at the different
display sizes,
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© WEBSITE MAKEOVER

Organizing a website's assets from content
through imagery to hosting needs to be
planned. Imagine you are creating a website
for a small boutique specializing in designer
sunglasses. Using the questions below, create
a proposal on what will be necessary for you
to complete the job and what you will need

to get from the client.

» What must the website do? What is
the goal?

= How many levels will the site have? How
will the content be organized?

« What navigation conventions will you need
to ensure that the user can easily move
between pages?

* What images and techniques will need to
be generated?

© EXPLORE: EVOLUTION
OF THE WEB

www.evolutionoftheweb.com/

This website features a graphical timeline
of innovations that have influenced the
web over the past 20 years, from various
web browsers, to code and functionality
improvements, to presenting global web
traffic numbers.

* Consider domain registration and hosting
of the site, since this may affect how you
build it.

= Do you have access to all relevant content to
build your site? How much content will the
client/you generate?

» Who is the audience and on what size screen
will the site need to be seen? Widescreen
HD or mobile?

* Does the client want Flash or Javascript-
based motion?

« Are there any special requirements for larger
font sizes?

» Consider the target audience and the
browsers from which they will most likely
be visiting the site.

= How will client information and purchases be
collected? How will they contact the vendor?

Most websites have a life span of only a
few years, influenced by refocusing of client
goals or in response to revised trends in
presentation or user experience, Many web
designers appreciate site revision projects
for the simple fact that most of the content
is readily available,

Select a website that would benefit from
a new approach. Start by defining the flow
chart. Move ahead to exploring different
content presentations in the wireframing
phase. Finish by inserting actual content into
your composition design.

Further Reading:

Smashing Magazine, eBook, Redesign The Web (The Smashing Book 3),
Smashing Media GmbH, 2012

Jeremy Keith, HTML & for Web Designers, Happy Cog/A Book Apart, 2010

Dan Cederholm, CSS3 for Web Designers, Happy Cog/A Book Apart, 2011

Jennifer Niederst Robbins, Learning Web Design: A Beginner's Guide

Mike Monteiro, Design is a Job, Happy Cog/A Book Apart, 2012
|
|
|

to HTML, CSS, JavaScript, and Web Graphics, O'Reilly Media; fourth

edition, 2012

Patrick McNeil, The Web Designer's ldea Book, Volume 3: Inspiration from
Today's Best Web Design Trends, Themes and Styles, HOW Books; third

| edition, 2013
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EXPERT PATHS AND
COLLABORATIONS

By now you should have a good idea of which
career path excites you, and will be interested

in discovering what it might be like to work in a
specific design field. Although expert knowledge in
any one of the highlighted disciplines in this chapter
will serve you well in the marketplace, remember
that design is a collaborative field, and that it is
becoming increasingly interdisciplinary. In fact, many
of the skill sets in each path should be part of your
repertoire. Build your expertise in the area that
excites you the most, but find out enough about

all of them to collaborate intelligently.

In this unit, each branch of a discipline is highlighted
with the skills needed, the ups and downs you
might encounter on the job, and some examples

of the best in the business. It will provide you with
resources and options to help you develop a career
path that best suits your skills and aptitudes.

"\ Design is thinking made visual™
Saul Bass

Logo design and brand identity

Based in the realm of symbology and
sign, and originating in pre-Neolithic
times, the logo, or ideogram, is no
stranger to anyone these days. Instantly
recognizable and distinctly memorable,
a well-designed logo is versatile in
multiple ways, but resilient enough

to retain its identity instantly in the
viewer's mind. It is both cornerstone
and keystone for brand development.
In logo creation, decisions on style,
colour, aesthetics and typography set
up a 'Rosetta Stone’ upon which a
client's whole branding and marketing
strategy will be based. Designers must
research, then refract, the essence

of an idea into a system of elements
showcasing a singular icon and idea,
which in turn creates identity.

‘Logo!, ‘corporate identity) ‘brand, 'trademark’;
no matter how you slice it, these terms

all point to the creation of a cohesive
defining symbol that represents a client in
every piece of communication. Easy and
effective translation of goals, values and
expertise is vital to build trust with potential
customers and satisfy current ones.
Business cards, letterheads, brochures,
ads, websites, motion graphics and
promotional items can all be used to create
a public identity, and each element stems
from the initial mark developed by the
identity developer.

The process can be a long one, often
involving a committee with different opinions.
By researching and collecting information
from a client and their industry, the identity
developer utilizes their creativity and
marketing savvy to generate several



different ideas from multiple avenues

of approach for a client to choose from.
Patience and understanding are then
needed to survive the editing process,
when a client mixes, changes and makes
requests as you work with them to get
their logo just right. As the process unfolds,
keep in mind the alternatives for different
contexts and consistency across a variety
of media. An accomplished identity
developer is a paragon of refinement and
service that can keep the client happy and
the brand beautiful.

Identity, logo and corporate identity
designers

A great identity developer should be detail-
oriented, flexible and have well-developed
design and problem-solving skills that

employ clarity, simplicity and communication.

Organizations spend hundreds of thousands
of pounds annually to keep identity and
branding fresh, current and innovative,

and we know those clients are out there
just waiting to find the right talent. Large
companies employ in-house designers who
develop and update their logos, but many
turn to external graphic design firms, and
individuals who specialize in this field, to
develop their brand.

Whether you decide to work in an agency
or a design studio or go out on your own,
you will run across a request for a logo
every now and again. Sticking to the
concepts of simplicity, clarity, scalability
and innovation will provide a starting point
for any successful logo.

The exciting part...

* Opportunities for visual creativity and
clever communication, especially for those
designers interested in identity, marketing
and sales.

« Accomplished identity developers are often
independent freelancers who have spent

many successful years in agencies
and studios, making employment
options versatile.

* Opportunities to engage interest in
marketing, psychology and business.

* It is always gratifying to see a brand
you helped develop launch, expand
and succeed.

... Not so much

= Many have created their ‘perfect logo'

only to have it modified beyond recognition.

or trashed inadvertently by a visually
uneducated client. Such is the life of
a designer.

* Unless you are hired for a full branding
development position with a company,
you'll need to generate lots of clients who
need logos and letterheads in order to pay
the bills.

= Ultimately, the ability to be completely
creatively present for the client yet let go
enough to meet their needs, regardless of
all your training and better judgment, is a
quality that is hard for some. Remember:
you are creating their identity, not yours.

Skills required

» A firm, creative understanding and love of
typography, visual semiotics, symbolism,
illustration, colour theory, brand design
and marketing psychology.

» Knowledge of all pro-level software
programs and printing systems, and
familiarity with a variety of traditional
and innovative marketing materials and
campaign approaches.

» Great research skills.

* Great communication skills. Listening
carefully to a client at the beginning and
throughout the branding process is the
only way to deliver the winning brand.
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©» Best in the business

Paul Rand, Pratt Institute graduate, Yale
University professor and American graphic
designer who will go down in history for his
groundbreaking work with some of the best-
known corporate logo designs. A strong
proponent of the Swiss style of design, Rand
developed the foundation corporate identities
for Apple, IBM, UPS, Westinghouse and ABC.
He was touted as a consummate salesman
who, through explaining the necessity of proper
identity creation to clients and students, helped
usher in a new era for marketing and design.

