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The Book of Rules

Sean Adams

Being a designer requires possessing
certain dissociative identity disorder char-
acteristics. Previously known as multiple
personality disorder, its symptoms result in
adesigner possessing two personality states.
The first is obsessively focused on the
most minute details of type: serif forms or
the optical appearance of hanging quotation
marks. The second personality is opento
radical new ideas and can view any problem
with comprehensive and open-ended
solutions. Unfortunately, there is no alterna-
tive. To succeed as a designer requires being
able to acknowledge both ways of seeing
the world.

The title of this book, Graphic Design
Rules, identifies alife-saving suggestion that
will prevent the viewer from assuming that



the designer is merely a small child or house
catthat haslearned how to use the computer.
But, in the right hands and with radical
thinking, one might find a use for Comic Sans
(although highly unlikely, as it is remarkably
clumsy and overused). The thing about rules
is that they often work best when broken.
Without experimenting with that which is
considered entirely incorrect, we might still
be using medieval medical techniques, for
example. Here, then, is the dilemma: when to
follow the rules and when to ignore them.
Experience should be the guide when
determining if one should ignore convention
and choose low-quality paper stock, combine
multiple serif typefaces, or use expected
and bland stock photography. On one project,
I chose the most inferior quality of paper
possible to communicate authenticity.
On another, I combined Garamond, Bodoni,
Caslon, and Century Expanded because
Iwanted to. And I've applied terribly banal
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stock photos to a project to add humor.
Oneviewer might be enchanted with these
choices, while another might find them
disturbing and entirely misguided. But

I decided to make these choices after doing
the right thing and following the rules for
more than twenty years.

Design is not only about research and
great concepts. Craftis avital component
that separates us from cows. Recently,

a designer who travels in radical avant-garde
circles told me that craft was the c word.
Somehow, the idea that a designer focused
onthe refinement of form and excellence

in execution was equated with vapid and
“aesthetically attractive” work. I disagree
entirely. Why would a solution that employs
sloppy typography, grammatical errors,

and dour colors be more intelligent? If our job
as designers is to communicate a concept,
shouldn’t seducing the viewer be preferable
torepulsing him or her?

THE BOOK OF RULES
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Much of Graphic Design Rules is oriented
to assist the designer with issues of craft
through rules, suggestions, and methods.
This incorporates approaches to typography,
composition, color, and images. These are
the ingredients, with a strong concept, that
create a design solution. If I were a chef,
Iwould strive to work with the best ingredi-
ents: produce, choice of meat, and herbs.
Iwould not expect an excellent meal if
Ireplaced the fresh ahi tuna with canned
tuna or tomato sauce from scratch with Chef
Boyardee or SpaghettiOs. The sameis true
with design. Working with a well-designed
version of atypeface, such as Garamond,

a custom color palette, and extraordinary
photography will produce a superior solution
rather than the free downloaded typeface,
the default palette in a software program,

and random stock photography.

Once one has mastered the “right” way
of designing and is confident that every
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en dash is appropriately typeset, itis
acceptable to allow that other personality
torisetothe surface. He or she canthen
imagine remarkably unexpected and
provocative solutions, challenge the status
quo, and explore alternative processesin
production. However, that personality hell-
bent on following the rules and on creating
perfection needs to step in periodically

to make sure the solution communicates
clearly and delights the viewer.

THE BOOK OF RULES
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Type &
Typography



DON’T use Comic Sans

Comic
Sans

Well, we had to putitin, didn’t we?
Comic Sans is arguably the mostinap-
propriately used typeface in history
sinceits first appearance in 1995.

It was designed for Microsoft ayear
earlier by Vincent Connare (who inci-
dentally is very philosophical about his
notoriety among type fans) to supply
user-friendly menus for people who
were a bit scared of computers. When it
was included as one of the font choices
in Windows 95, it took off faster than

aspeeding bullet. Everyone with a
computer and the notion they could do
graphic design started using it on their
homemade letterheads, party invites,
curriculavitae, shop signs, well, you
getthe picture. Comic Sans wasn’t
designed to do all these things, so why
did everyone like it so much? Connare
thinks people like to use it because
“it’s notlike a typeface.” Ouch! What
better reason can there be to not use

Comic Sans? TS

TYPE & TYPOGRAPHY 13



DO use Comic Sans...ironically

Fashion

Show &™

DidIjust sayyoushouldn’tuse Comic
Sans? Well, I was only kidding. One of
the great things about typefaces that
are vilified due to inappropriate appli-
cation or overuse is they gain a platform
from which they can be used to portray
irony, sarcasm, satire, and so on. If
you’ve got a dispiriting message that
you want to make light of, for instance
“Turning forty-six next week and really

1

happy about it—party on!” Comic Sans
might just be your typeface of choice.

The problem is that those invitees who

14 TYPE & TYPOGRAPHY

aren’t graphic designers won't get the
joke. Using type ironically can be very
effective and indeed great fun, but only
ifthe ironyisn’t wasted. Therefore,
think carefully before you decide to use
Comic Sans, Child’s Play, Dot Matrix,
Bullets Dingbats, or any other novelty
typeface that requires anyone to figure
out why you chose the typeface in the
first place. Ifthe joke isn’t immediately
transparent, you should probably have
gone for Times New Roman instead.
Haha—doyougetit? No? TS



DO accept that Times New Roman

has its uses

Bor

Ing!

Times New Roman is an incredibly
useful typeface. It’s well designed,
with elegant letterforms, and displays
excellent readability and legibility
characteristics. It’s also very economi-
cal with space, aproperty that harks
back toits origins as a typeface
designed for the Times newspaper in
1932.Its biggest problemis thatit’s

so totally ubiquitous, it has lostits
personality. Everyone with a computer
canidentifyit, thanks once again to
Microsoft, who’s bundled it with
Windows since 1992 and made it the
default typeface for Word before

switching to Calibriin 2007. It’s also
one of the most widely used typefaces
in mass-market paperbacks, particu-
larly in the United States. This is why
we graphic designers get all haughty
about usingit. Are we being fair? I'm
not so sure. Ifit’s not such a great type-
face, how come it’s used more than any
other for so many varying applications?
Ithinkit’s time to accept Times New
Roman for what it is and give thanks for
its usefulness. But will I be using it for
my next commercial design commis-
sion? No way—it’s Times New Roman,

for goodness’ sake! TS

TYPE & TYPOGRAPHY 15
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DON’T use Zapf Dingbats

XX &8 b G ode oK ofe B e M XX &8 -

\!4 \9/
4 % <> Sk osie

VG OK I S SRR

¥ ¥k # @ k O Wl 5 5 % %

%k U

B OX A X Ve[ %k

KO X kDK | I KOx

Good design is about good ingredients.
A talented chefuses the best spices,
vegetables, and meats. A bad chef
chooses the premade cake mix rather
than making a wonderful cake from
scratch. Zapf Dingbats are well drawn
and have an excellent pedigree,
created by Hermann Zapf. But they are
ubiquitous and off the shelf. They work
well for handmade signs for lost dogs
or birthday parties. Like most design
elements, a good rule of thumb is to ask
this question: would my mother design
this? Unless your motheris anoted

designer, she will likely design an

16 TYPE & TYPOGRAPHY

invitation for her weekly bridge

game using Zapf Dingbats. Your poster
for aclient, such as the Melbourne
Operaorthe Louvre, deserves better.
Unfortunately, while they are useful
and in some instances (the triangle and
simple star) acceptable, Zapf Dingbats
will create work that is dull, ordinary,
and expected. As a designer, one

of our jobs is to create delight. Invent

a custom form for an arrow, asterisk,
or scissors. If great designisin the
details, why would choosing a banal
detail be the right choice? SA



DO worship classic typefaces

Helvetica
Futura
Garamond
Clarendon
Bodoni
Avenir

DIN

Akzidenz Grotesk
Frutiger
Univers

Sabon

Mrs Eaves

Meta

News Gothic

What designates a typeface as
aclassic? First, it doesn’t mean the
typeface hastobe ahundredyears old,
as any typeface providing amarker
for aprominent graphic style can be
considered a classic.In 2009, I was
fortunate to work with designer and
writer Tamye Riggs on abook about
classic fonts. She came up with a great
analogy to automobiles: every year
seems to produce its own classic car;
the same can be said of fonts. Any
typeface that makes a credible mark
ontypography has arightto join the

classics club—Sentinel (asused in

this book) is a good example of
arelatively new font that has become
aclassicvery quickly. The digital
revolution has placed thousands of
(often quite bad) fonts at our disposal,
but for me it’s the typefaces that have
best made the transition from movable
type to digitized font that are the true
classics. These are fonts that will
always remain relevant and should
indeed be worshipped, although
respected is probably abetter word.
Use them wisely and often—they’ll
never letyoudown. TS

TYPE & TYPOGRAPHY 17



DO learn about
typographic
classification

Humanist serif ...
Old Style serif ..

It’s normal to make type choices based
onthe feel you get from a typeface, but
knowing atleast alittle about typo-
graphic classification (the grouping

of typefaces that share similar design
characteristics) can help youreach
amore informed decision about

using specialist type. For example,
Transitional serif typefaces from the
mid-eighteenth century, such as
Baskerville, are evolved interpretations
of Old Style serifs dating back as far as
the late fifteenth century; they are more

18 TYPE & TYPOGRAPHY

elegant and easier to read. This means
Transitional serif typefaces are par-
ticularly well suited to the setting of
long-form text. Some background
knowledge on a typeface’s origins can
go along way, especially when a specific
historical period is referenced in the
text. Using Futura to set your headings
for that article about the Industrial
Revolution isn’t necessarily wrong, but
Baskerville mightlook alittle more

appropriate. TS



Transitional serif ...
Rational serif ..

Grotesque slab ...
Geometric slab ...

Humanist sans ...

YYYYYYYYYYYYYYY



DON’T choose the latest typeface for
every new project you work on

Graves, and Sons,

MORTICIANS

As designers, we're all susceptible to
abit of typeface mania every now and
again. You know how itis—a MyFonts
newsletter arrives in your inbox, you
scroll down, and there it is. You think,
My God! That font is amazing. I must
buyitand use it onthe project I'm just
about to start. But hold on just a second.
It might be a great typeface that you
can’tlive without, butis it truly right for
the project? More to the point, will your
client respond well to it? For example,
if you're working on anew logo for
amortician, MetroScript might not

20 TYPE & TYPOGRAPHY

be agood choice, no matter how much
you like it. Likewise, Futura might
notbeideal for the badge of the local
amateur baseball team’s uniform,
unless, of course, they all work together
ataninterior design shop and are
fans 0f1920s European architecture.
These are extreme examples, of
course, but think carefully about the
appropriateness of your font choices,
and try not to get carried away by
your own personal favorites when
atried and trusted font might serve
you better. TS



DO learn that trendy typefaces
do not always prevail

Curlz

Lifeis full of regrets and errors.

Why did I say yes to thatlast cocktail?
Perhaps the adoption of twelve children
was overkill? Trendy typography is one
of the most egregious of these errors.
Curlz may seem wacky and fun, but

it will ruin your life. As designers, we
have the pressure of remaining aware of
shifts in popular culture. Understanding
whatis trendy is part of the job. The
obvious reason for choosing classic
over trendy typefaces is that the trendy
fonts will likely soon fall out of style.
Classic fonts have survived the test

oftime. Consider your haircutin

high school. Is that school photo the
one that you use as your headshot

for publications? No. Each of us,

at some point, has fallen into a trendy
and tragic hairstyle. Trendy type

is the same. Template Gothic was
groundbreaking in 1990. Four years
later, all of these projects were
dismissed as “s01990.” These projects
now sit unseen in designers’ flat files,
like high school senior photos, hidden
from public view. SA

TYPE & TYPOGRAPHY 21



DO accept that legibility and
readability are more important
than typographic styling

Our purpose as designers is to commu-
nicate effectively, but the number of
options available to us can often be
overwhelming. First of all, any number
of typographic stylings can be applied
to aheadline or abody of text; designers
often submit text matter featuring
numerous typefaces. (We jokingly refer
to this type of designer in my studio as
a Ten-Typeface-Terry—apologies to
Terrys everywhere!) Sadly, this

22 TYPE & TYPOGRAPHY

approach not only makes it very hard
for the reader to navigate the text

and understand the content but also
makes for an unpleasant reading expe-
rience. I always turn the pageifitis
typographically confusing—ifthe audi-
ence decides to do the same, then the
designer has failed in providing legibil-
ity and readability. Keep it simple,
choose appropriately, and respect the
words. PD



@

DO throw legibility and readability

out the window

s kA Yy

Legibility and readability are not
always of utmost importance. You only
have tolook at the hugely influential
body of work created by David Carson
during the 1990s, when he was art
director of Raygun magazine—an era
that pioneered what later became
known as grunge typography. This style
of typography was often practically
illegible, relying on the visual impact of
the type to convey the core meaning of
the layout. Admittedly, much of the
work produced during that period now

looks dated, but, graphically, much of

it also stilllooks spectacular, almost
more art than graphic design. Where
does artend and graphic design begin,
though? There’s a good question. The
bottom line: If you're designing a public
service leaflet for a government depart-
ment or abook about Swiss furniture
design, grunge typography really isn’t
the way to go. However, if your audience
is likely to respond to typography that is
alittle more radical, legibility and read-

ability may indeed be sidelined. TS
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DO learn about
the anatomy
of letterforms

Ascender

Terminal

Baseline

I've always been fascinated by how
many intriguing terms there are for the
components that make up letterforms:
ascenders, balls, chins, dots, and so on.
Any designer worthy of the title should
really spend time learning the names of
these components that make up charac-
ters. Youwll find it most useful when it
comes to choosing typefaces for a
design, asyou’ll understand how the
individual letterforms are constructed

and be able to compare particular

24 TYPE & TYPOGRAPHY

typefaces with an expert eye. This is
especially important when considering
which typeface to use for text matter—
you can use this knowledge to help
evaluate the appropriateness and legi-
bility of a typeface. If you decide to take
onthe challenge of designing your own
typeface, it’s even more important that
you know about the anatomy of letter-
forms and how these elements have an
effect on atypeface’s appearance and

structure. PD
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DO make font format
choices based on
their intended use

Some years ago, it would have been
abadideatouse TrueType fonts for a
print project because there were issues
outputting the format to RIPs (raster
image processor) or laser writers.
Software improvements to print and
PDF workflows mean that thisis not
amajor issue today, but format choice is

still important for web use, as different

browsers prefer different formats.

The TrueType format (TTF) and its
much improved successor, OpenType,
is probably the best choice overall. Web
Open Font Format (WOFF) is amuch
better option, asitis widely supported,
as are Scalable Vector Graphic (SVG)
fonts, which work particularly well on
phones and tablets. TS
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DON’T use “free”
fonts, unless you
are sure they are
of good quality

1009,

Since the emergence of digital design
technology, there has been an explosion
in the number of typefaces. This is
thanks to the development of relatively
easy-to-use typeface-creation software
and the rise of websites dedicated
tothe sharing or selling of typefaces.
Many of the typefaces are available
online to download free of charge or for
anominal fee. However, on anumber

of occasions, my studio has found that
“free” fonts don’t work as they should—

whether on aprintout, in a PDF, or

26 TYPE & TYPOGRAPHY

within live files. Either they have failed
to display properly, or they do not work
atall. This has, obviously, created great
difficulties because, by that stage, the
design has been established, refined,
and approved—the only solutionis to
find areplacement typeface. If there is
adeadline to meet (and there always
is!), this can cause tension between you
and the client. Always check the type-
face’s integrity, and make sure it works
as it should before incorporating it into

your design. PD
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DON'’T design for print

using system fonts

Times New Roman

Verdana

m Palatino

Courier

Trebuchet

System fonts are made for civilians.
These are basic choices provided so
everyone can exchange Word docu-
ments easily and so a child can make
asign for their bedroom door. Some
system fonts, such as Times Roman
and Helvetica, are beautiful typefaces.
Times Roman was designed for the
Times of London in 1932, and Helvetica
was designed in 1957. They are legible,
clear, and refined. Unfortunately, they
are also everywhere. And anything that
is everywhere can easily becomes back-
ground noise or wallpaper that we

donot see. Telephone poles are a good

example. Now, there are exceptions.
Arial and Georgia are system fonts that
are good choices for websites. They
are poor choices for printed materials
and for instances when you need
adistinctive voice. “But Verdana is
perfectly fine,” you may say. And yes,
itis. Butsoisraw concrete. I'd rather
choose another surface for my house.
Itisimportantto have abroad knowl-
edge of typefaces. Recognizing
arefined cut of Univers as opposed

to system Verdanais what separates
agood designer from those designing
telephone directory ads. SA
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DO mix typeface choices
to create typographic texture

Typography Today

{The Summer Lecture Series }

1800-1850
The Fann Street Foundry

British typeface design and its lasting influence on American typographic culture.

Different typefaces don’t always work
together naturally, but good combina-
tions of fonts from opposing type
families can create wonderful typo-
graphic texture. For an experienced
typographer, the process is largely intu-
itive; let’s face it, everyone is going to
have their own opinion about which
typefaces combine well. However, it’s
useful to have a few ground rules to
follow. First, look for historical links
between typefaces and try combina-
tions in which the features of each font
underpin its role in your layout. For

example, an early grotesque slab for

28 TYPE & TYPOGRAPHY

headlines with an elegant transitional
seriffor the text. Second, look at the
proportions of different typefaces and
select font combinations with harmo-
nious links between, say, character
heights and widths. Third, try to pick up
on any qualities that different typefaces
might share, such as elegant stems and
bowls, consistent stroke thickness, and
soon. The important thing is to identify
exactly what role each font has to play
inthe layout and take care to stick to the
plan. Ifyoudon’t, you’ll end up with
typographic soup. TS



DON'T

mix typefaces
to create
hierarchy

3 VACATIONS FOR THE PRICE OF 1!!

This vacation package includes:

a4 day and 3 night
CARRIBEAN CRUISE

and scuba diving excursion

Meals and Entertainment included!!
5 days and 4 nights in Orlando plus:

3 days and 2 nights in

Derto Ko

5 days and 4 nights in Orlando pfus:
Only $299.99 per person!

Includes roundtrip airfare for two!!

1-888-123-4567

Postcards for raves and nightclub
events are awonderful cacophony of
typography, color, and sparkly objects.
“Look at me! Look over here! No, look
here!” they shout. It’s great fun until
youneed to find an address. Many
designers make the error of creating
hierarchy using similar techniques, the
ill-advised practice of using multiple
elements rather than employing sound
typographic practices. This leads to
solutions that are confusing, chaotic,
and desperate. Desperation is not
pretty at a singles bar, and it is not

pretty in design. Creating clear

hierarchy is an exercise in patience
and restraint.

» Choose one typeface for body copy
* Choose asize

* Choose acolor

e Choose aweight

e Choose acase style

Now for the headline: change one
attribute, and only one. Change the
weight, size, color, or case. Then
stop. Do not change the typeface,
add a color, make the headline larger,
and use all caps. That is good for
postcards for arave, not for clear

information. SA
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DON’T mix serif fonts in a layout

Mixing serif fonts

Sabon

Bodoni

in a layout 1s always

a bad design decision.

Bembo

Few people can successfully mingle
stripes and plaids. Edward, the Prince
of Wales, managed to mix plaids and
plaids, but he had hours of free time

to perfect this, and when you're very
rich, everyone assumes you are correct.
When one of us attempts something
similar, we end up looking like a
member of abarbershop quartet. This
is why mixing seriffonts can be disturb-
ing. I'm talking here about mixing

30 TYPE & TYPOGRAPHY

serif fonts, such as Garamond with
Bembo. They are both beautiful type-
faces, but they are too similar. If you are
designing a publication to be read only
by an educated group of typophiles, the
reaction might be: “Isn’t thatironic?”
The rest of us will only see something
thatlookslike a mistake. This will
resultinthe same response as seeing
someone mixing plaids: “That’s just
sad and wrong.” SA



DON’T use ultrathin
typefaces for logo design

SEGAL ol

FLOWERS FLOWERS REGAL

There are times when a client requests at some scale these letterforms will
something that defies the laws of phys- appeartobe as thin as a single atom.

ics. They may request larger type and No printer will be able to print this, and
with additional copy inside a smaller nobody will see it. The solution is to
space. Or they may ask for alogo with create logos that can be scaled to a small
ultrathin letterforms. Mostlogos are size and remain clear. Additionally,
reduced to fit on abusiness card or in good logos are strong and confident.

the corner of awebsite. The laws of No company or organization should be

physics dictate that a thin typestyle will portrayed as being weak, ineffectual,
be thinner when reduced in scale. Ifa and anemic. SA
logo is made with ultrathin letterforms,

TYPE & TYPOGRAPHY 31



DO always choose a typeface
with an acceptable range of
weights for body text

Arno Pro Regular / Italic / Semibold / Semibold Italic / Bold /

Bold Italic / Light Display / Light Italic Display / Caption / SmText / Subhead /
Display / Italic caption / Italic SmText / Italic Subhead / Italic Display /
Semibold Caption / Semibold SmText / Semibold Subhead /

Semibold Display / Semibold Italic Caption / Semibold Italic SmText /
Semibold Italic Subhead / Semibold Italic Display / Bold Caption /

Bold SmText / Bold Subhead / Bold Display / Bold Italic Caption /
Bold Italic SmText / Bold Italic Subhead / Bold Italic Display

‘When you need to typeset any amount
of body text, please be sure to select
atypeface with atleast a couple of

weights in both roman and bold, and

more importantly, one with true italics.

It’s a surprisingly common mistake for
designers to choose a font based purely
onitslooks (not abad thing per se,

so don’t shout me down here) but

with little or no consideration for its
versatility. Imagine the scenario: the
presentationis completed, and the

industrial theme looks wonderful with
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DIN 1451 as the text font. Then the
editor calls you up and says, “I want to
introduce italics in the running text.
How can I do that with this font?”
Disaster—there are no italic weights,
and don’tyou dare add a slant to the
roman font! Okay, you could switch to
Linotype’s DIN Next, which haslots of
italic weights, butif you don’t already
own it, and the client insists they like
the typeface you've used, you've got an
unexpected expense against the pro-
ject’sbudget. Serves you right! TS



DON'’T use any
more typefaces
in one layout
than is absolutely
necessary

Now, this does seem like

a bit of 0verkill. The more
I think about it, chances
are that we could have
managed with one font.
Don’t you think?

Hello? Anyone home?

A n/one 4

Thisis one rule that leaves alittle ambi-
guity. However, a solid gauge is that as
soon as you notice that alayouthasalot
of fonts, it probably has too many. If we
all take an honest approach, we can
admit that we rarely need more than
one sans serif and one serif font to com-
plete most assignments. Sticking to
typefaces that have full sets so that we
have usable bold, italics, and whatnot

will bring most any document to frui-
tion. If you find that your design uses
different fonts for the introductory par-
agraphs, drop caps, captions, folios,
body copies, and pull quotes—well, then
you have six typefaces in action already,
along with a confused reader, and we
haven’t even talked about headlines.
Give me back four of the fonts, and let’s
try this again. You’ll thank me later. JF
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DON'’T set body copy
using a script typeface
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Have you ever tried to read a block of
running text setin a formal script type-
face? I repeat, have you ever tried to
read ablock of running text setina
formal script typeface? It’s hard work,
isn’tit? This explains why designers in
the know tend not to make that type
choice. I've racked my brains trying to
think of a situation in which you might
want to do this, and with the possible
exception of awedding invitation, I
really can’t think of one. In fact, I can’t
think of'a good reason to use a script
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font for the text on awedding invitation
either, if you expect any of the guests to
actually read it. 'm sounding very
antiscript here, which I'm not, but for
important text that needs to be read
easily and understood clearly, scripts
aren’t agood choice. Do use scripts for
flamboyant headlines, highly character-
fullogos, or elegant branding, but not
for the directions to the church, or your
client may find that nobody turns up on
the bigday. TS



DO manually
kern script fonts

When youdo find an occasion to use a
script typeface (you see—I’'m not com-
pletely antiscript), it’s important to pay
close attention to the kerning, as, invar-
iably, several character pairs will need
manual adjustment. Script typefaces
evolved from the formal handwriting
styles of the seventeenth century, and
many of the characters feature strokes
thatjointhemtothe nextletterina
word. The kerning pairs builtinto every
typeface will take care of some, but not
all, instances of inconsistencies, for

example, alowercaseeandannorap

and an 7. The adjustments are often tiny
but will make all the difference in the
elegant flow of your type, particularly
atlarge point sizes, which makes
clearly visible even the slightest mis-
alignment. By the way, if you're using
Adobe InDesign, don’t be tempted to
use the optical setting for kerning with
ascript font. It works very well with
other typeface classifications when set
atlarger point sizes, but for scripts you
should stick with metrics for the best

results. TS
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DON'’T set body
copy in a novelty
typeface

I turned to my trusty Oxford English
Dictionary, which defines novelty as

“a decorative or amusing object relying
forits appeal on the newness of'its
design.” The dictionary also uses the
word strangeness, which for me is the
more appropriate explanation for the
unsuitability of novelty typefaces for
setting text. To be fair, there is a place in
the design world for novelty typefaces,
and some clients might love the idea of

an entire brochure setin Jokerman.
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When used appropriately, good novelty
typefaces can work, but it takes a good
eye and ameasured judgment on

the part of the designer to get it right.

I know I'm sounding like a terrible type
snob here, but it’s true—believe me.

As for setting body copy in a novelty
typeface, it breaks all the rules of
legibility and readability (and taste,
quite frankly), so if you want to be
taken seriously as a typographer,
don’tgo there. TS



DON’T use
display fonts
for body copy

For this rule, we should first establish
the definition of a display typeface to
understand how this differs from other
fonts. In essence, display refers to the
use of type atlarge sizes, such as 72pt,
which may be used for titles on amaga-
zine or headlines in anewspaper. As
such, display fonts are “cut” differently
because they do not have to contend
with being printed small. A significant
difference, for example, might be dis-

play faces with removed “ink traps”

(indentsin and around the corners of
the letter strokes), which may be used
with typefaces to compensate for
overinking when printed to retain the
letterform’s integrity. Using a display
face at smaller sizes will mean running
the risk of overinking at the printing
stage and thus changing the letter-
form’s appearance. In addition, many
display typefaces appear only in upper-
case and have a narrower character
set.PD
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DO use real handwriting for
convincing handwritten text

=R F

e

==

BUDDIA EECROSTORN

Organic design that showcases the
unique handwork of the designer is
something magical. Itis one of the very
few instances in which only you can
provide a specific solution for the client
in question. This appeal hasledto a
proliferation of fake handwritten type-
faces. Theylook like a perfect solution,
or atleast a quick fix, when seenina
catalog or on a website, yet in practice,
they are far less convincing. The key to

handwritten type is thatitis one of
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akind. You know what’s not one of
akind? A font that anyone can have fora
couple of dollars, or worse, freeware
that is the hacked-together scribbles of
afirst-time fontographer. What’s the
harm, you say? Well, justlook at a word
with the letter e in it three times and see
how it compares to the nuances in your
own handwriting. Your e never quite
looks the same. The font never changes.
And everyone knows the difference. JF



DO use ligatures
if your choice

of typeface
accommodates
them correctly

To enhance your typographic skills and
to improve your work, the employment
ofligatures should be a consideration
when setting large volumes of text.
This is notlaw by any means, but could

be abenefit to the reader and your work.

When characters share acommon
design feature, they could be replaced
by a single character, aligature. (For
example, an ffollowed by an i replaced
by fi.) Ligatures enhance the reading

experience by improvinglegibility and

also help to make the typesetting
more attractive. Not all typefaces
possess ligatures, but many serif
families do. Some OpenType families
may have additional, “discretionary”
ligatures, which can include other
character pairs, such as ct, st, and cp.
When considering a typeface, check
what is available within the character
set, and compare this against other
families to determine which gives you
the most options. PD
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DON'T slope a roman font
to create an italic font

I'm always amazed when a designer
takes aword and, having setitina
roman cut of atypeface, then forces it to
beitalic by sloping it at an angle using
their design software. This, of course,
isnotatrueitalic but merely aword
leaning over. A giveaway for spotting
thisis the fact that few lowercase italics
possess adouble-story a. Although

true italics retain many of the core
typeface’s design principles, they also

include changes to each letter’s strokes.
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When a character is forced to tilt,
however, it displays none of these
alterations. With italics, a more hand-
drawn, cursive approach is evident,
and some of the characterslink
together and more ligatures are incor-
porated into the cut. Thereisno need
to slope; with the wealth of typefaces
available, a good typeface family

will contain italic styles of most,

if not all, roman weights. PD



DON’T falsely darken fonts
to create bold weights

=

Just as you shouldn’t slope aroman
typeface to make it appear italic
(because itisn’t true to the typeface’s
design), lighter weights shouldn’t be
adjusted to make them appear bolder.
Not onlyis this unnecessary (just pick
atypeface that has a variety of weights
instead), it also increases the size of the
letterform by placing a border around
it, which knocks it out of alignment
with the rest of the text on the baseline,
x-height, and cap-height rules. Dis-
torting the design of the letterform
meansitlosesitsinherent personality—
you will find that the counters (the

enclosed or partially enclosed circular
or curved negative space [white space]
of some letters) and serifs quickly fill
in and become bloated in appearance.
Desktop publishing and illustration
packages do allow you to apply a stroke
around words, but itis arather lazy
approach and, for the reasons described
above, is poor design practice. There
are stylistic exceptions to the rule,
such as when applying outlines to
headlines or titles, but for text matter,
use abold variant and don’t falsely
mimic abold font. PD
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DO reward typefaces that
work well as body copy
with long-term commitments

| ¥ Trade Gothic

When you first start out as a profes-
sional, you find yourself drawn to
numerous relationships, each with cer-
tain benefits (and drawbacks). Some
may be mentoring alliances, offering
long-term benefits, while others carry
the thrill of a whirlwind romance. As we
mature, we find ourselves drawn to
relationships that provide stability and
reliability. Someone who shows up on
time and always pays their bill at the
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bar. Later still, we notice that some
people not only are the anchors in our
stormy seas but also strive to make us
look better than we actually are and
oftentimes succeed. It may not have the
rush of the new romance, butitis far
more fulfilling. If we have any sense
whatsoever, we marry these people
(professionally or otherwise). You do
know we are talking about typefaces,
right? JF
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DON’T buy into the twelve-
good-typefaces theory

1212

The great designer Massimo Vignelli
was arguably the most prominent
champion of the theory that you only
need twelve good typefaces. Now, I'm
amassive fan of Vignelli’s work. He
designed the New York subway map
and the original iconic American
Airlines logo, and his work for Knoll
during the 1970s still informs the com-
pany’s work to this day. Despite all this,
Idon’t agree with him on this one. It’s
true, to an extent, that we now have so
many thousands of typefaces because
type design as an industry continues to

produce typefaces as commercial

products. It’s also true that thousands
ofthose typefaces are pretty awful

and practically unusable. However,
there are more than twelve good type-
faces. The important point to make here
isthat a typeface choice is about appro-
priateness as well as the design of the
typeface itself. We no longer have to
restrict ourselves to the narrow selec-
tion that was available to typographers
in the past—so why do it? By all means,
build a selective catalog of typefaces
you favor, but don’t stop at twelve, and
never stop searching for perfection. TS
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DO increase a serif font’s
italics by .5pt in body copy

IRead Bool Tz'tlel

T
24pt

lReadl IBoo/e Tz’t[el

T T
24pt 24.5pt

Gustave Flaubert said, “Le bon Dieu est
dansle détail.” This roughly translates
to “God isinthe details.” A part of being
agood designerishaving the ability to
think in broad strokes and simultane-
ously being detail-orientated. In some
instances, an italic font is created artifi-
cially by simply slanting the roman
version. Thisis asin. True serifitalic
fonts are completely unique letter-
forms, distinct from the roman version.
They may be thinner and smaller opti-

cally than their roman companion.
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The type may be uniformly set as 8pt
Garamond with roman and italic words,
but theitalics maylook smaller. You
canignore this and state thatyou are a
purist, and all type should be left to
their original size, but that would be
lazy. A good option to solve this optical
problemisto increase the serifitalic
copy by .5pt. In headline situations, the
size adjustment should be explored
optically. The fine details in the craft of
typography help a project transcend the
ordinary to become spectacular. SA



DO optically adjust point
sizes in mixed-serif and
sans-serif body copy

I'm not burying my head in the sand and I
understand the challenges and problems we
face. As Jack Kennedy said, “We do these
things not because they are easy, but because
they are hard.” We need to use our talents
to solve our problems with smart dialogue
and good old-fashioned action.