Paula Scher, Corcoran College of Art and
Design doctorate graduate, began as a record
cover art director at Atlantic and CBS Records
and has developed a career and style that has
won her many prestigious awards for her work
and innovation in the field of design. Currently
a partner at Pentagram in New York, she

is best known for her identity and branding
systems, promotional materials, packaging
and publication designs for such clients as
The New York Times Magazine, Perry Ellis,
Bloomberg, Citibank, Tiffany & Co, Target, the
New York Botanical Garden and The Daily
Show With Jon Stewart.

lvan Chermayeff, founding partner of
Chermayeff & Geismar, a leading graphic
design firm in the fields of corporate
identity, brand development and logo design.
Chermayeff studied at Harvard University,
lllinois Institute of Technology, and the Yale
University School of Design, With partner
Tom Geismar, whom he met at Yale, he
has designed iconic marks for hundreds of
companies, including Burlington Industries,
Chase Manhattan Bank, Dictaphone, Mobil
Corporation, Pan American Airlines, Xerox
and the Museum of Modern Art.

LloydNorthover, one of Britain's
most successful consultancies, working



188 PART 2 PRACTICE =« UNIT 8 EXPERT PATHS AND COLLABORATORS

internationally in identity, branding and
communication, prides itself in providing
creative solutions to strategic problems.

In giving companies a competitive market
advantage by making them highly visible,
clear and compelling, they have created many
successful campaigns for Comet, De Beers,
Elizabeth Arden, HSBC, Infiniti, Lexus,
Mitsubishi, Morgan Stanley, Orange and
Royal Mail.

Collaborators
Mation graphics, web designers and developers,

typographers, marketers.
Career options

Logo and brand identity design is part of every

designer’s skill set, but if you specialize in corporate

identity you can find a career in the following:

@ In-house designer with a creative studio

© Ad agency brand development specialist

@ Freelance designer

© Brand specialist for a web development firm

@ Corporate in-house designer in any large company
or institution

Career path potential
© Junior and senior designer > creative director >
partner in a firm

& See also: Michael Beirut, Massimo Vignelli,
Herb Lubalin, Armin Hoffman, Saul Bass, Gerard Huerta,
Walter Landor

Motion graphics

The field of motion graphics has
transcended its early beginnings in
film and TV opening titles and is now
vital to the new media environment,
interactive applications, post-
production, advertising, animation
and digital environments for the Web
and broadcast.

The emphasis in the motion graphics
industry is on speed of communication —
how quickly you can appeal to either a
specialized demographic or a wide audience
and communicate the product, proposal

or information as clearly as possible. From
corporations to production houses, web,
digital and interactive media, music industry,
television and film, this industry can be
divided into three specializations.

» Business-to-business (B2B) takes the
form of idea proposals and pitches,
training seminars and other info-graphics.

= Advertising encompasses everything
from web banners and TV commercials
to websites.

» Film/video specialization covers music
promotion, film/TV opening and closing
credits, and other animated visuals
and effects.

As with many specializations, you are
likely to start in a long-established studio,
under a creative director, art director
or producer. Later you may freelance or
set up a small studio of your own, although
the brief structure remains the same.,
Occasionally clients will give you the
creative freedom to push boundaries; many
times they will have a specific aesthetic in
mind, Motion is everywhere now and this

industry demands a constant stream of new
and fresh talent and ideas.

Skills required

* Knowledge of communicatior: strategies
and rhetoric.

= Excellent grasp of typography, 20 and 3D
composition and colour,

* Good appreciation of pace, rhythm and
storyboarding.

* Good spatial awareness and geometry.

= An ability to work comfortably with
complexity and layering, both literal
and metaphorical.

= Advanced and up-to-date knowledge
of Flash, After Effects, Maya, lllustrator,
Photoshop and some FinalCut.

* Diplomacy and a client-centred outlook.

The exciting part...

= Working in a fast-paced, cutting-edge
environment.

= If your work really communicates client
concepts in an innovative way, it will be
sought after.

* Motion graphics designers are multi-
disciplinary and know how to collaborate.
They are also masters of word and image
and of many facets of design, versed in all
the core skills.

... Not so much

* Much of the initial concept work will be time-
consuming. Clients may not know exactly
what they want, and you will probably have to
develop many versions to actually pull it out
of their heads.

* Turnaround speed can be fast. Be realistic on
what you can achieve in the time available to
avoid missing your deadline.



€ Best in the business

Saul Bass (1920-1996), the godfather of
motion graphics, is best known for his iconic
opening and closing credits on Hollywood films
such as Alfred Hitchcock's Psycho, North by
Northwest and Vertigo, and on West Side
Story, Broadcast News, Goodfellas and

Big. His animation styling set the standards

for many who followed, and he was an
accomplished poster and logo designer.

Maurice Binder, best known for his signature
graphic work on the opening credits of

14 James Bond films, designed credits and
animations for a wide variety of films from the
1950s to the 1990s.

Kyle Cooper studied graphic design under
Paul Rand at Yale University. The multi-award
winning Cooper has directed over 150 title
sequences for film and television and has
done much to have titling and motion graphics
recognized as the art they surely are. He is
the founder of Imaginary Forces and Prologue
Films, and is best known for his work on the
film Se7en, and most recent work includes
Argo, Sherlock Holmes, Mission Impossible,
X-Men, Twilight: Breaking Dawn, Tree of Life,
The Walking Dead, American Horror Story and
Iron Man I1.

Career options

@ Film and special effects studios
© Broadcast stations and online content developers
@ Advertising agencies and design firms
© Web development firm
© Promotion designer for a large company
or institution

& See also: Angus Wall (Game of Thrones,
Stephen Frankfurt (To Kill a Mockingbird),
Garson Yu, R/GA Media Group Inc.
www.mamoco.co.uk, www.artofthetitle.com
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In the early days of the Web, the
original designers who took the first
stabs at web development were
print-based graphic designers. Now,
over a few short years, there are
students graduating from colleges
across the globe with concentrations
focusing solely on web design and
development, online communications,
interactive media and web commerce.
So what does a career in web design
and digital media have in store?

Companies and organizations hire hundreds
of web designers annually to help them
create and perfect their online presence
and identity. For the more interactive
designer with a penchant for heavier
coding, design studios and advertising
agencies have teams of web developers,
coders and information architects to handle
the contemporary online needs of their
clients, such as interactive interfaces,
e-commerce installations, content
management systems and social
networking platforms. No matter where your
intrinsic skills lie, the field of web design
has quickly become a rich tapestry of
varying disciplines and skills in which

any designer can match their talents

and interests.

Is it right for you?

Whether working freelance in a home
studio or as an in-house developer at a
creative firm, the current population of web
professionals is made up of true devotees
of emerging media. Countless personal
hours are spent learning and mastering
the latest HTML conventions, or JavaScript
libraries, or CSS. Days are spent in a

trial-and-error limbo as designers research
and modify bits of coding to get the
interface to react just as the client expects
it to. During months of work, from initial
thumbnails to final launch, developers

and designers work together to create
accessible sites that can be easily accessed
and instantly understood by people all over
the world. Millions of cups of coffee or

tea are poured as these self-starters stay
up into the wee hours learning digital
languages that are never uttered nor

seen, but experienced. All of this happens
because there are always those who

have the abilities and interests to see the
possibilities in the enlarging world of the
web, and because they can see themselves
within those possibilities.

Hierarchy

Some web designers work successfully
from home, conducting a large portion of
their client contact by phone and email.
Most of the time these solitary designers
have a very good command of a wider array
of web specialties, such as HTML/CSS
coding, content management systems
(PHP), Flash and Maya animation, as

well as image correction and manipulation,
and awareness of the user experience.

In larger work environments, a web
designer may be the only professional on
the team qualified to design and write a
bit of code while working with a team of
professional code writers/developers/
producers, content managers, marketers
and executives. There may even be a variety
of multi-disciplinary web designers and
developers, or specialists that focus on
one aspect of each project.

Skills required

= Firm understanding of typography,
composition, layout, balance, colour theory,
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imagery creation and manipulation.
Understanding of the user experience (UX).
Basic understanding of HTML and CSS.
Growing familiarity with the usage of
JavaScript, Ajax and PHF.