8pt

I’'m not burying my head in the sand and I
understand the challenges and problems we
face. As Jack Kennedy said, “We do these
things not because they are easy, but because
they are hard.” We need to use our talents to
solve our problems with smart dialogue and
7pt -|_ good old-fashioned action. €—

Similar to the optical issues of roman
and italic serif fonts, mixing sans-serif
typefaces with serif typefaces requires
optical adjustments. Serif fonts

have changing thick and thin stroke
weights in each character. Their overall
proportion is meant to work well as
body copy. Sans-serif fonts have fairly
consistent stroke weights within each
character. Their x-height is often
slightly larger than a serif font. If using

amixture of sans-serif and serif fonts

within the same headline, or body
text, adjust the size of the sans serifto
optically match the serif. This usually
requires a slight reduction in the

size of the sans-seriffont. If ignored,
the viewer will read the copy and

see the optically larger sans-serif
words as shouting over the other copy.
Itisrarethatthisisthe author’s
intentunless the text is accusatory
and angry. SA
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DO use oldstyle figures
with U&L typography

August 15, 2011

Aligning Figures

August 15, 2011 @

Oldstyle Figures

Years ago, adesigner received typewrit-
ten pages from a client. A typesetter
took these pages and set the copy. Good
typesetters were masters of fine detail.
Today, designers have taken on the task
of typesetting, and the responsibility
to maintain the same high standards

of quality has changed hands. Oldstyle
figures, also called expert figures, are
these: 0123456789. Aligning figures

are these: 0123456789. Oldstyle figures
are similar to uppercase and lowercase
letters. They have ascenders and
descenders. This allows the text tolook
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uniform. A date set within the body
copy 12/23/2017 will read as uppercase
and lowercase letters. Alternatively,
adate set with aligning characters,
12/23/2017,willlook like aline of
capital letters. Oldstyle figures also
existinitalic form, and as with italic
text, a slight size adjustment may be
necessary. Some typefaces, such as
Century Expanded, do not have accom-
panying oldstyle figures, indicating
that the designer, such as Morris Fuller
Benton, designed the font without
them. sA



DO use aligning figures

with all caps

VIRGINIA 1607
VIRGINIA 1607 @

‘When we read, we look at individual
characters, and reading becomes
difficult when the characters are too
similar. Imagine reading War and Peace
typeset entirely in Helvetica. Reading
is also interrupted when thereis an
abrupt change of shape. ALIGNING
FIGURES, 0123456789, MAINTAIN THE
SAME SHAPE AS CAPITALLETTERS.
They donot have ascenders or descend-
ers and are uniform in height. Sans-
serif fonts traditionally rejected classi-
cal forms and only included aligning
figures, although recent typefaces such

as Joanna Sans Nova, designed by

Terrance Weinzierl for Monotype,

do feature oldstyle figures. Acommon
typographic erroris to use oldstyle
figures alongside all capital letters as
aheadline. Inthe hopes of creating
adesign thatis classic and traditional,
adesigner may be tempted to use the
seemingly more formal oldstyle figures.
This creates a disjointed reading expe-
rience. Reading aline of all capital
letters inexplicably switches to upper-
case and lowercase characters. Do not
be tempted by this affectation. It may
look “fancy,” butitis only incorrect. SA
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DON'’T use horizontal or vertical
scaling to distort fonts

Don’tbe surprised ifthere’s a gasp of
horror and a shake of the head anytime
someone asks if this is an acceptable
treatment of type. As one of the most
universally accepted “bad practices”

in typography, it is still common among
inexperienced graphic designers and
typographers. Distorting the type in
such away plays havoc with the balance
ofthe typeface’s structure and creates
unusual and awkward stroke widths

in the characters. In short, it justlooks
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awful! After the typeface designer and/
or foundry have spent so much time and
skill creating a beautifully weighted,
consistent font family, stretching

or squeezing it to “improve” it shows
aseriouslack of respect! If you do wish
for atypeface with awider character
width or a typeface that is compressed
with alarge cap height, then there are
plenty of extended and condensed
(sometimes called compressed) type-

faces available. PD
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DON'’T stroke your type so
that it destroys the integrity

of the letterforms

stroke

Look, everyone enjoys alittle stroke
now and again, butlet’s not get carried
away. If the stroking becomes too
heavy, you can barely recognize the
form being smothered with such heavy
attention. Innuendos aside, there are
few times when stroking a typeface
can be justified (production needs and
trapping notwithstanding). When a
little fat-tening is absolutely necessary,
itis important to truly consider what

you’re hoping to accomplish. If you're

applying more than a point of stroke,
thereis agood chance thatyou're
forcing the letterforms to do things
they were never designed to do. Should
youlook closer, you will likely find
that you have created some odd jags
and such as well. If you really must
have your type carrying such heft,
perhaps try abolder font. After all,
what’s the point in using a typeface if
itisnolonger recognizable? JF
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DON'T ruin a typeface

with a filter effect

The computer allows us to stretch,
squeeze, slant, and warp type. There are
amultitude of filters that open the door
for this abuse. You may argue that this
activity is acceptable because filters
exist. Cars can be driven into trees, but
that doesn’t mean they should be. If
you consider type as being made of the
hardest substance in the universe, your
life will be better. Type is not rubber.
Itis not soft clay. Claude Garamond did
not spend decades cutting Garamond,
only to have it inflated and distorted. If
you need a specific effect for a project,
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find atypeface that has the desired
attributes. Rather than warping a type-
face to create something taller, find a
well-drawn condensed font. Itis the
mark of apoor designer to rely on filters
and special effects. A good, solid idea
will not require the Ocean Glass Ripple
filter for the headline. Simple, clear, and
beautifully crafted elements create
good solutions. Adding filters and
effects to create interest is comparable
to pouring ketchup over a perfectly
grilled steak. SA
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DO learn how to customize

type successfully

EyeQ Opticians

Nottobe confused with a “custom type-
face,” which is aface designed from the
ground up for a specific use or client,
there are two situations in which one
might refer to type as customized. One
situation would be when a designer

has taken an existing letterform and
redrawn it slightly by extending the
serifs, by adding a swash, by removing
part of abowl, and so on. It’s quite com-
mon for logo-design specialists, for
example, to customize a typeface in this
way in order to set it apart from the
original and to create a unique font for

their client’s identity. When this is done
well and when the concept behind the
editing is supportive of the rationale for
the changes, highly successful results
canbe achieved. The other (less desir-
able) option might be to take an existing
typeface and alter its personality by
applying afilter effect, something we
discourage on page 50. Especially in the
latter case, always try to honor the char-
acter of a typeface when you attempt
any customization in order to retain the
qualities conceived by the face’s origi-
nal designer. TS
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DON’T reverse 6pt text
out of a black background

Do not try this, it will never work.

One of the goals of most clients is to
create solutions that communicate.
In order to communicate clearly, it is
necessary to be able to read the copy.
While small, delicate typography in
white looks wonderful on the screen,
most of us need to enlarge the view

to 200 percenttoread it. A computer-
screen image is made oflight. Light
passes through the monitor onto our
optical nerves. The resultis a glowing
and bright white on a solid black
surface. Printed matter is different.
Light bounces off the surface of
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aprinted object. The white copy will
never be as bright as a screen, and the
black solid will never be as dense and
consistent. Reversing small type sizes
out of black does not work. It is easier to
read black copy on a white background.
In printed work, a solid black back-
ground requires heavy ink coverage.
Smaller type will begin to “fill in” as the
coverage is denser. The only available
option will be to decrease ink coverage,
resulting in a thin and light black. The
solution is to maintain a size and weight
that will not be adversely affected. SA
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DO specify at least one plate as
100 percent tint for colored type

10% M

55% Y

5% K

80%C

100% C

0% M

50% Y

0% K

One of the negative aspects of the
digital age is the lack of understanding
of the physical world. When designing
on the computer, everythinglooks
perfect. The colors are solid; the lines
are precise. The type created with 58
percent cyan and 12 percent magenta
lookslike anice blue. The printouts
that are shown to the client look fine,
and we explain that the colors may be
slightly different when actually printed.
Then tragedy strikes. On press, the
typeis soft and blurry. The printer
adds more ink, and the problem is

exacerbated. Hopefully, the type

will become sharper when the press
sheets dry. Butit doesn’t. Why did
this happen? Because when the type
is created with percentages of cyan
and magenta, a halftone screen is
created. Halftone screens are made
up of tiny dots. Hence, the letterforms
are made of tiny dots and will always
be soft. The solution is to always use
one process color at 100 percent value.
One plate will be clean line art, with
no halftone dots, and your type will
therefore be sharp and refined. SA
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DON’T use
excessive leading
in body copy

But we can perhaps remember—if only

for a time—that those who live with us are our

brothers, that they share with us the same

short moment of life, that they seek—as do we—

nothing but the chance to live out their lives

in purpose and in happiness, winning

what satisfaction and fulfillment that they can.

Let’sbegin with the basics. Leading
isthe space between lines of text. The
name comes from the actual strips
oflead that were used to separate
text rows when metal type was set

by hand. Appropriate leading allows
us toread clearly. Toolittle leading
will make copy too dense and hard
toread, as if someone were mumbling.
Too much leading and the copy will
be too open and hard to read. There
will be too much space between the

lines, and it will read as if someone
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were speaking with long pausesin

the middle of a sentence. At the end

of eachline, the reader will need

to stop, go get a glass of water, and then
start the nextline. Traditionally, type
existstoberead. Itisnot meantto
occupy space as a funny compositional
element that serves no other purpose.
Excessive leading may be “interesting”
visually, butitis unreadable. And, in
the end, making typography unreadable
is passive-aggressive behavior toward
thereader.SA



DON’T use CAPS for long
passages of body copy

WE'VE ALREADY DISCUSSED IN RULE #9 THE IMPORTANCE OF KEEPING THETYPEFACE SIMPLE IN
ORDERTO ENSURE THE LEGIBILITY OF LONG PASSAGES OF TEXT. HOWEVER, WITH EVEN JUSTTHE
ONE TYPEFACE EMPLOYED, IT’S STILL EASY TO CREATE DIFFICULTIES FOR THE READER BY
SETTING ALL THE TEXT IN CAPITAL LETTERS (OR UPPERCASE) THROUGHOUT. IT'S UNIVERSALLY
RECOGNIZED (AND MUCH RESEARCH HAS BEEN DONE ON THE SUBJECT) THAT MIXED LOWERCASE
AND UPPERCASE BLOCKS OF TEXT ARE EASIERTO READTHAN ALL UPPERCASE.THIS IS PRIMARILY
DUETOTHE FACT THAT, DESPITE UPPERCASE TEXT APPEARING LARGER WHEN SET AT THE SAME
SIZE, IT HAS NO ASCENDERS OR DESCENDERS. AS SUCH, THE LOWERCASE LETTERS HAVE MORE
VARIATION INTHEIRAPPEARANCE AND ARETHEREFORE EASIERTO RECOGNIZE, SPEEDING UP THE
PROCESS OF READING. ANOTHER KEY POINT IS THAT USE OF UPPERCASE CAN COME ACROSS AS
AGGRESSIVE AND SO GIVE THE IMPRESSION THAT THE AUTHOR IS SHOUTING AT YOU. EMPLOYING
MIXED CASE FORTHE BULK OF THETEXT CREATES A GENTLER, MORE MODERATETONE AND HELPS

GIVETHE OCCASIONAL USE OF CAPITALS

We've already discussed on page 22 the
importance of keeping the typography
simple in order to ensure the legibility
oflong passages of text. However, with
even just the one typeface employed,
it’s still easy to create difficulties for the
reader by setting all the text in capital
letters (or uppercase) throughout.

It’s universally recognized (and much
research has been done on the subject)
that mixed lowercase and uppercase
blocks of text are easier to read than

all uppercase. This is primarily due to
the fact that, although uppercase text

appears larger when set at the same
size, ithasno ascenders or descenders.
As such, the lowercase letters have
more variation in their appearance
and are therefore easier to recognize,
speeding up the process of reading.
Another key point is that use of
uppercase can come across as
aggressive and give the impression
that the authoris shouting at you.
Mixing cases for the bulk of the text
creates a gentler, more moderate tone
and helps give the occasional use of
capitals greater impact. PD
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DON’T have
excessive
amounts of
reversed-out
text

This is too much reversed out tex
much reversed out text. This is to
out text. This is too much reverse
is too much reversed out text. Th
reversed out text. This is too muc
text. This is too much reversed o
too much reversed out text. This
reversed out text. This is too muc
text. This is too much reversed o
too much reversed out text. This
reversed out text. This is too muc
text. This is too much reversed o
too much reversed out text. This
reversed out text. This is too muc
text. This is too much reversed o

There are few truths as self-evident as
the fact that black text on a white back-
ground is the easiest way for the eye

to digest information and communicate
itback to our brain. What we do with

it after thatis up to the individual, but
the first part is true for most everyone.
Thousands of years of writing, and no
shortage of academic and scientific
study, have proved this. Given that most
texts are presented as such, for this very

reason, reversing the course can have
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ahuge impact. You still retain contrast,
yet reversed-out text grabs your atten-
tion just by being different. It’s like
afeathered hat. Few people are wearing
them, so everyone notices. But you
know what will burn your retinas?

A feathered skirt, blazer, and boots
combo. That only works on Big Bird.
The same is true for reversed-out

text. Anything more than just alittle

is difficult to enjoy. JF
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DON’T overstyle headings

O NOT

oOVER®

HEA

STYLE
LINES

Inthe design abook, for instance, the
purpose of the headings and subhead-
ingsis notonly to separate and order
the text but also to aid in navigation.
Over the course of hundreds of pages,
itisvital that the readeris able to find,
with ease, the section or subsection
they wish to read. It is, therefore,
important that headings remain stylis-
tically consistent throughout. It’s
tempting, with so many styling varia-
bles at our disposal, to start applying
treatments to headers until we end

up with ahodgepodge of typographic
applications. Keep it simple and con-
centrate more on balancing the size of
the headings with the size of the body
textto get a clear hierarchy among the
different heading levels and a visual
connection between those levels. Using
asecondary typeface that differs from
the body textis also fine, but remember
to practice restraint at all times; by
doing so, your designs will be cleaner

and more professional. PD
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DON’T add two spaces

after a full stop

CS.-

Ab

Ever since the introduction of movable
type, the correct amount of space
following a full stop has been a source
of debate. Type set by hand utilized
variously sized “spacers” depending on

the chosen font, and it was down to the

compositor to decide whatlooked right.

The introduction of the typewriter in
thelate nineteenth century changed all
this because the type was monospaced,
with each letter allocated the same
character width. A single space after

afull stop was deemed insufficient,
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sothe practice of double-spacing was
taught widely, with hot-metal Linotype
operators adopting the convention
alongside regular typing-pool
employees. Nowadays, modern digital
fonts contain proportional kerning
pairs, and a slightly wider space

is always added after a full stop, so
adouble spaceisnolonger required.
It’s ultimately up to the typographer,
but the convention is: always add

asingle space after a full stop. TS



DO apply an indent to the beginning
of each new paragraph of body copy

Large amounts of body copy will
typically be divided into paragraphs,
which are made up of multiple
sentences that ease the reading process
and create pauses for the reader. When
anew paragraph begins, it will start on
anewline, and there are rules regarding
how this new paragraph should be
presented. If there is no clear line break

preceding the new paragraph, then the

first line of the new paragraph should
be indented to signify that a new
paragraph starts. You should never
indent and have aline break, as the two
treatments are in effect a duplication
of each other. You only need to signify
it once. However, there are exemptions
from indenting: never the first
paragraph and never after a heading

or subheading. PD
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DON'’T indent a paragraph that follows
a heading or paragraph break

As explained on page 59, when setting
large amounts of body copy, it will be
structured as paragraphs; a styling has
tobe applied to create paragraphs that
signify pauses for the reader. It may

be that you decide to include line breaks
between each paragraph so that they
are clearly separated. This approach
would probably be used more in litera-
ture or promotional print items than

in other types of publishing such as
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newspapers because, in the latter,
space is at a premium. Be aware that
this approach breaks up the flow when
reading and is abit too stop and start.
If you are employing line breaks,

you should never indent—the two
treatments fulfill the same function.
Likewise, if a heading precedes the
start of anew paragraph, there is no
need toindent. PD



@

DON’T indent a paragraph that starts
at the top of a column or page
(unless house style says otherwise)

The rules governing the indentation
of paragraphs are invariably linked to
either apublisher’s house style or style
rulesin corporate guidelines, soa
degree of flexibility is important. That
said, itis essential to be consistent
when setting the text, particularly
where anew paragraph begins at the
top of a column or page. In the books

I have designed, body textis indented

when anew paragraph begins at the top
of a column or page. In corporate litera-
ture, however, I find that, because the
page grid will often have more columns
of text per page, it’s cleaner not to
indent at the top of a column. Discuss
with the client whether there are any
house styles before you begin, as the
decision may have already been made

for you. PD

TYPE & TYPOGRAPHY 61



DO set the first few

words of a

sentence following

a drop cap
in small caps

ERE IS an ¢
of what I ha
planning to
in regards to using
following a drop caj
you to ease into thi

Think of this in the same way you
might a foyer in a house, or better yet,
ahallway or atrium before you enter
ahuge performance space. The heart
of the space still lies ahead, where you
will spend hours digesting abarrage of
information, unlessitis anight at the
opera, when you might just catch up on
some sleep—but thatis another book

altogether. Outside the arena, there are
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blaring and bold signs welcoming

you in. Those are the drop caps in our
typographic world. Once we are settled
in our rows, the body copy is getting
ready to take the stage—the meat of
the evening. What is needed is a visual
transition from the huge drop cap

to the workmanlike body copy. Enter
the sensible small cap to walk us

toour seat. JF



@

DON’T use tabs to create indents

DUU(

CICICed(=l o N

e Joe e
e J e

Tabs exist to position text at specific
measurements within aline length.
They are useful when creating tables of
information. Tabs should notbe used to
create indents. Indents move the text
inward from the left or right edge of the
line length. Indents should be used,
oddly, to create indents. Once the first
line indent of a paragraph is set, each
subsequent paragraph can follow the
same measurement. Ifatab isused to

do this, the designer will need to insert

atab space manually. When multiple
paragraphs need indents, this manual
approach maylead to errors. A tab
mightbe forgotten. The tab measure-
ment may be setincorrectly. If there are
copy revisions—and there always are
copy revisions—a manually set tab
may move and end up in the middle of
aline. A first-line indent is the correct
approach. This will not affect any copy
changes, and the manual input of indi-

vidual tabs is not necessary. SA
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DO hang lines
of text from
atabina
bulleted list

. When a bulleted or numbered list contains items

that run to more than one line, it is common to
“hang” the text from the bullet or number.

. A paragraph may also be hung from the first line

of text—often with a run-in head of bold or italic
when no bullet or number is present. In either
case, the hanging indent more clearly marks
the item in the list.

. When a bulleted or numbered list contains items

that run to more than one line, it is common to
“hang” the text from the bullet or number.

. A paragraph may also be hung from the first line

of text—often with a run-in head of bold or italic.

A solid swath of body copy islike a
team: to be successful, it needs every-
one to fully understand and perform
their roles. When someone starts to go
rogue and do their own thing, it weak-
ens the whole operation. Each piece has
ajob, with specific functions, and with
good reason. When you have a bulleted
list, one must understand each role
thoroughly; then all of the decisions
that follow are easy. You have a title or

main head that deserves some attention
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onits own. This means that it starts on
the left to grab your eye immediately.
You might have some intro copy. Not as
important, but still needs your atten-
tion, so it starts on the left. Then you
have the tabbed copy, indented to show
thatitis asubsection. The copy with
each tab is a self-sufficient little burst
and belongs together as a single notion.
So why would you let it slip over to the
left on the nextline? It’s not aheader or
body copy. It’s atab and proud of it. JF



DO learn the difference
between a typeface and a font

pt

Designersregularly refer to typefaces
and fonts as the same thing, but there’s
an important, albeit subtle, termino-
logical difference. A typefaceis a set
of characters thatis independent of an
individual point size but shares other
characteristics such as the width of its
strokes, the style of its serifs, indeed
whether it is serif or a sans serif, and so
on. Given this, you can say that Neue
Haas Grotesk Text Bold (used for the
headlines on each page in this book)

is atypeface. A font, on the other hand,
is all the characters, including numer-

als, punctuation, glyphs, and so on,

for atypeface at one specific point size.
Therefore, 80pt Archer Bold is a font.
It’s asimple distinction but one worth
knowing, especially ifyou have a
tendency toward type geekiness. This
ruleis applied less rigidly now that
OpenTypeisthe established font
format because a single OpenType file
contains all point sizes of a particular
weight or style, making the term more
interchangeable. However, it is still
useful to observe the distinction when
discussing typographic specifications
for aproject. TS
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DON’T confuse x-height

with cap height

x-height

cap height

It’s avery important rule to remember,
and, once learned, the definitions

of each will stay with you forever. To
clarify, the x-height of a typeface starts
from the baseline, on which all the
characters sit, and reaches up to the
height of the lowercase letters (not
including their ascenders and descend-
ers). To see how differing typefaces
have arange of x-heights, create aline
of type, duplicate it, change the font,
overlay it, and examine the differences.

The ascenders and descenders on
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letters with small x-heights will look
more pronounced. Larger x-heights
will make the textlook heavier and
more solid, so an increase in theleading
may be required to compensate. The
cap height simply refers to the height
ofthe capital letters from the baseline
to the top. Be aware that rounded
uppercase letters sit above the cap
height and below the baseline, so this
measurement doesn’t apply to them.
Their additional size is called an

overshoot. PD



DO consider a font’s x-height
when specifying leading

I . oy -

When I select which typeface I'm going
to use for anew project, I like to start by
setting blocks of 9pt body text with 12pt
leading to see how my various choices
look. The %2 text setting isn’t an arbi-
trary choice but rather arough average
ofthe values one might choose for the
point size and leading of body text.

One of the first things I tend to note is
the variation in the x-height between
my font choices, partly because the
x-height contributes largely to the feel
ofthe setting but also because it

influences the leading required for
comfortable line-by-line scanning. A
font with alarge x-height (for example,
Helvetica) will likely need a little more
leading (or areduction in point size)
than a smaller x-height (for example,
Centaur) would require, and this needs
to be taken into account when planning
your layout and grid. You should also
take the height and depth of the ascend-
ers and descenders into account when
specifyingline feed. TS
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DO learn what
leading means
and what it does

Leading is named as such
based on the strips of lead
that old typesetters used
to seﬁarate lines of metal
type. In essence, it is the

distanc-eL from the baseline

of one line of type laid out

to aillother. You may also
hear it referred to as line
spacing in conversation.

Leading is aterm derived from the early
days of typesetting, and itis one of the
most important things to understand

in becoming a competent designer. You
may also hear this called line feed, but
thatis usually from people who don’t
fully grasp leading. The term comes
from when typesetters would use strips
oflead to create specific space between
lines of metal type. The way it is applied
inthe modern erais much more varied
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and powerful. Based on a premise of
using 120 percent of the size of the type
being displayed, the default setting for
most programs works fairly well. But
thisis an area with which the designer
can instantly create aresponse from
the viewer interacting with the layout
(feeling tense and claustrophobic as
Itighten the paragraphleading or airy
andloose as I increase it?) and should
be fully explored and understood. JF



DO keep consistent
Ieadlng within nsistent leading within

a paragraph aragraph is extremely
Eportant. Changing this
n create an unplanned
ect on the reader as they
e made uncomfortable.
e has to consider that
e paragraph is intended
=contain a single thought
and should therefore be

Ept cohesive.

Now that we know how powerful effect, butitisjustasjarring. The same
leading is—and itis incredibly istrue ifyou tinker with the leading in
powerful—we have to understand aparagraph. By nature, a paragraph
why we can’t abuse it. If you walk down is acomplete thought and should retain
acorridor and it gradually narrows, cohesiveness. The viewer has to have
youwill feel pretty uncomfortable by the same experience at the beginning as
the end; certainly, you are having at the end. No matter what the desired
adifferent experience than when you effectis, the pointisto remain consist-
started. A corridor that opens up entinorderto achieveit. JF

widely by the end creates the reverse
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DO understand

paragraph spacing

and use it wisely

In speaking about paragraph spacing,
one should take into account a number
of factors, such as how the information

is to be received and digested. How much
space is available on the page? Should
the designer be creative with an option?
Or is it best to go with a tried and true
one should take into account a number
of factors, such as how the information

is to be received and digested. How much
space is available on the page? Should
the designer be creative with an option?

Or is it best to go with a tried and true
solution like the following half line?

Paragraphs are formed so that we can
digest the information in reasonable
blocks. Thisis asimple ideabut one
that some designers fail to take into
account. With that perspective, the
space between paragraphs takes on
aheightened importance. There are a
number of ways to accomplish getting
our eyes to acknowledge that we have
finished one paragraph and are starting
another, and each one has its benefits
and deterrents. The trick isin finding
the best solution for your particular
project—indents (or for the true wild
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child, outdents) are not as visually
clean as aline break with a half-line
space, but they do conserve space.
Typographers of the past used various
creative ways to make this happen,
rarely with readable results, but the
masters could finesse it at times (for
example, symbols marking the space
between paragraphs as the body copy
continues torun and run and run—
amagazine sidebar mainstay). If you
understand the process, the answers

become more evident. JF



DON'’T apply excessive
tracking to body copy

The terms tracking and kerning quite often get confused.
As described in rule #58, kerning is the adjustment of
space between individual letter pairs, whereas tracking
is the adjustment of letter spacing of entire lines or
paragraphs of text. Tracking is a useful feature when
setting body text but it must be used sparingly so as not

to cause problems wit VLe]%lblhty Too much neganvetmckm§

and a sentence or paragraph

appear dense compared to the rest of

thetext. Too much positive tracking and the text
will look too airy, blurring the distinction
between letters and words and making it
difficult to read. The benefits of tracking are that you
can apply it to entire paragraphs, to single lines, or to a
single word, and this can enable you to pull back widows
and orphans and tidy up awkward line breaks.

The terms tracking and kerning quite
often get confused. Kerning is the
adjustment of space between individual
letter pairs, whereas tracking is the
adjustment of letter spacing of entire
lines or paragraphs of text. Tracking

is auseful feature when setting body
text, but it must be used sparingly so as
not to cause problems with legibility.
Too much negative tracking and a sen-
tence or paragraph will appear dense

compared with the rest of the text.

Too much positive tracking and the
text willlook too airy, blurring the dis-
tinction between letters and words and
making it difficult to read. The benefits
of tracking are that you can apply it to
entire paragraphs, to a single line, or to
asingle word, and this can enable you
to pull back widows and orphans and
tidy up awkward line breaks. As arule of
thumb, when using a software package
like Adobe InDesign, I would never go
past +/-25 on the outside. PD
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DO always kern unsightly
character combinations

Quite often, although the typeface
you have chosen may be working well,
the spacing between some of the
letters may look uneven. Thisis avery
common aspect of typography that
designers deal with on a day-to-day
basis; to compensate, you need to kern
the letters. When setting uppercase
text, the issues are more evident, as is
the case with letters such as T, V, and
W, which force the subsequent letter

to sit some distance away. When creat-

72 TYPE & TYPOGRAPHY

ing their fonts, typeface designers do
consider many of the letters that sit
awkwardly together (for example, Kn,
To, Ve, Wi) and create kerning pairs

to eliminate the spacing issues. More
often than not, however, it’s up to you
to adjust and eliminate the unsightly
spacing. To do so, simply decrease (or
increase) the kerning between the char-
acters to improve balance and create an
appearance of even spacing in relation
to the rest of the word. PD



DO always kern

headlines manually

kern

&

K

I'T

The familiar adage “The bigger they
are, the harder they fall” can be applied
to type too. Design software and kern-
ing pairs work in tandem to control the
character spacing of all type, and at

point sizes below 14ptit’s hardly ever

necessary to apply any manual kerning.

That’s fortunate—imagine the amount
of work that would be needed to sort
all that out. However, as point sizes
increase for crossheads and headlines,
the character spacing becomes more

visible, and some attention is often

required. Problem pairs can involve,
but aren’t limited to, any characters
that don’t have vertical stems at the
side,s0 A, K, T, V, W,and Y are common
culprits. Inreality, any number of
character pairs in both uppercase and
lowercase may need some manual
kerning—depending on the typeface.
When you're searching for potential
kerning problems, try squinting at the
setting—it helps in making the awk-
ward white spaces between characters

more prominent. TS
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DON’T use negative

letter spacing

Ifyou’ve ever tried to squeeze too

many people onto a sofa at a party, then
you know what we’re talking about with
negative letter spacing. This doesn’t
mean that you can’t nuzzle together

to getthe job done on occasion; some
tracking work to pull up an orphan

up here and there might be required.
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What we are talking about is the
tightening together of letterforms

to the point that they are uncomfortable
orright ontop of one another. They
weren’t designed to work that way,
much in the same manner that

too many people crammed on a couch
or sitting on our lap is suffocating. JF



@

DON’T exceed
eighty characters
per line

LINE
LIMIT

80

For the sake of readability, the designer
should ensure that the measure (or
line length) isn’t too long. Very long
lines can mean that the reader may
lose their place midsentence or when
shifting their eyes to the start of the
following line—a frustrating experience
if you have a whole book ahead of you!
A way of getting around this is to check
the character countin an individual
line. A generally accepted standard

isaround 45-75 characters per line.
In apinch, you can go up to 80, but
this depends on the typeface chosen.
On the flip side, a very short measure
means that the reader’s eyes will be
continually zipping back and forth,
ensuring a disagreeable reading
experience. Working within or close
to the limits will help to improve

your design. PD
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DO set the second line
of a paragraph longer

than the first

That is why we like

to have the second line
of a paragraph set

longer than the first.