Understanding of the concepts of user
interaction (Ul) and client goals and their
relationship to the interface.

Desire to discover and stay current in the
latest web languages and innovations,
Understanding of such principles as web
standards, web accessibility and search
engine optimization (SEQ).

Eye for detail, to the pixel level for the visual,
and the ability to write clean code.
Familiarity with how colour and devices work
in regard to the Web and how that relates to
the viewer.

The exciting part...

* Involvement in a constantly evolving
technology.

* Near-immediate edits and updates to a
body of work with little fuss, as compared
to print design.

= More opportunities for freelance and home-
based work situations for web designers,

* The excitement of cross-platform and multi-
device design.

... Not so much
« The proliferation of amateur work on the

Web, and the disregard of good design
in favour of speed and ease of format.

* Projects are ongoing, requiring regular upkeep.

» Technology updates are time-consuming, but
you must stay current with revised standards
in the industry,

¢ Best in the business
Jeffrey Zeldman is a lecturer and author

on web design. He also runs his own web
design studio, Happy Cog, which has created
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influential web work for clients such as AIGA,
Amnesty International, Mozilla, Warner Bros.
Films and Stanford University. His book
Designing With Web Standards set the tone
for modern-day semantic web design.

Hillman Curtis has spent a decade blending
the Web, Adobe Flash and film through his
company Hillmancurtis, Inc. to design digital
media for such companies as Adobe, Hewlett-
Packard, Intel, Yahoo!, Rolling Stone and MTV.
Curtis and his company have been featured in
many publications for their designs and have
won many awards for their online work.

Molly E. Holzschlag is an award-winning
lecturer and web designer, as well as author
of over 35 books on web design and markup.
She has worked with the W3C and WaSP,
focusing on web standards, web accessibility,
web sustainability and related topics.

Career options

Here are the basic situations an emerging

web designer may find when ready to enter the
working world.

@ Independent freelance web designer/developer

© Contract freelance web designer/developer

© Web designer/developer working with an agency

@ Design, marketing or advertising for a variety
of clients

@ Web designer/developer working within a
company. With a focus on the main site or sites
for the company; often in charge of the office
intranet, email, etc.

& See also: Chris Coyier, www chriscoyiernet, who
runs CS8S-Tricks and writes the Shop Talk Show. He's
more of the technical, front-end side of the web

Editorial design

Modern editorial design arguably
originates from the 15th-century
printing press of Gutenberg, when
pages of type were manually set in
movable metal type. Each page was
set in relation to margins, gutters

and borders, and printed in multiple
copies — a huge leap from handwritten
manuscripts. With evolutions in print-
production methods and the influence
of early 20th-century art and design
schools such as the Bauhaus, the
designer began to gain control over
the page. Editorial designers now work
in an unprecedented range of media
and technologies. Many new forms of
editorial design have been generated
over time, and aesthetic considerations
are wide ranging.

Editorial designers are key players in
the production of books, print and virtual
magazines, brochures and catalogues, with
the task of aesthetically transforming raw
text and image to maximize legibility, impact
and communication.

Depending on the publication, there
may be a need for flexibility in styling. In a
publishing house a designer may work on
a series of titles with different demographic
target audiences: children, teen, young
professional, special interest, parents or
families are just a few of many possibilities.
Each needs a different style, emphasis and
direction. The aesthetic direction is generally
agreed on by the upper production team,
including the art director and design
editor. It is the designer’s role to implement
these decisions, carry out instructions,
and respond to changes in the market.



Editorial designers also work on larger
web-based publications, such as news
websites, corporate web presence, and
advertising and webzines. Smaller websites
usually do not have a specialized designer.
There are different design issues on the
internet, such as legibility of fonts, and other
considerations such as type in motion.

Wide ranging

Editorial designers are driven by and
focused on content, and usually work within
teams in medium to large organizations;
they are rarely freelancers. They are often
the focal point for many streams of material,
such as raw text from authors, images from
photographers and illustrators, and overall
concept styling from art directors and
development teams. They are expected

to consider and combine these assets to
create the finished publication.

There are endless stylistic choices in edito-
rial design, from minimalist problem-solving
aesthetics to complex contemporary juxtapo-
sitions. As an emerging editorial designer,
you need to be aware of design possibilities
and design intelligently.

Skills required

« Excellent appreciation and mastery of
typography, hierarchy and grid systems.

* Good spatial awareness and
compositional skills.

» Strong sense of design history.

= Ability to work well with complexity
and layering.

= Accurate eye for content correction —
whether it's grammar, colour or mood.

« Advanced and up-to-date knowledge of
InDesign, lllustrator, Photoshop and, to
a lesser extent, Quark.

« Team-focused attitude and diplomacy.

= Ability to negotiate extensive revisions to your
designs, and to let your ego 'slide!

The exciting part...

* You are the designer for the layout
and composition of pages/spreads
of the publication.

* You see your work in the bookshop
or on the internet.

* You work on a wide variety of content
(especially in baok design).

= Your interpretation of content can set
the mood of the piece.

* Your editorial visuals can be
thought provoking.

... Not so much

* As the focal point for many ditferent
information streams, coordination of
deadlines and organization of work can
become tricky.

« As with many specializations, design school
rarely prepares you for the speed or amount
of work involved in each project,

* There will inevitably be many corrections/
revisions to the work on the way to the final
product. You will need to be open to this
process and respond well to feedback.

> Best in the business

Alexey Brodovich, Neville Brody, and
Cipe Pineles, known for their innovative
magazine designs.

Jost Hochuli and Jan Tschichold, known
for their book designs and contributions to
modern typography.

Bradbury Thompson and Piet Zwart, known
for their powerful and imaginative designs in
many editorial contexts.

Also look at the work of David Carson, Carin
Goldberg, Herbert Bayer, Janet Froelich,
Tibor Kilman and George Lois.
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Career options

© Design assistant, junior designer
Invaluable opportunity to learn the ropes by
assisting on a wide variety of projects, but
with limited room for creativity

@ Senior designer
Greater opportunity to be creative, designing
templates as well as warking with them, and
making image and direction choices.

© Art editor or creative director
Managing the design of projects, overseeing
freelance designers, and working closely with
editorial and production staff

&> See also: The Society of Publicaton Designers,
www.spd.org, established in 1965 for international
trade, corporate, institutional, newspaper and consumer
editorial art directors



Environmental graphic design

Environmental graphic designers work
with architects and interior designers
to create distinctive design works that
visually define the built environment.
These projects can include exhibition
design for museums, galleries and
public art installations; wayfinding

and architectural signage; pictogram
design; mapping; complete branding
and identity systems; and themed
environments. Their work is in demand
by the retail and entertainment
industries, property developers and
city planners, and is a critical factor

in public facilities and transportation
where clear signage and efficient
crowd circulation are essential.

Environmental graphic designers are
among the most collaborative in the design
disciplines, and will partner with experts in
many areas to research, and then deliver,
functional design in an informative,
entertaining way. They combine their skills
with those of digital media experts to create
sophisticated interactive communications,
work with product designers and industrial
designers on fabrications, with landscape
architects, and with individual clients

in hospitals, schools, and businesses.
Large architecture firms may have
environmental graphic design departments
in house for signage, wayfinding, identity
and supporting print materials. Others
consult graphic design firms that offer
environmental design services for big
projects that require complicated information
visualization. Both types of firms may

work with freelances on a portion or

a complete project.
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In the thick of it

As with any graphic design project,

in the first stage of development — the
programming phase — the environmental
graphic designer determines the client's
objectives and researches the potential
needs of the building/space, users or
audience, This will enable the client and
designer to determine the amount and
location of signs and other fabrications for
estimating. Then, the designer will begin
the conceptual design process with a
combination of sketches and 3D models
or digital illustrations rendered in 2D or
3D. When the design is refined enough
for estimates, the environmental graphic
designer will supervise the bidding process
for fabrication of the architectural elements,
will work with the design team to select
the fabricators, and is often on site for the
actual installation of elements.