Once we start walking, we definitely
appreciate some forward progress. Any
step that hasto beretraced, even if

it’s a half-step pause, is wasted motion.
When we read, that same quality

takes over, and once we get going, it’s
hard to stop us on our stroll toward
comprehension. That is why we

like to have the second line of
aparagraph setlonger than the first.
The indented white space, ifitis
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shorter, gives us pause. Creating
thisis a combination of selective line
breaks and tracking as needed.
Ragging our copy is an art form in its
own right. Itis important to note that
this should not take precedence over
other hard rules of typography (don’t
end the second line with a dangling
“a” or “it” or track out +60 just

to make it happen), but it should be

attempted wherever possible. JF



DO set the penultimate
line of a paragraph longer

than the last

Paragraphs are there so that we can digest

information easily. Thus, we have come up

with numerous tools to let the reader know

exactly when a paragraph is ending and
another one is starting.

In order for these to work, one of the

most important aspects is that the last line
of set type be shorter than the line before
it, creating a bit of white space to alert the

eye to a change.

Aswe have already discussed, the
paragraph is a construct of writers;
itdoesn’t actually occur naturally
like a sentence (whichis a full
thought as if uttered in conversation).
Paragraphs are there so that we can
digestinformation easily. Thus, we
have come up with numerous tools to
letthe reader know exactly when
aparagraph is ending and another one
is starting. In order for these to work,

one of the most important aspects

isthatthelastline of set type be
shorter than the line before it, creating
abit of white space to alert the eye to
achange. A simple meal is structured
in much the same way: appetizer
(slightly shorter firstline), entrée
(slightly longer second line, going into
the body of the paragraph), and the
dessert (shorter final line). If the
dessertislarger than the entrée, you
have noidea what kind of meal you

have just eaten or if it is over. JF
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DON’T allow a line to break

on the words it or is

When working
with a justified
paragraph, it
is harder to
accomplish,

This is one of those rules that

really showcases those who are the

true masters of paragraph ragging.
Youwon’t find it in any manual or stated
as ahard-and-fastrule in atextbook,
but if you work with savvy folks who
have been in the trenches of publication
design, this is often one of the first

tips that they pass on. When working
with a justified paragraph, it is harder
to accomplish, but when you have one
flushed left or right, you should be
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willing to rework a paragraph seven
different ways to make it happen. Why
do we care so much? Because finishing
aline as such leaves amassive hanging
thought and causes an awkward

pause in our comprehension. The
easiest practice is simply to read the
text aloud. Once you do that, you will
neverletaline end initorisagain.

We would never talk that way;

why should we force ourselves to

read that way? JF



DON’T hyphenate words
of less than seven characters

One should not
hyphenate wor-
ds of less than

seven charac-

ters

Many designers are happy to hyphen-
ate shorter words, but for me the
minimum acceptable number of char-
acters aword should contain before it
can be hyphenated is seven. This in turn
means aminimum of four characters
before ahyphen and no fewer than
three characters following a hyphen-
ated line break. These parameters can
be setin a paragraph style sheet at the
beginning of a project to ensure the
consistency of all body copy (see page
82). Why seven? It’s partly a visual

thing, asIdon’t believe two characters
followed by a hyphen look that great,
butit’s also an editorial consideration,
asIdon’t think aword of five characters
orlessreads cleanly when it’s hyphen-
ated. Experienced readers store words
as shapes to speed up the reading
process, and seeing the first few charac-
ters of aword helps us tofillin the rest
before scanning the start of the next
line. If you have only one or two charac-
ters to work with, this process won’t

happen. TS
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DON’T mix centered and
flush-left or flush-right text

The Great Basin
A Tragedy in Four Parts

The Groat Basin
A Tragedy In Four Parts

Good Not good!
For hundreds of years, typographic centered typography wrong. Itis
layouts used alargely symmetrical, cen- entirely appropriate in certain
tered approach. Headlines, subheads, contexts. Mixing centered and flush-
and body text were centered or justified. left or flush-right text, however, is
Symmetrical typography was a product wrong. Itis similar to mixing a simple

of available technology and the printing white T-shirt with red velvet panta-

press. Inthe 1920s, Jan Tschichold loons. It’s not pretty, and it looks
championed asymmetrical typography. foolish. As in most things in life, main-
His frustration with the complex and taining consistency creates clarity.
illegible Victorian and Gothic German A consistent centered layout tells
formsled him to a system of sans-serif the viewer how and where to look for
fonts, more negative space, and asym- information. The same is true for
metric typography. He considered an asymmetric layout. Mixing the two
asymmetry to be more legible, vibrant, creates confusion and chaos. SA

and powerful. This does not make
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DON’T use
justified text
over a short
measure

Too few
characters, and
the word
spacing will
b e ¢c ome
enormous to
create a
justified axis.

Ifadesigner has several years of
experience refining the word spacing
and kerning of justified paragraphs,
then justifying a shortline is okay. For
those with less than a decade of experi-
ence, thisis abad idea. Justified type
requires aminimum number of charac-
ters. Too few characters, and the word
spacing will become enormous. Large
word spacing will create “rivers” of
negative space within a paragraph and
make reading more difficult. The under-
lyinglogic of good typography should be
invisible while facilitating reading and

understanding. Creating a justified
line length that feels effortless is the
correct solution to good typography.
Typography stops being invisible when
we are faced with discrepancies, such
as unexpectedly large word spaces.
When justifying text, a good rule of
thumb with line-length measuresisto
use no more than eighty characters and
no fewer than twenty-six characters.
Butthe best approach is to set the text
with aline measure that has an optically
consistent amount of word and letter
spacing.SA
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DO check justification settings

for justified text

Justification

Minimum Desired Maximum

Word Spacing: | 85% 100% 125%
Letter Spacing: 0% 0% 0%
Glyph Scaling:| 100% || 100% || 100% fieview
Auto Leading: 150%
Single Word Justification: ' Align Left v
Composer:  Adobe Single-line Composer v

The desktop publishing programs
InDesign and QuarkXPress both pro-
vide the means to apply manual settings
for justification. The settings are only
applicable to justified text, as ragged
text uses the optimum letter and word
spacing built into a font. If you opt for
justified alignment and the word spac-
ing at your chosen font size looks too
gappy or too tight, the justification set-
tings will help fix things. A value of 100
percent for word spacing or O percent
forletter spacingis equal to “no manual
adjustment” in real terms. If you want

to close up space, enter avalue less
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than 100 percent for word spacing

or -0 percent for letter spacing; opening
up space requires a value greater than
100 percent for words or +0 percent
forletters; and so on. Play around

with a paragraph of dummy copy to

see how different values reflow the
text—it’s the best way tolearn how the
functionality works. My tip would be
to concentrate on the minimum and
maximum word spacing, leaving

the desired setting at the optimum

100 percent, and always leave the letter
spacing set to O percent. TS



DO avoid creating “rivers”

in justified text

different and unfamiliar (but delicious!
Briish public a brother and sistr dete

of meat 1o the
create the perfect

best bowl of red. You'll come acros scentists who are saving the
Scottish fishing industry and historians who cook to unlock the pat
have Sunday dinner (on a Thursday) with a French chef in his vil-
lage gourmand, and hunker down with a very patrotic chic-
ken Many of these people have spent decades purs-
uing their own ideals of perfection and the resulls are
truly inspirng, This books titk s in part, an acknowledgement
of that, and a tribute to them.

Perfection is, of course, an incredibly subjective thing. Even
the seemingly simple task of choosing which dishes to_include
in the series turned out 1o be a nightmare, and | knew | was
bound 1o upset many people by leaving out the

imagine people saying. Nonetheless af
ting room and vowing not 1o emerge
out a viable running order, the BBC team and | eventually
had 2 lst that seemed to have something for everyone - a range of
undeniably popular meals that also offeced lots of inter
esting chalenges in the Kitchen. Sixteen dishes that people
could realy g the teeth into.

Even so. there was. ussion among s, Roast
beef or rosst chicken? Malian oofAmerican pizza? Trfle or tr-

amisu? There were fierce ”ME all points of view. It reinforced

here's no such thing as
s not going 1o be perfect
for all - one mans meafffreally is ancther man's poison
Each of us has our own idea consttutes pesfection, drawing

that, by using my technical skill and scientific knowledge,
by talking 1o producers and artisans and chefs and their custo-

mers. 1 coukd pin down some.of the. things that made. these
dishes wark.

While the dictonary deines perection aslfthe sate of
being perect, it o offers & second defniton@hat s cqually
Lo 1o sk hnig 5. el
imial experimentation. Trying out sdess and thenfrevising and
etrying them untilyivegot something special.unique{The TV se-
fes gave me the apportunty fo get out andffiry my
hand at sl sats of things T4 never encounteed before o |
was 35 excited sbout this 35 1 was sbout the chancefo exp-
lore memory and nostlga in ood because hats how tptaried in

Although e had belp and advic from many people, m a slf-
taught chef My passion for cooking bogan at sixicen when my
parents tookfjne and my sister ['Oustau de Baumaniére, a Mich-
elin three-starfrestaurant. None of us had ever been anywhere
ke that beforeffand | was totally knocked out by it

just the fabulousflfood but the whole multisensory exper-
ferce: the sousd Offfunoios and cicades, the heady smell
of lavender; the sig! waiters carving lamb at the table
orpouring obster sauce intosoufles.

1 knew at once that | wanted o be part o it

For the next ten years - like a car enthusiast declcatedly
stipping down and reassembling a vintage TR7 or Morris Minor - |

carthy, browned surface gave way to a graifyingly soft and
velvety inner texture, for example, or a parsley mousse
whose silky airiness seemed too fragle 1o contain any

lay in s appeal not just o my tastebuds but to all of
y senses, | sought 1o capture that mulisensory effect in

‘When atextis justified, adistracting
visual oddity can often occur: Spaces
between words arrange themselves
ontop of one another, forming a curving
white line running vertically through
the paragraph. This is referred to as
a“river.” This can appear in flush-left,
flush-right, and centered type, but
because of the way justified type
increases the word spacing by forcing
the line of type to the full measure, the

chance of creating rivers increases.
Rectifying the problem is straight
forward. The first step is to introduce
hyphenation into the setting—this can
be done manually if you wish to reduce
the number of hyphens that appear,
oritcanbe set up automatically in
your desktop publishing software.
Alternatively, you can track some of
the affected lines in or out to compen-
sate, and problem solved! PD
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DON’T allow widows

to appear in text

~
- o

-~

i

Widows, one of typography’s more
unusual terms, occur so often that
even some of the most beautifully
crafted works, on closer examination,
have been marred by their presence.
Different than orphans, they are
single words or lines of text that have
been separated from the rest of the
paragraph and are either sitting alone
at the top of the following column
or pushed over to the opposite page.
There, they sit all on their own, away
from the rest of their text, creating
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an unsightly visual anomaly at the
top of the column or page. To rectify
and rescue the widow, review the
column or page from where ithas been
forced over and track back these lines,
which are more open if justified
or are shorter if flush left, to eliminate
the widow. The end result will be
that the bottom of the column or
page finishes cleanly with the end of
aparagraph, and the next page starts

with anew one. PD



DON’T allow orphans

to appear in text

- — — —

An orphan (which, in my view, is com-
monly and mistakenly referred to as
awidow—see page 84 for a definition)
canbe described as a single word sitting
onits own atthe end of a paragraph, or
it can be the firstline of a paragraph on
its own at the bottom of a column or
page. Visually, it is not very nice to look
at, and it hinders the flow of reading. In
order to rectify this, either putin some
softreturns in the text preceding it,

pushing words over to the nextline and

adding to the single word, or, if there is
space, track back certain lines to pull
back words and pull the orphan back up
to the previous line. The same goes for
the single line at the bottom of the col-
umn or page, although I would take the
view thatitis better to push it over than
take it back so that the paragraphs have
clean breaks between columns or pages.
Better still, if you are working directly
with an editor, ask them if the text can
be edited in order to fix the problem. PD
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DO check that text is not
formatted with “justify all

lines” selected

creating a pleasing re-
sult with justified text
is often difficult to

a c¢c h 1

e vV € .

There are three ways to set justified
text, each of which treats the final line
of aparagraph differently. The usual
method is designated “justify with last
line aligned left.” This means any text
onthe finalline of a paragraph will
effectively not be justified at all—it will
be ragged left. The character and word
spacing probably won’t match that of
thelines that appear before it, but that
is the nature of justified setting and the
reason that creating a pleasing result
with justified text is often difficult to
achieve. The second option is “justify
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with lastline centered,” which is never
really going to work with running copy.
The third option is “justify all lines,”
where the final line of a paragraph is set
to the full measure regardless of how
many words or characters it contains.
Ifaline of copy almost fills a measure,
falling short by only an em or so, this
option will work perfectly well. Under
any other circumstances, itis best

to avoid the option altogether. Never
choose it as a default setting when
building style sheets. TS



DON’T hyphenate
text that is
ragged right*

I have had many a debate on this

and, yes, I should “get out more,” but
I (and many others) see no reason for
hyphenation when the body text is
ragged right. Yes, line endings should
certainly be tidied up, short words

taken over, and orphans and widows

* See page 88 for exceptions in certain cases (like this book).

dealt with. But the natural line

breaks that appear with flush-left/
right-ragged negate the need to apply
hyphenation. Itis an additional element
that, when added, actually hinders

the reading process and doesn’tlook

very good. PD

TYPE & TYPOGRAPHY 87



DON’T be scared of our useful
little friend, the hyphen

I’m not entirely sure why this is the case,
but there’s something going on which has
set designers against hyphens. I’m going
to make a bit of a distinction here as you
see hyphens used to good (and often
atrociously bad I grant you) effect in
newspapers and magazines all the time,
but for some reason books, corporate
brochures, and packaging featuring jus-
tified text seem to have become hyphen
‘no-go areas’. The flip side of this is that
the same hooks, brochures, and packs

have simultaneously become safe havens
for bad word spacing, which really does
defeat the object entirely. The answer
is, if you're really that scared of using
hyphens don’t justify text, set it ragged.
On the subject of ragged text, there’s
nothing to stop you hyphenating that
either if you're having to deal with short
measures and long words. Hang on a
minute—1I can hear a wail of dissent
getting louder and louder. I think I may
have taken this argument a bit too far!

I'mnot entirely sure why this is the
case, but there’s something going on
thathasturned designers against
hyphenating at the end of lines. I'm
going to make a bit of a distinction
here, asyou see hyphens used to good
(and often atrociously bad, I grant
you) effect in newspapers and
magazines all the time, but for some
reason, books, corporate brochures,
and packaging featuring justified text
seem to have become no-go hyphen
areas. The flip side of this is that the
same books, brochures, and packaging

have simultaneously become safe
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havens for bad word spacing, which
really does defeat the purpose entirely.
The answer is, if you’re really that
scared of using hyphens, don’t justify
text, setitragged. On the subject

of ragged text, there’s nothing to stop
you from hyphenating that either,

if you're dealing with short measures
and long words. And before you say it,
yes, I know I'm contradicting the
advice just given on page 87. Hang on
aminute, the wail of dissent is getting
louder and louder. I think I may have
taken this argument abittoo far! TS



DO embrace the use of Web font
embedding services

<link href="https://fonts.googleapis
.com/css?family=Source+Sans+Pro”

rel="stylesheet”>

Anyone involved in designing for the
‘Web in the not-so-good old days will
remember the frustration of being
limited to a narrow selection of Web-
safe fonts, or, in other words, the fonts
installed as a default by Windows

or OSX. Today, the choice of fonts a
designer can use confidently, knowing
asite will appear exactly as intended,
isvast thanks to Web font embedding
services. Google Fonts is arguably

the most widely used service of this
kind (plusitis completely free, which
helps explain why) and features

hundreds of good-quality fonts in its
directory. Typekit from Adobe is
another excellent option;itisincluded
as part of their Creative Cloud sub-
scription, and, as one would expect
from Adobe, all fonts in their directory
are of professional quality. If you don’t
have an Adobe subscription, they also
offer afree service, Adobe Edge Web
Fonts. Using a font embedding service
is very simple; a JavaScript tag that
canbe added to the <head> of a website

is provided for each font. Job done. TS
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DON’T underline text

for emphasis

Instead of using an
underline to emphasize
words—use italics.