Skills required

« Strong design skills in composition, form,
colour, scale and texture.

* Good drawing skills.

» Ability to visualize three-dimensional space.

+ Familiarity with the codes and regulations
for signage.

* Understanding of human factors, including
visual and lighting requirements, colour
perception and behavioral psychology.

* Understanding of symbolism and multi-
lingual needs.

» Strong interpersonal and communication
skills.

The exciting part...

* Your design work becomes a permanent
installation.

* You will have a very hands-on research
EXPEFIEHCE.

* You can see the effect your work has
in public,

* You work with architects, structural
engineers, industrial designers and
fabricators.

* You get to work in 3D.

... Not so much

* The process is long and complicated.

« Mistakes can be expensive and
time consuming.

* Your deadlines are affected by the entire
team and can make scheduling complex.

€ Best in the business
Environmental design is collaborative, and it
involves graphic designers, architects, interior
designers, fabricators and more,

Look at:

Ralph Appelbaum Associates

Pentagram Design Group (especially the
work of Paula Scher and Andrew Freeman)
The Rockwell Group

Gensler

Local Projects

Deborah Sussman

Career options

Environmental design is collaborative and involves
graphic designers, architects, interior designers,
fabricators and mare. The designer should have
excellent communication skills and the ability to
work as part of a team. Areas of specialization for
environmental designers may include:

© Exhibition design

© Wayfinding systems

© Architectural signage

© |Interactive visitor experience
@ 30 visualization

@ See also: www.thincdesign.com, www.segd.org,
www.brandculture.com.au, www.p-0G-atelier.pt



Advertising

The designer whose strengths lie in
developing innovative and convincing
concepts can play a pivotal role in

this high-energy, fast-paced industry.
Advertising designers can sway the
public consciousness not only through
commercial advertising campaigns,
but also as part of promoting social
change, and raising awareness of
local and global issues such as health,
sustainability and politics.

Advertising is a very competitive field.
Thoughtful, creative ads reach and influence
more minds, attract more attention and
generate more sales. With a team, the
freelance or in-house advertising designer
creates a campaign concept for a client to
present to the public. As the visual arm of

a marketing team, the designer must call
upon psychology, marketing, communication
and humour to create successful market
penetration through media such as
television, radio, newspapers, magazines,
email, the web and social media. The goal
is to be more innovative, more thought-
provoking and more memorable, so
advertising designers keep ahead of the
curve, are aware of emerging trends and
are continually connected to current events
and ideas.

Advertising designers
Advertising probably still employs more
talent to produce creative work than any
other occupation, since everything is
advertised in some way.

You can expect to work long, sometimes
inconvenient hours, since the agency needs
to meet the timing of clients who are often

ENVIRONMENTAL GRAPHIC DESIGN « ADVERTISING

in other time zones. In a larger agency
you're more likely to specialize in a certain
area, such as pharmaceutical advertising,
than in a small agency, where you're more
likely to do a little (or a lot) of everything.
There are three main positions: graphic
designers, art directors and creative
directors. These roles can sometimes be
filled by freelance and contract workers, or
they may be full-time as part of a creative
department. Regardless of the position
you may take, a good advertising piece has
a way of sticking with you — whether it's a
memorable jingle, a clever catchphrase or a
beautiful image. If you feel you have always
had the eye for the perfect way to sell
something to the world, advertising design
provides a rewarding and exciting career
for the up-and-coming graphic designer.

Skills required

= Artistic ability and a knack for good, clever
visual thinking.

+ Being artistic and being a good designer
are two different things; both are desirable.
Being able to capture and communicate a
client's message within the current cultural
style while keeping it clever, innovative,
and graphically sound is a skill that will
take you far.

* Research skills and knowledge of customer
psychology and cultural tastes.

= Competitive edge — at times the advertising
industry has been called cut-throat.

* The ability to work well to deadlines and
under pressure.

« Knowledge of design and advertising history.

» Cultural currency.

The exciting part...

*» Upward momentum and networking: great
opportunities to meet other prospective
employers and clients.

= You are involved in strategies to help clients

make high-level business decisions.
* Great salaries if you move up.

... Not so much

* The larger the budget, the larger the
possibility of failure,

= Advertising can create notoriously high-
stress environments.

€ Best in the business

Grey Advertising, in all its forms, the giant
ad agency that has been around for 95 years,
and represents Volkswagen, 3M, Proctor and
Gamble, Mars, Kraft, Marriot, Toshiba, E-Trade,
Cannon, the NFL, among others.

Wieden+Kennedy has offices all over the
world and has been at the top of their game
for the last 30 years, with clients like Nike,
Coca-Cola, Facebook, Converse, Kraft, Levi's
and Sony.

BBDO employs 17,200 people in 287

offices in 77 countries worldwide, and

is an award-winning agency network,
headquartered in New York, that opened

its doors in 1828. BBDO has been recognized
for amazing work for high-profile clients

such as Pepsi, lkea, FedEx, BEC News,
General Electric, Campbells, Gillette,

Motorola, Chrysler, Pfizer, Wrigley, Mitsubishi
and UNICEF.

Ogilvy was founded in 1948 as Ogilvy &
Mather and is an international advertising,
marketing, and public relations firm that
operates 497 offices in 125 countries

around the world. Opened by David Ogilvy, the
company quickly became a leading worldwide
agency by the 1960s as it helped build
brands for American Express, BP, Ford, Barbie,
Maxwell House, IBM, Kodak, Nestlé, Pond's
and Dove.
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Droga5 is one to watch, named 2012 Agency
of the Year by Adweek, Creativity's 2011
Agency of the Year, and number two on
Advertising Age's 2011 Agency A-List,

Leo Burnett was opened in 1935, gained
momentum in the 1950s, and is still the ninth
largest agency in the world. The agency has
undergone many changes, but has garnered
many big-name accounts along the way,

such as McDonald's, Coca-Cola, Walt Disney,
Marlboro, Maytag, Kellogg's, Tampax, Nintendo,
U.S. Army, Philips, Samsung, Visa, Wrigley and
Hallmark. Today the agency has 97 offices in
84 countries across the globe,

In addition to the agencies above, check

out the work of these individuals: George
Lois, Joe Pytka, Lou Dorfsman, John C. Jay,
David Droga.

Career options

© Working in advertising usually means at an
agency, which provides great opportunities for
teamwork, netwarking, higher budgets, broader-
scoped campaigns, awards and unmatchable
experience. Working for big-name clients is more
common in bigger cities, and movement between
agencies is an option for many designers as they
graduate to head designers and art directors.

© Copywriter, marketer, account manager, production
artist. The person who enters advertising design
will often wear more than one hat.

@ Interns and internships are in heavy rotation
due to the fast-paced, low-attention-span nature
of the public as it scans for the next big thing
Interns are temporary, like trends, and their work
is creative, fresh, and usually free. Being at an
agency offers interns a lot of benefits — contacts,
clients and projects — but teaches them only
one thing they need to know about working in
advertising: whether they love it or hate it

& See also: Adwesk, Advertising Age,
The Clio Awards
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Information design and data
visualization

Information design, sometimes

called information architecture, is a
fast-growing and deeply rewarding
profession for the right kind of person.
Perfectionists and innately curious
people are frequently attracted to
information design, along with those
who want to produce useful design
that serves society rather than selling
products. Information design is
user-centred, and research and
analysis heavy.