Using an underline, or an underscore,
to emphasize awordisn’tatotal no-
no, but there’s amuch better way—use
italics. The term underscore derives
from the name of the individual
character that typists would apply to
words by backspacing and retyping
anunderline, and underscoring for
emphasisisabitofa“typing” thing

rather than proper typesetting practice.

Italics, particularly when used in run-
ning text, present a much more elegant
solution and provide the required
emphasis without interrupting
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the flow. This means emphasis is
achieved invisibly without jolting the
reader’s attention away from the fluid
run of the narrative. If you're designing
an application form or diagram, for
example, the rule doesn’t apply so
much—it’s more appropriate for larger
blocks of body copy. There’s another
good reason for not using underscores:
online they denote a hyperlink, and any
text that will be repurposed from a print
projectideally shouldn’t contain any

underscores at all. TS



@

DO use true typographer’s

quotation marks

{3),

These are sometimes called smart
quotes, which seems a bit over the top,
since there aren’t any other kinds of
quotesyou can use correctly. Whenever
you need to highlight a quotation or
utilize an apostrophe, please use the
proper quotation marks thatlook like
miniature floating pairs of sixes and
nines. The marks that don’thave any
curly bits are called straight quotes, and
they specifically denote feet (single

prime), inches (double primes), min-
utes (single prime), or seconds (double
primes), so this isn’t just a styling issue.
The sixes open a quotation, and the
nines close a quotation and double as
apostrophes, providing added value at
no extra cost, except for my dental bills
thatis, as seeing primes used incor-
rectly in place of quotation marks
makes me grind my teeth, so spare
athought. TS
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DO use correct
accent marks

aei

0€0

oun

u

Despite our general assertion and
expectation, the rest of the world
doesn’t do everything in English. They
even have the nerve to add little squig-
gles, dashes, and dots over some of our
precious letterforms. How dare they!
It seems like some of these have abasis
in how these people talk, you know,
with those funny sounds that come out
where we would have plainly said an
oorane. It might seem humorous until
you realize that we could use the same

system just to help Northerners and
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Southerners understand each other.
The reason we have printed matter
atallis as a substitute for a person
actually being there to say it in front
of us. If they were standing there pro-
nouncing words as they occur in their
natural environment, then we would
respect those sounds. If this means
mastering some of the keyboard short-
cuts and special characters, well,

we are learning something, broadening
our horizons, and showing respect

ateverylevel. JF



DO use correctly

formatted fractions

Incorrect:

1/4 1/2 3/4 1/3 2/3 1/8 3/8 5/8 7/8

Correct:

a2 Y55 BB

If youhave the advantage of reading the
copy before beginning alayout project,
especially if you expect to be dealing
with financials or some form involving
numerical breakdowns, I strongly
advise that you start by choosing type-
facesthat have extensive character sets
and, better still, typefaces that include
specific characters for fractions. This
is aplace where taking a shortcut will
make for a very awkward piece of type-

setting. There are few things as clunky

as two numbers separated by a slash,
when a proper, tight fraction is availa-
ble. Think about it in the sense that
afraction takes up the equivalent visual
space of a single character, less than if it
were a series of full x-height numbers,
and you get the idea pretty quickly. Like
the proper use of small caps, this treat-
ment instantly indicates to the reader
that this is the work of an experienced
designer with a sophisticated ability to
deal with type. JF
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DO use an en dash
to indicate a range
of values

1969-2011

The use, or misuse, of en dashesis When typesetting these figures, and
acommon problem we see in the if one is using nonaligning numerals,
written content we receive. An en dash itis worthwhile to kern alittle space
should be used when numbers or words between the figures and the en dash so
that denote arange need to be linked thatthey don’t appear as if they are
together or to signify an open range. colliding. An open-ended range would
For example, 1939-45 and 100-200 be set as: 2011-. Words that are commu-
BCE are examples of the en dash being nicating arange would look like this:

used in a closed range. Note that there is January-December 2011. PD

no space on either side of the en dash.
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DO use an em dash to indicate
a conversational break

Although used as often as its cousin
the en dash, the em dash is the correct
punctuation mark toinsertintoa
sentence when a conversational break
isrequired. The em dash, being more
significant in presence than a comma,
provides greater emphasis in setting
apart an aside in a sentence. At the
same time, it is not as aggressive as
afull stop, so the subject and intent

of the sentence is carried through.

For example, “Despite the disapproval

ofhis friends—they thought he had
forsaken his values—Peter decided to
use Comic Sans.” In addition, it can be
used to signify an emotive interruption
into a sentence: for example, “I can’t
believe it’s—,” which works better than
afull stop and signifies that the speaker
islefthanging. Its use seems to be
waning, which I think is a shame. That
said, be careful not to overuse the em
dash; it can be somewhat overpowering.

Everything in moderation. PD
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DO tuck full stops and commas
inside quotation marks only in

the United States

“Only in America.”

No oneis quite sure when it happened
(maybe it was linked to that little
“independence” dustup), but when
British conventions were sent across
the Atlantic, a few of them seemed

to have fallen overboard, leaving the
Yanks to make their own decisions.
While Americans have removed the u
in colors to reflect their pronunciation,
other decisions are more closely linked
to modern typesetting. The placement

of punctuation in regard to quotation
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marks was formed at an earlier time,
founded on basic needs—namely, that
punctuation signaled the end of
asentence. Therefore, of course it fell
outside the quotation mark. However,
American typesetters noted the
awkward space it creates and, as one
of many adjustments, experimented
with placing punctuation on the inside,
creating a tighter space. This was
soon adopted as the correct way to

position full stops and commas. JF



DO place full stops and commas
outside quotation marks everywhere
but the United States

“Outside America”.

While American typesetters would
surely tell you that they have
reengineered the fuddy-duddy old-
world ways for the better (and in this
case, itis hard to argue againstthe
more appealing visual white space
left by tucking the punctuation inside
the quotation marks), that doesn’t
necessarily mean that we can expect
the thousands of years of the written
word to instantly abide by their new

rules. The placement of full stops and

commas is based on the intended

use of the marks, to signal the end of
athought. Following that line of
thinking, full stops and commas have
to come after all other elements of
that segment. While figuring out the
differences in spelling certain words
can occupy alot of your time when
trying to make alayout for audiences
in several countries, this variation

is the most difficult practice to go back
and forth on. JF
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DO hang quotation marks outside
the paragraph margins

“Reminds us that the struggle for justice
is also the struggle for truth, then as now.”

—Khalil Gibran Muhammad, Harvard University

Inorderto achieve a smoothly aligned
left edge for apull quote, it’s best

to “hang” the quotation marks. This
involves repositioning the opening
quotation mark out to the left so that
the initial letter of the textis aligned
with the initial letter of the subsequent
line. It’s a simple task to do; if you

are using a software package such

as InDesign, there’s a feature under
“Story” with a panel window

98 TYPE & TYPOGRAPHY

containing a checkbox called “Optical
Margin Alignment.” There, you can
key in the point size of the text you
are using, and it will refine the
alignment and hang the punctuation
for you. However, I always find that
itisnever quite enough to key in

the exact match of the text size you
have styled, so I always keyin a

size 20-30 percent bigger to ensure
acrisper alignment. PD



@

DO add a full stop after an ellipsis
at the end of a sentence

grapI
n....

‘When an ellipsis is employed within
the text, it can be used in anumber

of ways: dramatically, to create a pause
in the middle of a sentence, or at the
end of a sentence, almost as ifthe
writer has faded away, lost in thought.
However, acommon mistake is to leave
the ellipsis at the end of a sentence
unfinished. I understand that there was

great debate about this in the past, so

whether this entry adds fuel to the

fire, who knows? In my professional
opinion, however, it needs the full

stop in order to provide closure

to the sentence. The house styles of
some publishers may specify the three-
dot option (i.e., without the full stop).
Inthe absence of any such instructions,
you should go with the four-dot
treatment. PD
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DO learn about

the golden section

Back when the idea of the printed book
was relatively new, type was generally
setin a single justified column and
placed symmetrically on a spread with
the outer margins wider than the inner,
and the bottom margin deeper than the
top. The proportions assigned to the
text area were invariably worked out
using a geometric construct, the most
highly regarded of these being the
golden section. Measurements don’t
need to be specific, as the resultant
golden rectangle can be drawn without
aruler, using a set square and compass.

The only important measurementis
the ratio of short to long side, that being
1:1.618, which in itself doesn’t really
mean anything unless you’re into ratios.
This ratio occurs many times in art and
architecture, so it was a natural choice
for the basis of book layouts. The page’s
margins were often worked out using
the Fibonacci sequence (0,1,1,2, 3,5, 8,
13,21, etc.), which you can find out
about by reading The Da Vinci Code.
The explanation is quite near the start,
so, fortunately, you don’t have to read
the whole thing. TS
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DON’T be intimidated

by a blank page

Thisisit. Everything you have trained
for, all of your dreams and desires,

the full realization of your creative
potential awaits you. So why are your
knees buckled and your hands shaking?
Itisjustablank page before you,
abarren canvas for your skills to shape
toyour liking (or even better still, to the
client’s liking). Yet, it stands out as one
of the most intimidating forces that
adesig- ner can ever face. No guides to

go by, no style sheets deciding our
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typefaces and sizes for us. No corporate
color palette already set out. No images
already selected for inclusion. All of
the decisions have beenleft up to us,
and the pressure hasleft all parts

of our body paralyzed. Pull it together!!!
The opportunity for greatnesslies
before you. You are ready for this. I just
know it. Look that blank page square in
the eye and announce to the world
thatyou are an incredible designer.
Ready. Set. Go! JF






DO triple check your
document size before
you start your layout

Inthethree decadesI've been
working as a graphic designer, I've
heard anumber of horror stories
about designers having worked with
anincorrect document size (the client,
too, has gotten it wrong on occasion!).
It’s discovered at that crucial stage
during final approval after months of
labor or, worse, when it’s at the printer.
This can, of course, be fixed, but it

will cause alot of stress: the client will
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be angry, and there could be a cost

issue or amissed deadline. Also, the
beautiful design that you have worked
so hard on will have to be revised
hurriedly into shape, which could result
in apoor-quality final product. Be as
certain as possible from the start:
confirm with the client the document
size and get it in writing, either

in a contract or confirmed by email,

to ensure avoiding such problems. PD



DO utilize
master pages

X

One of the huge advantages of using
desktop publishing software, such as
InDesign or QuarkXPress, when laying
outlarge documents is the master pages
feature. With master pages, you can
preset all the consistent and repetitive
elements that would appear on apage
(running head, folios, heading boxes,
text boxes, etc.) to avoid having to
re-create themevery timeyouadda
page. In addition, any alterations made
to the master page will automatically
be adjusted on all the pages you are
working on, saving hours of labor-

intensive activity and ensuring there

are no errors. As soon as you drop

the master pages onto your “pages”
palette window, you can be sure

that the elements you need will be
there, allowing you to concentrate on
the layouts. You can also create
different masters for alternative grid
designs within the same document and
automatically renumber folios if you
move spreads around. Even better,
controlling your artworks with a
“book” file allows you to update master
pages between different files without
even opening them. Don’tignore them:
they’ll save you hours of work! PD

LAYOUT & DESIGN 105



DO use

grid to

intain

a layout

'S

structur

e

Many designers rebel againstthe idea -beams give the structure strength

of using grids. They argue that the and allow for windows, doors, and
gridis there to punish them, limit individual rooms to connect to each
creativity, and restrain freedom. In fact, other. In design, the grid is the invisible
the opposite is true. Grids celebrate structure that unifies a poster, book,
harmonious proportions. They exist to or website. Without a grid, any design
create consistencies in negative and solution becomes/a hodgepodge of
positive space. They allow the reader to discord. There is one caveat, however,
understand where to look for specific for those who are experts at grid usage.
types of information. They exist not to Grids should be like spiderwebs—
restrain the elements but to create pristine, elegant, and strong. And
harmony. Consider a grid to be the same they are activated when one thing

as the I-beam structure of a skyscraper. interrupts them. SA
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DO build visual
pace into book
and brochure
layouts

Ifyour next assignment is a sixteen-
page brochure, visual pace won’t

be such a big priority, but if you're
designing a 256-page illustrated book,
this ruleis for you. There are some
types of books or brochures (or web-
sites) that demand that certain
elements appear consistently from
one spread to the next. For example,
instructional books with illustrated
tutorials (or perhaps books of graphic
design rules) are likely to feature
repeat page structures to aid naviga-
tion. However, for publications with

content that varies throughout,

seeing the same size image with the
same amount of text and a caption in
the same position every time could
become very monotonous by the time
you get past the first dozen spreads.
Try to vary alayout from one spread to
the next so images change size and
position, thus allowing the flow of the
text to meander and interact with

the imagery in a more random fashion.
Be careful not tolose navigability—
the text and images must maintain
acordial relationship—but always build
in as much intentional pacing as the

material will support. TS
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DO understand how

design with a modi

ular grid

to

We are going to learn an awful lot

about designing with grids during our
days doing layouts, but one of the most
useful to work in is the modular grid.
Like many things the Swiss masters
brought into vogue, it is simple yet
deceivingly sophisticated and incredi-
bly intelligent. Formed using consistent
horizontal divisions from top to bottom,
in addition to vertical divisions from
left toright, it determines where vari-
ous elements and blocks of text line up.

Theresult can be very simple, or it
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can become terribly complex. The joy
isthatit will hold together through
limitless variations. Sticking to the grid
will create an invisible sense of balance
among all elements on the layout,

even if an image runs the width of three
columns of ablock of text the height

of four columns. Even though the lines
aren’tvisible in the final product,

they pull it all together, and the viewer
just feels comfortable interacting

with your work. JF



DO break

out of the grid
if the layout
prescribes it

Grids are things of wonder to us
designers, especially when they go all
multicolumn and modular. Exciting
stuff! Like the saying “Behind every
great man there stands a great woman,”
behind every great layout there stands
agreat grid. If not for those grids, our
layouts would stay out late, drink too
much, and end up lying facedown in a
gutter covered with messy typography.
But hey, it’s good for alayout to let its

hair down every once in a while and
give itself abreak. Grids provide layouts
with a stabilizing influence, but a layout
should take its grid out on the town
every so often to say thanks for all that
good advice. It’s at times like these that
the combination of perfect grid and
flexible layout can make the grandest of
statements. Without them, the life of a
layout can become so passé, if you know
what I mean. TS
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DON’T automatically use
the default margins in your
layout program

The title “designer” says it all! Youneed

to design, which means considering

every minuscule aspect of any project

youwork on, including the margins.