Signage, computer-generated information
systems, graphs/charts, visualizing scientific
and technical data, digital control displays
and computer interfaces, and the design
of legal and technical documents are all
part of information design, but the field
is expanding. People drawn towards
mathematics and science, but who
are highly creative, are also drawn to
information design. It requires all the skills
of a designer, including problem-solving,
the ability to communicate clearly, a high
degree of typographic knowledge, image
generation and great research skills,
However, the information designer must
possess an additional level of rigour, be
interested in resolving the tiniest details of
a job, and be able to nail the relationship
between form and content. Information
designers frequently work with complex
data, finding a way to visualize that
information in the most direct and
unambiguous way.

In addition to all the design skills
mentioned, it's necessary for an information
designer to understand how systems work

and how they change in different
environments (print/digital/3D/space).
They need to have a strong grasp of how
messages are perceived, how information
is processed by readers/audiences
(cognitive processing), and be prepared to
spend many hours analyzing and bringing
beautiful order to chaos.

Functional design

Information design is important, meaningful,
useful and functional. It is a powerful form
of design that should speak to people in a
clear, unambiguous language, putting the
message first without sacrificing any of the
innovation or beauty of design. If it works,
it can illuminate a subject matter you
previously thought nothing about. If it
doesn't work, it can distort information,
create confusion, or the information

simply gets lost.

There's very little that's arbitrary or
subjective in this profession, but the
visualizations have become marvellously
creative and are now in demand from every
sector of the business world as full-page,
or full-screen, illustrations.

Skills required

* Great typography skills.

* Ability to approach complex information
logically and creatively.

* Understanding of systems and messages.

* Analytical mind.

The exciting part...

* Rewarding (meaningful and useful).
= Serves society (potential for good).
* Working with multiple content(s) and
complex data.
* Combines design and scientific rigor.
* Witnessing your design functioning in society.
* Working with interdisciplinary teams,
= Many different media and contexts for design.



... Not so much

+ Detail oriented (not for everyone).
* Content driven.

* Involves complex problem solving.

& Best in the business

Eric Spiekerman Information architect, font
designer and author of books and articles on
type and typography. Founder of MetaDesign
agency, Germany's largest design firm.

Otto Neurath (1882-1945), Austrian
economist and sociologist whose work for the
Social and Economic Museum of Vienna led
to the development of the Vienna Method, or
Isotype, to convey complicated information

to the Viennese public. His use of iconic
pictograms looks just as current today.

Richard Saul Wurman, architect and graphic
designer, first coined the phrase ‘information
architecture’ and is a pioneer in information
design, Wurman has written and designed
over 83 books, and is the creator of the

TED conferences.

Edward Tufte, called ‘the da Vinci of data’ by
The New York Times, the American statistician
gained his reputation through his outstanding
presentation of informational graphics.

Career options

© Designer in a company with a specialism in
information design, systems design, user
documentation or signage.

© Web designer in a company dealing with
information architecture.

© Designer in government agencies that deal with
delivering complex information to the public, such
as health services, transportation and weather.

& See also: Nicholas Felton (www.feltron.com), Toby Ng
(www.toby-ng.com), Peter Grundy (www.grundini.com).

ADVERTISING + INFORMATION DESIGN AND DATA VISUALIZATION
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Resources

The International Organization for Standardization (ISQ) ‘A’ series
is a system for sizing paper that was first used in Germany in
1922 where it is still called 'DIN A' (Deutsche Industrie Norm).
Each size is derived by halving the size immediately above it. Each
size is the same as another geometrically as they are halved u
the same diagonal. AQ is the first size and is 1m? (10 ¥ square
feet, approximately) in area. A series sizes always refer to the
trimmed sheet. The untrimmed sizes are referred to as 'RA" or
‘SRA!. About 26 countries have officially adopted the A series
system and it is commonly used everywhere in the world except
Canada and the United States.

The 'B' series is used when a size in between any two adjacent
A sizes is needed, which is relatively rare. The British and
American systems, unlike the metric A system, refer to the
untrimmed size of the sheet. As quoting just the A or B number
can cause confusion, both the A or B size and the size in inches
or millimetres should be given when specifying paper.

British standard book sizes

Quarto Octavo

mm in. mm in.
Crown 246 x 189 9 bxT V% 186 x 123 Thub
Large crown 258 x 201 10x8 198x129 Bxb
Demy 276 x 219 1M x8% 216x13B B x5 %
Royal 312 % 237 12%x9'% 234x166 94x6

U.S. book sizes

mm in. isa t i
mm X mm n. x in.
140 x 216 5lkx8
1’2":18? 5y 7 Letter 216279 8% x 11
' ; Legal 216 %356 8 x 14
140 x 210 5ex8% £
156 % 235 6% x 0% Junior Legal 203x 127 BxH
x X
136 x 208 5%y 8 Ledger(2] 432x279 17= 11
5 S Tabloid 279 x 432 11x 17
143 x213 b¥x8

ISO A series

207 mm (11}

594 mm (23

North American paper sizes

1189 mm (47 in)

52 mm 105 mm

(2 1) (4 n) 210 mm (B in)

420 mm (16 in.)

841 mm (13in.)

A

Y

A8

A7

A6

A4

AS

A2

A1




ISO B series

38 1
o ; . e m (7 | 34 in)
= 707 mm (28 in.) it 353 mm (14 in.) ot ot et
- 1414 mm (554 in) -
- —— >

B3

BS

B6

B4

Envelopes

C6 1692x114 mm(6Lxdiin)

C3.458x324 mm (18x12%in)
E4 400x280 mm (15%x11 in)

B4 350x250 mm (13!
C4.324x229 mm (12%x9 in)

5 250x 176 mm (10x7 in)
5 2595 lé% mrrTI .‘(9.;6 2inJ

B6 176x125 mm (7x5 in)

DL 220x 110 mm (84 x4 %in)

2) W 000 |

— (U |y w 1G5

A1) W 0pg
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Glossary

AAs: ‘Author's alterations' are edits made to the
content of a file by the client. Usually handled before
sent to press, if the client makes edits while the job is
at the printer — usually in the proofing stage — AAs
can prove very costly.

Abstraction: A aesthetic concept describing
something that is drawn from the real, but has been
'distilled’ to its barest minimum form, colour or tone,
often removed from its original context.

Ad server: A web-based system for inserting
advertising content dynamically into a web page.

Additive colour: System used on monitors and
televisions, based on RGB (red, green, blue). When
combined, these form white light.

Adobe Acrobat: The family of Adobe programs that
create and manage PDFs.

Ad server: A web-based system for inserting
advertising content dynamically into a web page.

Advancing and receding colour: Colours in
the red spectrum appear to advance to the human
eye, whereas those in the blue spectrum appear
to recede.

Alignment: The setting of text relative to a column
or page.
Analogous: Similar, comparable, alike; for example,

two colours that are near to each other, such as
grass green and leaf green, are analogous.

Anchor link: A navigational link that directs the user
to a specific section of a web page.

Anchor point: In a design program, a point on or
at the end of a curve or line that can be 'grabbed' by
the curser and moved around the canvas, either to
change the curve shape or to move the entire curve.

Artboard: In lllustrator, the virlual ‘ground’ into which
images are placed.

Associations: Connections between colours and
emotions, culture, experience and memaory.

Asymmetry: A composition where elements are
Juxtaposed and do not mirror the other forms on
the page.

Audience: |n its broadest sense, the consumers,
voyeurs, and occasionally participants of design work.

Balance: The deliberate placement of objects on a page.

Banding: Series of lighter or darker bands running
across an area of solid colour,

Baseline: The line on which the lowercase letters
sit, and below which the descenders fall.

Baseline grid: Locks text onto consistent
horizontal points.

Book jacket: Packaging that advertises both
product and publisher.

Brainstorming: A visual aid to thinking laterally and
exploring a problem, usually by stating the problem

in the centre of a page and radiating outward spokes
for components of the problem. Each component can
then be considered separately with its own spokes,
so that each point, thought. or comment is recorded.