When considering the page layout, and

'how the content is going to be organized

and structured within it, a part of your

design process will be to develop a grid

that works harmoniously with the page

size. One of the grid’s many structural

components will be the margin area,

and you should consider applying a

principle such as the golden section,
described earlier on page 101, when
deciding on its size and proportions.
The default margins for new docu-
ments are a standard border of .5
inches—almost a safety area for the
complete novice—and have no design
or structural merit, so think creatively
and independently! This book uses
inner and outer margins of .7 inches
with atop margin of 80.5ptand a
bottom margin of 65.5pt. PD



DON’T place content too near
the trim edge or gutter

Apartfrom an improvement in the
tolerances involved, the technology
used to trim and bind printed publica-
tions hasn’t really changed much for
decades. Even the best bindery plant
has to account for some leeway when
trimming finished copies of brochures
and books, and for this reason it’s advis-
able notto place content too near atrim
edge. The fact that it might get guillo-
tined off during the binding process is
only halfthe story. It’s harder to detect
small changes in the gap between the
text area and the trim if said gap is

generous enough to absorb a slight
variance in width or height. Slight dis-
crepancies that result from trimming
and finishing will “jump” out at the
reader when the pages of abook are
thumbed through rapidly, so try to allow
atleast.25inch for small items like
folios and atleast twice that for large
text blocks and images. Consider the
gutter margin, too, as bunching may
occur in publications with alarge page
extent, swallowing content that can
otherwise be seen only by breaking the
book’s spine. TS
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DO design books
and magazines
as spreads, with
facing pages

Walk into your closet and choose
ashirt with a pair of pants you are going
to wear later in the week. Obviously,
you are going to want them to look good
together. Take just the shirt out and
placeitonthebed. A few hours later,
walk into the closet and find a pair

of pants that matches the shirt you
wore yesterday. Lay those pants next to
the shirt youlaid out earlier. You know
what doesn’t match? This random,
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hideous outfit! You would never dress
this way, so why would you design
apage in printer’s spreads (already
imposed) or worse, independently?
You know that the left- and right-facing
pages will be next to one another for
the final viewer, so start from that
perspective when designing. Always
consider what will appear on

the opposite side to the page you're
designing. JF



DO design spreads with
crossovers in mind

Now that we have decided to design
with our pages facing each other (as
anyone with common sense would),

we have to consider the work that needs
to be done after we have finished. Oh,
right, the poor printers who have to
realize our vision on paper and bind the
pages, allowing for pages to be turned
and enjoyed. We know that the viewer
will experience the pages side by side—
as aspread—so we design with that

in mind. We also know that the pages

aren’t actually organized that way,

that except for the center spread, none
of the facing pages actually exist that
way for the printer (thus, the designa-
tion “printer spreads” for the formation
post-imposition). So we have to
remember that letters that cross over
from page to page will likely be cut

off and out of alignment, and images
with specific detail may suffer the same
fate. Some printers are better than
others, but the onus is on us as design-
ers to makeitlookits best. JF
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DO create a focal point

for every layout

In most cases, alayout will contain
apiece ofinformation, such as ahead-
line, that should be the first thing the
reader looks at. In Western culture,

the focal point is normally the top left
corner of a page or spread, so it’s no
surprise that thatis where a heading

is usually positioned. Placing it any-
where else will fight against the natural
instincts of the reader tolook at the top
left corner first. If you want to break

away from this convention, and it’s good
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to break the rules sometimes, the focus
must be achieved using a visual device
such as color, font size, or a strong
graphic element. Bear in mind that
readers tend to react in a different way
to text and images. We're naturally
inclined to gather information about
what we’relooking at, and a well-
positioned headline will often trump
animage in terms of a hierarchy of
focus. TS



DO always have
at least one
folio showing
per spread

When you are deep in a design, it can

be easy tolose sight of the final viewer.
This canlead to anumber of different
decisions, but one of the easiest to shed
is the tiny, harmless little folio often at
the bottom of the page. It’s not really
disruptive, but my spread would look so
much nicerifithad a clean section of
deep color at the bottom left corner.
Over here to the right seems to beg to go
all white, and, well, can’t we just elimi-
nate them for a spread? Certainly this

works inisolation when designing a

single spread, but if we give in once,
we are sure to do so afew more times
before finishing. Now, the viewer
doesn’tinteract with a single spread.
They have the entire thing, possibly
well over a hundred pages in their
hands, and they would want to know
where they are as they flip through.
You see what I am hinting at? Folios
don’tneed tobe on every page, but
there needs to be atleast one on a page
of each spread. JF
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DO periodically check a printed
laser or inkjet printout rather than
viewing a lavout solelv on-screen

‘Thou shall not rekey
supplied text into a layout—

Despite the amazing quality and
resolution of modern screens, whether
standalone or as part of the computer,
there’s nothing better to judge the qual-
ity and detailing in your design than
viewing it as aprintout at actual size.

T always insist, when reviewing early
stages of awork at my studio, that we do
it with laser prints. Only then can we
most accurately understand how the
design is progressing, check the balance

and structure of the layouts, the
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detailing, and the sizing of the typogra-
phy, and confirm that all the content
required for the page has been included.
We still always start a design with
paper and pen. When you designon a
screen, a majority of the time, your
mind is concentrating on the mechani-
cal aspects of using the software rather
than the creative aspect of working the
layouts. Only printouts will really
reveal how effective your design is. PD



DO consider
how a layout
looks at

full size and
as a thumbnail
online

Ilike small type as much as the next
guy. All things being equal, I like it more
than the next guy! Ilove a detailed and
nuanced illustration or photo as well,
something that truly rewards closer
inspection. I have come to realize that
there is atime and a place for this type,
but often that place is not in commer-
cial products, even ifitis a piece of
music packaging that is only manufac-
tured in alimited edition of a few

hundred—certainly not on abook cover
that will sell all around the world or a
can of soda that will be produced in the
billions. Why, you ask. Why can’t those
layouts have little bits of important
type? Because more often than not,
they appear online, and that means that
most consumers will first interact with
the design in an already reduced, tiny
form. Be sure that it works both on-
screen and in person. JF
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nd for all—baseline grids are not dull

ersuse to guide the placement of larger

devices that restrict creativity. It’s true

elements in alayout, providing a modu-

that the why-not-just-place-every-

ar system that works both horizontally

thing-where-it-looks-right approach

and vertically. Baseline grids encourage

can work perfectly well for many pro-

consistency because they help you

jects, butifyou’re designing a book.

make decisions about where to position

magazine, or brochure, a baseline grid

type and images throughout the pages

is an incredibly good idea. If you’ve not

Your layouts will look much more pro-

1sed one before, you should give it a go

fessional if repeat items, such as page

baseline grid extends the standard

headings, align properly throughout. TS
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DO take care to align baselines
of type in adjacent columns

baseline

baseline

You spend hours picking out just the
right suit, spending a small fortune.
You decide you can save alittle bit on
the tailoring, so you go to a discount
place around the corner. The day

of the big event, you hustle back to get
dressed only to discover that something
looks abit off in the mirror. Could it be
that they have hemmed the trouser
legs alittle higher on one leg than the
other? Youlook at every angle, and

it certainly appears so. Nothing major,
you think: who would notice such
athing, anyway? You set off and soon
find yourself standing outside the dance
floor. A very attractive woman comes
up and asks if you are “able to dance.”
You flash an uneasy smile and reply,
“Don’tyou mean would I like to dance?”
“No,” she says. “I meant are you able?
On account of your legs being two
differentlengths.” JF
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DO align the bottom margin

layout errors, t
misalignment.

with the baseline grid

One of the worst possible

> slight

Thisis one of my favorites when it

inches, and the baseline gridisin

omes to rules that should never be

points. This is such an easy thing to put

broken (yep, there are some unbreak-

ight, as all you have to do is measure

ble rules). That doesn’t stop designers

the final baseline to trim distance in

rom doing it though, and when they do

either ofthose units and setthat as your

it highlights one of the worst possible

bottom margin. But many folks don’t

bother, and itlooks really messy when

ayout errors, the slight misalignment

ere’sthe scenario. The margins are

yvoutrytoalign animage with the last

et,and the baseline grid is added with

ine of text. The funny thing is, slight

start point at the top of the text area. All

misalignments really stand out, while

good to go, you say, but wait—the final

whopping great big ones don’tbecause

baseline and the bottom margin don’t

theylook intentional. Please avoid. TS

quiteline up because the margins arein
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DO align layout

content harmoniously

Alignment considerations
should extend to all elements
of alayout taken as a whole.

Alignment considerations should
extend to all elements of alayout taken
as awhole rather than simply images
with images, text with text, and so on.
Furthermore, the alignment of the text
itself should be considered alongside
the positioning of images—an image
centered on apage might benefitfroma
centered headline beneath it to avoid
mixing elements and producing a visu-
ally incoherent layout. If you want to
draw the reader’s attention to a pre-
mium image positioned to the right of a
brochure spread, consider using

flush-right text aligned down the left
edge, but be careful not to propel the
reader’s eye off the spread altogether.
The way elements align within any lay-
out influences the structure just as
much as the grid dictates where content
should be placed, and as long as the ele-
ments don’t fight with one another
while jostling for position, a layout will
generally work perfectly well. The har-
mony in alayout stems not from the fact
that alignments are right but from the
factthat they’re not wrong. TS
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DON'’T always attempt

to align captions to

the same baseline
as body copy

pioneer of th

Examples of unspoill__Several fact

medieval architecture can

and it is not
be found throughout the

(0}
France.

pale colours

It’'sacommon error among inexperi-
enced designers, as they tryto geta grip
ontherules of using page and baseline
grids, to become obsessed with locking
everything to grids, including captions.
This doesn’t need to be the case. At

the start of a project, as you evaluate
the content and decide on the styling
requirements, you will have to decide
which text elements should be locked to
the grid. As your body text is larger
than the captions, theleading applied

122 LAYOUT & DESIGN

to it (which your baseline grid has
been set to) will be too great for the
captions. This will result in them
looking aesthetically poor and loose.
You can, however, set the firstline

of the caption tolock to the baseline
grid to align it with the top line

of the body text. With this done, it’s
simply a case of applying an appropri-
ateleadingto the caption and letting
ithang.PD



DO use alternative baseline
grids within caption boxes

» A1

VIR REE

-
1

| The magenta keylines drawn

above the master baseline

grid help to demonstrate

how selecting an alternative

haseline grid for your

\caption boxes allows you to |

align body and caption text

with different leading.

An alternative to the technique out-
lined on page 122 is to create your own
custom baseline grid for captions. This
is particularly useful when your page
layout has multiple captions (such

as annotation) spread across the two
pages. Desktop publishing software,
such as InDesign, allows you to create
adjustable baseline grids within the
caption boxes, independent from the
baseline set on your master pages.
This allows you to ensure alignment

between captions ifthe boxes are

positioned correctly. It also allows

you to create aratio between the two
baseline grids so you can create a pro-
portionate leading between the two
text styles. For example, say your page
leading is set at 15pt with 10pt body
text. Your captions can be set at 10pt
leading with 7pt body text, giving a mul-
tiple of three lines for every two from
the master baseline grid. If you align the
firstline of your caption text with any
line of the body text, your typography
will look so much sweeter! PD
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DO use rounded numerical
values when placing
elements on your layout

X: 5= 17.5 mm Wiz 120 mm

g

Y: = 80.5 pt H: = 98.5 pt

&

A0 s gmalFo [
mE o (3| aEe 3]

“Graphic designer” and “typographer”
should be bywords for precision, and
acompulsion to be accurate is essential
when working with type and layouts
on acomputer. After all, your project
will be printed or published online for
everybody to see. One of my major pet
peeves (and it REALLY drives me mad!)
isthe inaccurate laying out and posi-
tioning of elements for artwork, such as
employing random and inconsistent
measurements throughout. For exam-

ple, apicture box positioned .412 inches
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from the top of the trim edge—what’s
wrong with .5 inches? A picture scaled
to 86.428 percent—why not 86.5 per-
cent? Headlines at 30.697pt—where
did that figure come from? I understand
we all have alot to think about and alot
toremember (the many rules in this
book are prime examples). Invariably,
with a deadline looming, the pressure
is on, but taking care with your work
brings more quality to it and will make
you the better designer. Phew! Okay,
rant over. PD



DO ensure spacing

is consistent throughout

a layout

Relax in style

Visit our private beach

Check oun

Remember a good book

Rigoris part of the job of being a good
designer. Itis the difference between a
world-class designer and a hack. Sloppy
and inconsistent spacing is the first
cluetoidentifying a careless designer.
First, use a grid to maintain consistent
line length, rule width, and image
sizes. Second, use the guides to ensure
uniformity in the position of text and
images. Third, specify a comfortable
distance between the baseline of a

caption and the bottom of an image.
Adhere to this spacing on all images.
Fourth, create rules (stroke size) as
part of the paragraph style of the text.
This will maintain a consistent spacing
between the baseline of the typography
and the rule. It may be tempting

to optically determine these spacing
issues, butyou are not that good. Do it

mathematically and consistently. SA
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DO be certain to stay
consistent with use of type
and color throughout a project

There are two schools of design. At one
extreme of the spectrum are designers
who believe that self-expression with
no regard to the client problem is “good
design.” At the other end of the spec-
trum are designers who believe that the
individual designer’s style should be
invisible and only the client’s problem
should be relevant. Many designers
work somewhere between the schools,
solving a problem while exercising self-
expression. Unless a designeris only
interested in self-expression, with no

regard to communication, consistency
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of typographic style and color palette
are required. Basic compositional
rules dictate that a color palette be of
afamily and that each color is echoed
somewhere in the project. If a design
solution calls for alarge red circle,
echo this color elsewhere, so it does not
appear to be an alien object. The same
is true with typography. If Univers is
the typeface on the cover, use Univers
inside the book. Otherwise, it will
appear that two unrelated designers

designed the cover and interior. SA



DO establish a
visual hierarchy
that leads to the
most important
information

Hello. | am Important.

| am also important. Not as important
as the item on the top though.

I am required reading but not essential.

I am secondary information that would be nice
if you read me and comprehended my deeper
understanding of the subject matter.

e [ am bulleted text. Highlighted.

e [ am also bulleted text. Highlighted.
e [ am also bulleted text. Highlighted.
e [ am still bulleted text. Highlighted.

Assembling all of the components
foryour design is the easy part. Making
sure to get the main point across is
much more difficult. The first and most
important step is to establish what that
pointis with your client. Once you are
onthe same page, set up a hierarchy—
the sooner you start, the easier time you
will have in creating a successful solu-
tion. There is always a star or hero—the
mostimportant bit of information that

the viewer should take away. Be sure

that your layout, right down to your font
selections and type size, all reflect this
goal. It can be as simple as size or place-
ment, but often you will need to dig into
your toolbox for color and other graphic
devices. Then determine what is the
next most important bit and so on and
so on. Using everything you know about
type and image, set up the layout so

that the viewer has access to all of the
needed information. JF
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DO experiment
with paragraph
layout only

for conceptual
emphasis

This was the point in the story
when an INTENSE flash took
him over and sent things
sprawling, falling, crawling,
seemingly all was lost
as he began to

choke.

The other side,
reaching out, was
a light. Dim, then brighter
and brighter still. Until he
knew that he had properly
laid out the paragraph.

After all of this talk about rules, it is
probably starting to feel like all we are
only telling you what you can’t do.