Calibration: Colour settings that should be set to
show colour on screen as it will be in print.
Categories: A taxonomy structure for designating
dynamic content (posts) to appear in similar, or
different, news feeds within a website. Can be used as
a search criteria for displaying similarly themed posts.

Clip: The name for a sequence of images or length
of developed film or video.

Canvas: The virtual ‘ground’ that images are placed
onto in Photoshop.

Centred: Text that is aligned in the middle:

symmetrical, with an even gap at the end of each line.

Closure: The ability of the human brain to observe

an incomplete circle and to perceive it as complete.

CMS: Content management system. The structured
framework of a dynamically driven website.

CMYK: Cyan, magenta, yellow, key (black): the four
colours that make up the full-colour printing process.

CMYK break: The computed percentages of
C, M. Y and K ink that make up a colour.

Coated: A hard, waxy surface, either gloss or matte,
and not porous (ink sits on the surface).

Coated one side: A paper that s coated on one
side and matte on the other,

Collage: Derived from the French word for to glue’
involving the assemblage of elements of texture,
found materials and newspapers,

Colourimeter: Hardware that attaches to or hangs
in front of your screen, allowing you to calibrate and
profile your monitor,

Colour modes: The expression of colour in
numerical values that enable us to mix them
efficiently: CYMK, LAB, RGB.

Column: Vertical block of text.

Complementary colour: Colours, such as red and

green, that lie opposite each other on the colour wheel.

Composition: The arrangement of elements or
parts of a design (text, images) on the page.

Comps: Comprehensive sketch, a close
approximation of the printed product.

Concertina folds: Folds in alternate directions.

Connotations: A colour's broader associations,
for example: green — jealousy, naivety, lliness,
environment, nature.

Consistency: The considered selection of design
elements that have similar attributes.

Contextualization: The process of placing
something within the interrelated systems of meaning
that make up the waorld.

Contrast: Obvious differences in elements in
a composition; size, form, colour and weight.

Critical pathways: Defining the desired route of
a website's audience, as it relates to taking an action
(purchasing, contacting, registering, etc.).

Crop mark: Vertical and horizontal lines at the
corners of an image or page to indicate to a vendor
where to trim off the bieed area.

Customer profile/profiling: The process of
creating a series of parameters or set of information
that defines the desires, trends or interests of a
demographic so that designs can be pitched or
marketed to them.

Dashboard: The administrative back-end for a
content management system (CMS).

Data: Facts or pieces of information of any kind.

Denotations: What the colour means, or is; for
example, a red rose is a green stem with red petals.

Depth of field: Distance between the object of
focus and where the tocus starts to blur. For example,
a photographer may want a product to be in sharp,
clear focus but the background to be blurred, so
would choose a smaller aperture (f22), a slower film
speed (ISO 100) for higher resolution, and have extra
lighting and external flashes set up.

Diagram: Drawing or plan that explains the parts
of something, or how something works.

Didactic: A pragmatic and unambiguous method
of giving clear information.

Digital presses: Automate direct image transfer
from digital file to paper without the creation
of plates.

Digital printing: Method of printing that uses
a plateless computer-controlled press.



Documentation: The recording in written, visual
or aural form of what is of interest.

Domain name: The web address for a website. It is
renewed annually by the site owner for a nominal fee.

Dot gain: A printed dot that becomes bigger than
intended due to spreading, causing a darkening of
screened images, mid-tones and textures. This varies
with different paper stocks.

Downsampling: A form of compression that lowers
the resolution of images by eliminating unnecessary
pixel data.

DPI: Dots per (square) inch; the common form of
resolution measurement. Designers typically use
72dpi-sized images for web images, and 300dpi-
sized images for photo-realistic prints.

Drop-down (menu): A navigational element that
is revealed when a visitor clicks a main navigational
link to reveal related links (subsections) that are
displayed below.

Earmark: Identifying or distinguishing marks or
characteristics of a typeface.

Element: One small part of a composition, such
as a point or line, an image, a letter or a word.

Email client: An application used to review and
compose emails.

Embedding: A PDF removes the need for multiple
requisite files by including fonts and compressed
imagery in one file.

Ephemera: Objects such as newspapers, bus and
train tickets, and other found textures and typography.

F stop/Focal length and aperture: Size of
aperture or ‘iris’ inside a camera, which controls the
amount of light that hits the film or pixel sensor; the
range on a general camera is f4 (large aperture)

to {22 (small aperture). A large aperture (f2, for
example) brings more light into the camera and
results in a softer image; a small aperture (f16, for
example) allows less light into the camera but gives
a sharper image.

Favicon: A small branded element that appears
in the web browser's URL field, bookmark list, or
favourites list.

Filter: Plates of glass or plastic attached to the front
of the lens in order to accentuate different qualities.
For example, a polarizing filter cuts down light glare;
a colour filter enhances different colours.

FLA: The uncompressed and edilable file format
from Flash. Make sure to keep your master copy safe.

Flexography: Method of printing that uses rubber
relief plates.

FLV: Flash video, the file extension format
for displaying video on the internet supported
by sites such as YouTube and news feed
streaming.

Fly-out (menu): A navigational element that is
revealed by extending out to the side of a main
navigational element.

Font: One size, weight, and width of a typeface:
Garamond Roman 12pt is a font.

Footer: The lower section of a web page layout,

usually featuring navigation and copyright information.

FPO: For position only; the use of a temporary
placeholder or low-resolution image in place
of the high-guality counterpart during the
design process,

French folds: Sheets of paper are folded in half,
so that they are double thickness. The two folds
are at right angles to each other, and then bound
on the edge.

Gamut: The complete range of colours available
within one system of reproduction, e.g, CMYK gamut
or RGB gamut.

Gang-run printing: Printing many difterent jobs on
one large sheet.

Gatefold: A way of folding paper so that the outer
quarters of a page are folded to meet in the centre.
The result works like symmetrical doors that open
onto an inner page.

Gestalt psychology: A theory that suggests
that the mind perceives and organizes holistically
and finds patterns in that which appears to

be unconnected.

Gloss: A shiny form of paper, used for magazines,
books, etc.

Gravure: Method of printing that uses plates with
recessed cells of varying depths.

Grid: Series of horizontal and vertical lines on a
page, used as a visual guide for lining up words
and images.

Ground: The page, surface, or area in which the
design will be placed.

GSM: Grams per square metre, or g/m2.

Gutter: The gap between two text blocks or spreads
on separate pages either side of the book fold
or binding.
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Handle: An anchor point in a design program
connected to the main vector path by tangential
lines that can be manipulated to change the shape
of the curve,

Harmony: image with a balance of two ar more
colours that work together, for example taupe
and grey,

Header: The top section of a web page layout,
usually teaturing branded elements and the main
navigational structure.

Hierarchy: The different ‘weight’ or importance given
to type or image to emphasize different aspects.

Hyperlink (navigational link): A clickable
navigational element that allows site visitors to
navigate through the website,

Hyphenation: The point at which a word is broken
at the end of a line in continuous text, and a hyphen
is inserted.

IAB: The Interactive Advertising Bureau.

Identity: A unified, identifiable look for a product
or organization.

Information Architecture (1A): A balance of
the intrinsic nature of a website and established
user expectations, combined with your client’s
overall goals.

Inline text link (navigational link): Hyperlink
within the body of a web page layout.

The Interactive Advertising Bureau (1AB): An
organizetion that documents and works to define the
standards for online advertising.

1S0: International Organization for Standardization,
This sets a standard range for virtual film speeds in
digital cameras: SO 100, for example, works best in
good lighting conditions for stationary objects: SO
1600 works best in poor lighting conditions and for
mobile objects.

Justified: Lines or paragraphs of type aligned fo
both margins simultaneously, creating different
spacing in between words.

Juxtaposition: The process of putting two or more
unrelated or opposite elements or objects together
to create different effects.

Kerning: Adjustments to the spaces between two
letters (used extensively for capitals).

Keyframe: Either the frame of an animation at a key
stage, or a frame in a clip where a transition is due
to start.
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Laid: A paper that has lines on its surface from its
means of production. Often used for stationery.

Lateral thinking: A form of research where the
emphasis is on indirect, creative forms of inquiry
and thinking.

Law of closure: The mind creates a solid object on
the page from suggestions of shapes and placement
and proximity of elements.

Layer Comps (Photoshop): A feature that allows
the user to record which items are viewable in a
complex, multi-layer document.

Layout: Placement of words and images on a grid
or document to organize information.

Layout roughs: (See Roughs) Loose concept
sketches for page design that organize space without
showing detail.

Leading: The horizontal space between lines of
type. Related to the historical use of strips of lead
in letterpress.

Lens: Different lenses extend the capabilities of
the camera.

+ A riormal lens on a digital or film SLR is 35mm,
considered to be near enough to human vision.

= A macro lens captures sharp, extreme close-ups
of objects.

A wide-angle lens captures a wider vision, but with
perspective distortion.

* A telephoto lens captures objects at distance.

Letterspacing (Tracking): The space between
letters, which can be adjusted.

Ligatures: Two or more letterforms joined to create
a single character,

Line: A continuous form of connection between two
points (*_").

Linear reasoning: A form of thinking that implies
strategic thought process, one in which step-by-step
logic is employed.

Linen: Similar to laid, but finer lined.
Linguistic: Of, or relating to, language.

Lists (unordered/ordered): An unordered list s
a bulleted list of similar concept. An ordered list is
grouped in order, by using an alphanumeric sequerce.

Lossy: A compression format that removes or ‘foses’
cerfain areas to achieve a smaller file size, yet reopening
the file causes the program to ‘guess’ at the missing
data, possibly creating a lower-quality version.

LPI: When printing halftones, such as in one-colour
newspapers and reproductions, the lines per inch Is
the number of lines that compose the resolution of
a halftone sereen.

Margin: The usually blank space to the top, bottom
and sides of a page between the tnm and the live
printing area. Headers, footers and page numbers
are traditionally placed within this area.

Market research: The process of collecting and
collating data from questionnaires, interviews and
comments from the public regarding a concern, a
problem or a possible solution.

Matte: A dull, non-shiny quality of paper, used for
newspapers, for example.

Measure: The length of a line of text on a page,
based in inches, centimetres, points or picas.

Metaphor: Word or image that sets up associations;
for example, a ‘piece of cake' is a metaphor for easy.

META tags: Elements within the HTML code, used
by the search engines to properly index websites.

Metrics: The strategy for measuring the success -
or failure — of a project’s goals.

Monetized: Earned revenue from online marketing
activities, such as banner ad placement.

Montage: Derived from the French word for
‘assemble;’ a piclure made from pieces of other
pictures.

Navigation (breadcrumb): A path-based
navigation that identifies the user's location within
the structure of a website.

Navigation (dropdown): A navigational element
that is revealed when a visitor clicks a main
navigational link to reveal related links (subsections)
that are displayed below.

Navigation (fly-out): A navigational element that
is revealed by extending out to the side of 2 main
navigational element.

Negative space: The white or coloured area around
an element, e.g. a margin of a page.

Non-representation: The opposite of
representation.

Offset lithography: The digitally produced printing
plate is {reated chemically so that the image will
accept ink and reject water.

Onomatopoeia: In typography, the use of type to
suggest the sounds of a spoken language, such as
adding a large ‘o’ to the word ‘open’

Optical adjustment: Making adjustments to
letterspacing by eye, not mechanically.

Ordered lists: Typically a grouped list of items using
an alphanumeric sequence.

Organic results: Search engine resulis based
on the natural appearance of keywords within a
site dialogue.

Ornaments: Typed characters that embellish the
page. Also known as flowers.

Page plan/Flat plan: A document with a seres of
numbered thumbnails set out in an ordered grid that
represents each page in a book.

Panel: Device used to highlight information. Also
known as a sidebar,

Pantone Matching System (PMS): An
international system to ensure reliable colour
selection, specification and control.

Paper grain: The direction of wood fibres that make
up a piece of paper.

Patch: The space on a bookstore's shelf occupied
by spines of books from the same series.

Path: A drawn line in a design program,
mathematically determined; also called a vector.

PEs: 'Printer's errors' are mistakes and omissions
found at the proofing stage by the designer or client
that did not, for whatever reason, make it from the
supplied file o the press. The cost of these errors
is usually absorbed by the vendor as a matter of
customer service.

Perfect binding: Method similar to paperback
binding, where loose sheets are encased in a heavier
paper cover, then glued to the book spine. Edges are
tnmmed to be flush with each other.

Photomontage: The assemblage o7 various
fragments of photographs.

Pixel: The smallest element of a computer screen or
printed image. The word 'pixel is an amalgamation of
picture (pix-) and element (-el).

Placeholder: A temporary or low-resalution image
in place of the high-quality counterpart during the
design process.

Plates: Separate printing plates for separate colours
that overprint to create colour images in 4-colour
offset printing,

Plugin: A WordPress term for an element that

adds a functional enhancement to the basic CMS
structure. Also referred to as widgets and modules.



Poetic: A style that is less clear, but more artistic,
mare open to interpretation.

Point: A dot on a page, such as a period ().

Point size/Pica: The relative size of a font. There
are 72 points in an inch.

Positive space: A form, image or word printed
or formed on the page.

PPI: Pixels per inch or pixel density is
interchangeable with DP|, but usually refers to
the resolution of an unprinted image displayed on
screen or captured by a scanner or digital camera.

Primary colour: Red, yellow or blue.

Primary research: Gathering matenal that does nof
pre-exist, such as photographing, drawing, making
prototypes, interviewing people.

Proximity: The relationship of one object to another,

Quality control strip: Usually incorporated in
printed sheets outside the grid to monitor the quality
of plate-making, inking and registration. Checking
black sections helps point out colour casting.

Quantitative: Related to quantities of things, or
measurements (numerical).

Ragging: When text is aligned left some words at
the end of the lines might jut out farther than the rest
and cause uneven-looking paragraphs.

Ranged (or Ragged) left/Ranged (or Ragged)
right: Text that is aligned to a column or margin,
either left or right.

Raster: Assemblages of pixels on a 2D grid system

that can be viewed on computer screens or print media.

Ream: Standard quantity of paper; 500 sheets.
Recto: The right-hand page in a book.

Registration marks: Hairline marks at the comers
of a printed page to help ensure plates are lined up
correctly and designate what will be cropped off at
finishing time.

Relief: A printing process that uses a raised surface,
such as letterpress.

Repetition: The repeated use of select design
elements within the same composition,

Repetition with variation: The alteration of select
aspects of a repeated element.

Representation: Something that looks like.
resembles or stands in for something else, In
drawing, this is also known as figurative, since it
deliberately attempts to mimic the thing drawn.

Resolution: The clarity of a digital image, A low-
resolution image (30dpi, for example) will have clearly
visible pixels; a high-resolution image (300dpi, for
example) will not.

Responsive web design: The content of a website
layout is coded to reposition itself in response to the
specific devices on which the website is being viewed.

Return on Design Investment (RODI): The
measure of receiving positive resulis for the client's
investment in the project.

Rhetoric: A style of arguing, persuading, or
engaging in dialogue. For a designer, it is a way
of engaging the targeted audience.

RODI: Return on design investment indicates the
success of a project in relation to the project's
unique goals.

Rollover folds: A way of folding a page so that
successive folds turn in on themselves and the page
1s folded into a roll.

Rotations: The number of times that an animated
GIF file will play, from the first frame to the last.

Roughs: Loose sketches for concept and
compositional development that do not include
fine detail.

Saddle stitching: Binding method where sheets
of paper are folded in the centre, stitched together
along the fold, then glued into the cover spine.

Sans serif: Without serif. Typefaces such as
Univers, Helvetica, Aksidenz Grotesque and Futura,
characterized by their lack of serifs. Predominantly
associated with the 18th/20th centuries.

Satin: A form of paper between matte and gloss.

Schematic: Simplified diagram or plan related to
a larger scheme ar structure.

Screen printing: Method of printing that
uses stencils,

Screen resolution: The resolution of a file that

will be viewed on-screen is 72 pixels per inch (PPI).
When designing for high-density displays (i.e, Apple's
‘Retina Display), the document's dimensions should
be doubled, not the resolution,

Secondary colour: A mix of any two primares:
orange, green or violet.

Secondary research: Gathering material that
already exists, such as design work, colour samples,
written texts, newspaper/magazine articles, archive
images (e.g. historical samples of advertising),
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Semantics: The study of meaning in language
and elsewhere.

Semiotics: A system that links objects,
words, and images to meanings through signs
and signifiers,

Serif: Structural details at the ends of some strokes
in old-style capital and lowercase letters.

Shift-scheduling: Allowing presses to run all day
and night.

Simultaneous contrast: The human eye tends
to differentiate between two neighbouring colours
by emphasizing their differences rather than their
similarities — background colours affect foreground
colours (the image).

SLR: Single lens reflex. These types of camera use
a viewhinder and mirrors so that the photographer's
sightiine goes through the main lens and results in

a what-you-see-is-what-you-get image.

Spot colour: Any flat colour, like Pantone or
Toyo colours, printed as a solid, and not made up
of CMYK.

Statistical: Related to the collection, classification
and organization of (often numerical) information.

Stock: A generc form or type of paper, such as
tracing paper or matte coated.

Storyboard: A document similar to a flat plan, but
with a sequence ot thumbnails that specifically lays
out the narrative for a comic strip or film.

Stress/Axis: The angle of the curved stroke weight
change in a typeface. Seen clearly in letters such

as ‘ol

Style board: A presentation of proposed website
stylizations for review by a client, independent of the
overall website structure.

Subtractive colour: System used in printing, based
on CMYK colours.

SWF: ShockWave Flash, the file extension
tormat for displaying animated vector files on
the web.

Symbolism: A way of representing an object or
word through an image, sound or another word; for
example, a crossed knife and fork on a road sign
means a café is ahead.

Symmetry: A composition where elements are
balanced or mirrored on a page.

Syntax: The study of the rules for the formation
of grammatically correct sentences.
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Tag cloud: A keyword-based navigation element
on a website, where keywords can be selected in
order to refine search criteria to display similarly
themed posts.

Taxonomy: A way to group related content in
a structural format.

Theme: A collection of pre-designed web page
layouts, designed around a centralized concept, where
the arrangement of the page’s structure as been
specified by the theme's author.

Thumbnail: Small. rough visual representation
of a bigger picture or final outcome.

Timeline: The linear timeline in both Flash and After
Effects in which keyframes can be fixed in order
{o designate animated milestones in a production.

Tool tips: A message that displays when a user
hovers with a mouse over a linked element,

Type anatomy: The language used to describe the
various parts of letterforms,

Typeface: The set of visual attributes (design or
style) of a particular group of letters: Garamand 1s
a typeface.

Typographic rules: Printed lines that direct the
reader's eye.

Unordered list: Typically a bulleted list of
grouped items.

Uniform Resource Locator (URL): The address
of a website,

User Interface (Ul): The space where humans
interact with machines. It is a part of the larger user
experience (UX) of a website or application.

User Experience (UX): The experience a user has
with a website.

Varnish: A liquid sprayed or spread onto paper to
give it a hard-wearing surface so that printed ink
stays intact.

Verso: The left-hand page in a book.

Vibration: Complementary colours of equal lightness
and high saturation tend to make each ather appear
mare brilliant, and cause the illusion of mation along the
edges where they meet.

Web hosting: A designated online storage space for
hosting a website and related email accounts.

Weight: Colours differ in perceived ‘weight. For
example, if a man was to move two large boxes equal
in size but one pale green and the other dark brown,

he would probably pick up the green one because it
appeared lighter. It is generally assumed that blue-
greens look lighter whereas reds appear stronger,
and therefore heavier.

White space: The open space surrounding
a positive image that defines shape and
directs hierarchy,

Widgetized areas: Locations within a CMS theme
where plugins and widgets can be inserted into the
physical layout. Typically, these are located within the
side column and lower (footer) area of a web page.

Wove/smooth: A smooth, uncoated paper that is
very porous (ink sits under the surface).

x-height: The height of a lowercase 'x' in
any typeface.
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readability 76-77
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Renner, Paul 75
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concepts 24-25
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exploratory drawing 16-17
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multiple images 13
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20-23
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visualizing ideas 18-19
website design 184
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sans serif 66, 68, 70
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Saussure, Ferdinand de 21
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scheduling 27-28
build a schedule 31
schematics 96
Scher, Paula 69, 70, 73, 82
Schwitters, Kurt 113
screen printing 135
screen resolution 177
search engine optimization
(SEO) 178
image search results 178
images 178
keywards 178, 179
meta tags 178, 179
page title 178
search page results 178
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SEO advice for your
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site description 178
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semantics 63
semiotics 21, 23
serif 66, 67, 70
shapes 33, 35, 50
shift-scheduling 137
signs 21
simultaneous contrast 90, 98
site maps 143
size and format 50
cantent determines format
50-51
folds and binding 51
primary considerations 50
SmashingMagazine.com 155
social media 169
space 33-35,78
spot colour 89
SSL (Secure Sockets Layer) 148

| stock papers 131, 136

Storor, Mark 51
storyboards 29
style boards 164, 166, 184
styles of layout 44
asymmetncal page design 44
asymmetrical revolution
44-45
combining styles 45
integrating styles 46
symmetrical style 44
subtractive colour 89, 90
symbolism 23
dots, lines and shapes 35
typography 84
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symbol families 21
symbol style 21
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symmetry 38, 39, 44, 103
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typographic symmetry 38
syntax 63
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tag clouds 175
tertiary colour 89
texture 93
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20-23
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thumbnails 18-19
TIFF 127
tints 98, 133
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tools and technologies 102
Adobe Flash and Adobe
After Effects 118-119
Adobe lllustrator 114-117
Adobe Photoshop 110-113
assignments 120-123
page assembly programs
106-109
photography basics and
sourcing images 102-105
tracking 73
tricks on the eye 36
Tumblr 148, 182-183
typefaces 63, 64
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to capitals 78
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clarity 71
display type 68, 83, 84
fluidity 71
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impact of x-heights 65
large x-heights 65
measuring 65
numerals 65
point size/pica 65
sans serif 66, 70
sans-serit and script
typefaces 68
selecting fonts 70
serif 66, 67, 70
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x-heights and readability 75
typography 62
anatomy of type 64-65, 86
assignments 86-87
design history 85, 87
design objectives 72-73
form matching content 84
headings 80
intelligent design 84
Justification options 74
key terms 64-65
leading 73, 75, 77
less is more 79
letterspacing 72
meaning 63

|
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power of contrast 78

ragging text 75

readability and legibility 76-77

simplicity rules 70

spacing 72-75

text as image 84-85, 87
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type in motion 73

type size 79-81
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62-63, 86
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(CMS) 173-175

web hosting 180
web layouts 162, 164, 165
anchor link/jump link/tap
of page link 163
below the fold 163
body area 163
breadcrumb navigation 162
call-out/call-to-action
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