The man isliterally keeping you down.
Didn’t we all get into this to be creative?
Well, here is a bit of freedom of the
highest order. Now that you know the
rules, you can finally break them wide
open. Nothing makes a bigger impact on
areader than an experimental layout

of aparagraph, or set of paragraphs.
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The keyisthatit hastobe intentional
and with purpose, or else it just looks
shoddy and unprofessional. A layout
about a dense forest gets six tall,
narrow columns of type nearly side
by side? Worth looking in to! A story
aboutreaching a mountaintop is laid
outin acone of type widening with
eachline? You know it works. Just be
sure to do it only when really and
truly appropriate. JF



DON'’T ignore the
advantages of
visual grouping

Imagine if you could take alayout and
physically pull it apart in several differ-
ent directions. If there’s no strong
relationship bonding the elements that
make up the layout, it’ll split and pull
apart, butifyou’ve used visual grouping
effectively, the layout will spring back
together like elastic when you let go. It’s
aslightly odd analogy, I know, but think
itthrough and you’ll see what I mean.
Using visual grouping will provide
structure for alayout that might other-
wise appear as acollection of free-
floating objects. Grouping anchors

objects together with invisible threads,
which our eyes then fill in for us, and
allows for easy navigation by drawing
the eye through alayout in the correct
order. Grouping can be achieved
through the use of borders, panels,
rules, or even typographic hierarchy, as
well as the obvious idea of using prox-
imity to form distinct groups of content.
Take care not to create areas of trapped
space between groups by watching
what’s happening around the edges of

your layout. TS
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DON’T group white space
in the middle of a layout

FORESTRY TODAY

FORESTRY TODAY

‘When designers talk about white space,
what they really mean is blank paper.
If you're anewcomer to graphic design,
you might find that you feel uneasy
about white space, seeing it as amissed
opportunity to add another image

or some more text. The thing is, the
white space between items is integral
to alayout’s structure for two reasons.
First, it provides a frame for objects or
groups, setting them apart from

other elements. Second, it helps to
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create better visual navigation by
drawing areader’s eye through alayout
inthe intended sequence. For both
these reasons, you should try to avoid
creating blocks of white space that are
surrounded on all sides, as these areas
of white space actlike holes in alayout
that the reader can fall into and get
stuck in. Try to give your white space
room to breathe; don’t penitin,

orit’ll turn on you and do bad things

toyour layout. TS



DO use only as many columns
as you genuinely need

A document grid exists to make it
easier to create accurate layouts with
correctly and consistently positioned
content, so it makes sense to keep grids
simple. A good grid will also be flexible,
of course, as you don’t want to be
restricted in what you can do with the
content, and the number of columns
you use exerts considerable influence
on that flexibility. Grids with odd num-
bers of columns can be particularly
useful, as they allow images to break

into columns of'text, and you can vary

the measures for running text, captions,
and so on without departing from the
grid itself. However, try not to get car-
ried away with the number of columns
you introduce. A twenty-seven-column
gridis all very well, but it’s very hard to
keep track of consistency with that
many active columns, and you're likely
to end up with columns that are as
narrow or narrower than the gutters.
Start with fewer columns and add as
required, or use guides to create subcol-

umns ifyou need them. TS
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table functionality

DO persevere with InDesign’s

Early in my career, I worked for a design
firm that did alot of work for the tourist
industry, and that meant designing
brochures with lots of complex price
tables created “by hand” in Quark-
XPress. All the rows and columns were
separately drawn rules, and all the

text was tabbed by hand or a series of
individually linked text boxes. Boy,

was it difficult and time-consuming
work—but what a sense of achievement
when you completed a table with all
the footnotes and extras! Until, that is,
the client calls to ask for achange—
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“we need to add three weeks to the
season, and, oh, by the way, we secured
rooms in two more hotels.” Without
table functionality, it’s start again from
scratch—you’ll need to redo the whole
table, so no going home for you tonight,
my friend. With table functionality, just
“insert two columns” and “insert three
rows” and adjust the size alittle, and
you're off to a bar for a well-deserved
beer. It’s not that intuitive a process, to
be honest, but it’s worth sticking with,

in case you ever get that call. TS



DO use footnotes' only where they
best serve the editorial content

While you are considering typo-
graphic styling for abook, the author
or client may also request the use

of marginal annotation. If so, stop
and consider what type of book or
publicationitis and what the
comments are communicating.

If working on a technical or academic
title, it will be useful to employ the
annotation as footnotes (at the bottom
of the page) to aid the reader and

expand on their understanding of the

material. Ifthese footnotes are more
reference-based (for example, alist of
third-party reference material), then
these could be placed at the back of the
book as endnotes. Similarly, if alarge
number of footnotes exist and the title
is more narrative, like literature, then
an abundance of footnotes placed at the
bottom of the page can look unsightly,
be intimidating, and significantly break
up the flow. Better that these be placed

as endnotes. PD

1. An ancillary item of text providing additional information

that is printed at the foot of the page.
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DO remember
that one does
not have to
fill up every
section of

a multicolumn

page

‘White space is your friend. Say it with
me. White space is my friend. Like in
music, it is often the notes that you
don’t play that resonate the most with
the listener. Far too many layouts suffer
from crowding out, filling every last
nook and cranny with elements or text.
Say you have a multicolumn layout
before you, and the text holds to the
style of the rest of the document. But
paired with the photo and caption on

the page, it leaves enough space for
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two more paragraphs. The compulsion,
then, can be to increase the size of

the photo until it all fills out the space
perfectly. Or worse, you may want to
start adding in extra spotillustrations
or pump up the size of a pull quote to
force the issue. All of that takes away
from the original intent and ends up
making the layout uncomfortably
crowded. The grid already has the page
organized, and less is often more. JF



DO consider a hang line when given

inconsistent columns of text

This is one column
of text that you
need to deal with.
Factor in the length
and start planning.

This is one column
of text that you
need to deal with.
Factor in the length
and start planning.

This is one column
of text that you
need to deal with.

This is one column
of text that you
need to deal with.
Why not try a
hang line?

How you decide to
use this, now that
you know it will be
longer, determines
a lot.

One of the most maddening things

can be when a designer is presented
with inconsistent amounts of text, such
as paragraphs of variouslengths, that
need to work in a multicolumn docu-
ment. But alittle perspective helps
soothe the nerves and find a solution.
When you are given a stack of framed
prints to go across awall and they all
differ in height, what do you do? You
make ahorizontal line where the tops of
each piece start at the same distance

from the ceiling so that you have a clear

visual organization that celebrates the
difference in scale while still keeping
the wall from feeling cluttered and all
akimbo. The same is true in alayout.
Creating ahangline, you organize the
vertical columns with a horizontal line
inyour grid. You can even have certain
elements only exist above the line, for
example. Itis referred to as ahangline
because the columns of text “hang”
from a common line invisible to the

viewer. JF
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DO use layers
to organize
type, color,
and imagery

It’s an absolute no-brainer to organize
and distribute content into separate
layers, which can be color coded and
labeled. I'think the feature is one of the
best things ever introduced into layout
applications. Therefore, it’s a mystery
why anyone wouldn’t use layers, instead
choosing to dump everything into one
defaultlayer. What happens if you want
to select something that appears
behind another object? Lots of fiddling

about and multiple clicking—that’s
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what. Sure, it’s not essential for simple
layouts that are only worked on by you,
but what if you work with a team or
have files that third parties need to edit?
The ability to add all the text to its own
layer and lock up the color in another so
it can’t be moved or deleted acciden-
tally is pretty compelling. Try to get into
the habit of using atleast one extra
layer for all your text, and it’ll pay divi-
dendsinthelongrun. TS



DON’T use
multiple layers
of content
unless they
provide

a benefit

First,let me define layers here. This

is not the good type oflayer a designer
uses to organize information using
Adobe Photoshop. This is the result
of reckless layering of objects, images,
and typography to create interest.
Interestingly, this same technique of
layering images on top of other images,
or pieces of typography, was an after-
noon hobby of upper-class women in
Victorian England and the United
States in the nineteenth century.
Hopefully, a century of technological
advances, aesthetic movements, and

educated designers has discarded this

technique in favor of clear communica-
tion. Unfortunately, there are still
designers who are under the false
assumption that they have invented a
unique and revolutionary style with
layers onlayers of found images, odd
squiggles, and distorted typography.
Too often, when faced with a project
thatisn’t compelling, a designer decides
that adding another element will help.
This is wrong. This is the same as put-
ting more icing on abadly made cake.
Goback to square one; the original idea
is probably flawed. Adding to it is only
ignoring the reality of abad idea. SA
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DON'’T use
Microsoft Word
for layouts

IfThad a dollar for every client who,
seeing themselves as something of
adesigner, has used Word to lay out
adocument, I would be arich man! So
why not use it? Well, Word provides
little flexibility for a designer to
work with, asitis set up for writing
letters, makinglists, or laying out
text-based reports. The clueisinthe
name: it is great for writing text, not
designing layouts. For the graphic

designer, Word’s very limited page
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layout and typographic features do not
allow any flexibility or the precision

to craft and create designs. In addition,
Word has no prepress ability, nor

does it have industry standards, such
as Pantone color systems, builtin.

You should be using dedicated

design software, such as InDesign or
QuarkXPress, for your work. You
wouldn’t use a saw to hammer anail
intowood, so don’t use Word to design

your layouts. Ever! PD



DON’T design
in PowerPoint

Youmight think I am crazy for even
making this arule, but trust me when
Itellyouthat sooner orlater, a client
will ask you to design something in
PowerPoint, while swearing up and
down thatitisthe mostcreative
application ever created and that you
justhaven’ttried to appreciate its
abilities. Now, we can acknowledge that
PowerPoint may, indeed, be the most
creative application that THEY have
ever worked in. But we have other tools

at our disposal. PowerPointis good at

one thing and one thing only: making
incredibly basic slide shows. And
eventhere, inlayout terms, itis
extremelylimited. What it hasinits
favoristhatitis used everywhere,
thus the push from your client.
Frighteningly, its tools seem to have
been set up to encourage crimes against
design, particularly when it comes
to scaling type and images vertically.
Ishudder just thinking aboutit.
Don’t encourage it, and certainly
don’tdoit.JF
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DO learn how to thread
large quantities of linked

text correctly

o ]

Let mefpaiﬁi: apicture here. A designer [
rgcei{;és copy for a publication. He or
[%he places the copy into the Adobe
InDesign document. The designer then
.copies and pastes each paragraphinto
place. So far, everything seems okay.
The client reviews the proof and
changes the order of the pages. The
copy is now no longer in the same order

in which it was first supplied, and the

S, &l

=]
O

O
designer has noidea where each

paragraph should subsequently

L
elong. This is bad. Alternatively, once

copyis placed in the document and
Jorganized as linked, or threaded, text,

the order will always remain clear. By
selecting “show text threads,” handy
arrows appear. The arrow identifies
each text block and the order

of' subsequent text blocks. SA

n
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DO create

text threads
for stories

or chapters

at the planning
stage

When you are first supplied with the
copy for amultipage layout, you are
usually forced to break it up into parts
toacertain degree, butlarge portions
canusually stay intact. It is best to keep
stories or chapters as a single chunk of
copy by firstimporting the text into a
series of threaded text boxes. The small
signifier at the bottom right of the first
text box can be clicked toload the
cursor with any overmatter, allowing
you to create as many extra text boxes

as needed to view the complete linked

text chain. Once all the copy is styled,
you will know how many pages are
needed and be able to start making
some design decisions pretty quickly.
Why is this preferable to creating
separate text boxes and cutting and
pasting each item of copy as you go?
Because subsequent edits will affect
the entire flow of the story or chapter,
andlosing that connectionisthe
quickest way to misplace a portion

of textin your final file. JF
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DO use spell-check,

especially when text

is supplied

spell-chcek

Many designers believe that they are
visual people, and reading is for uptight
academics only. Or they are convinced
that the spelling format used in the
texting world is correct. This is wrong.
You'reis not spelled UR. The mark

of anignorant and careless personis
most clearly illuminated by mis-
spellings. Nothing is more detrimental
than spelling errors in a proposal,
email, or presentation. A misspelling
onaCVis, frankly, a career killer.
Inthe past, akeen eye and superior
education eliminated this issue.
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Today, spell-check is the solution.

The same rules apply to copy supplied
by the client. The initial contract
should make clear that all copy
proofreading is the final responsibility
of'the client. However, once a project
is printed or published online,
amisspelled word remains a sign of
carelessness. The designer may be
assigned the blame, as he or she typeset
the copy. Once again, spell-checking
the copy, regardless of the source,

isthe easy and preferred solution. SA



DON'T
rely solely
on spell-check
to pick up
every text
error

Every designer should possess a
dictionary in support of any computer-
based spell-checking software. It’s a
must! Spell-check applications are far
from perfect, and they will not highlight
words that are spelled correctly but

out of context, as illustrated in this rule.
Foreign spelling also creates issues.

Because many words can have more
than one acceptable spelling variation,
itis always worthwhile checking

with the client to see which style they
prefer to use for their publications

and wheth-er they can provide style
guidelines for copy. PD
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DON'’T rekey supplied
text into a layout—always

copy and paste

8] C—gV

On occasion, we work with manuscripts
that are up to ahundred thousand
words long. That’s alot of content
written by an author, edited by

aclient, and sometimes revisited by
aproofreader. The manuscript has
been checked, amended, and finalized—
and is correct! We therefore always
copy and paste the texts into alayout
and never rekey in—even if we think

it’s saving time or is an easy word—as
even the shortest of words have the

chance of being misspelled in retyping.

144 LAYOUT & DESIGN

Ifyourekey and make a mistake, the
client will spot it, wonder how this
mistake occurred, and be annoyed
that youintroduced errors into their
material. They might then mistrust
you and wonder what other errors you
mighthave introduced. Worse still,
they might not spot the error until
the book hasbeen printed! That’s
not good for any client-designer
relationship. Itis more thanjusta
typo—it’s all about trust, respect,

and being professional. PD



DO understand how and why
a book or brochure publication

is structured

101

In addition to the anatomy of letter-
forms, itis important for the designer
to know how books and brochures are
structured. A book, or other publication
types, has many elements to it other
than the cover and text pages. These
details need to be factored into the
flatplan, or overall layout scheme, and
be accounted for and designed in the
appropriate manner. Items such as
the half-title and title pages and the

imprint and contents are integral to

book publishing, and it would be
embarrassing ifyouhad to ask the
client what they are! There are certain
orthodoxies in the running order of a
book, especially in the front matter and
back matter. These vary depending on
content but generally follow a similar
structure. Once you know the naming
conventions and the standards, you
can explore how to present them in fun
and exciting ways. PD
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DON’T use Paragraph Composer
in InDesign

Paragraph Composer is a feature

(and a default setting) in InDesign
that automatically controls line breaks
in paragraphs. Although it might be
auseful feature for inexperienced
designers, I would never use it in my
work. Instead, you should always make
certainitis switched to the alternative
Single-line Composer. The single-line
mode allows the designer to control
line breaks, without InDesign adjusting
tracking and line endings on your
behalf. The central problem with
Paragraph Composer is that even the
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slightest modification, such as
changing aword, will reflow the entire
paragraph. If you have soft returns

in the paragraph, this will contribute
additional issues. For book editors,
it’sanightmare. Work already
completed on the text can be undone
if Paragraph Composer prompts
auto-formatting, which might create
gaps in the body text unbeknownst

to the editor. As the designer, keep

it single line and make the line-ending
adjustments yourself. As they say,

no pain, no gain. PD



suggest

DO recemmend copy changes
if they can improve clarity

and help the layout

There are many ideas about the purpose
of design. Some claimthatitisin
service of commerce; others postulate
thatitbe used for social change. One
side of the industry supports personal
exploration, while the other side
encourages an impersonal approach.
In any case, communication is the
most basic requirement. Clear
communication is aresult oflegible
and understandable visual forms.

Designers are not “type maids.” Itis

notthe designer’s job to take
someone’s messy content and clean
itup. A good designer clarifies the
content with visual form and copy.
Ifthe copyisunclear or just plain
wrong, suggest changes. If the problem
is extreme, suggest hiring a copywriter.
The final productin its entirety
reflects on the designer. Saying,

“I didn’t have anything to do with the
copy” will not enhance a designer’s

reputation. SA
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DO design responsive

website visuals
at various screen
proportions,
starting with
phones

In the early days of the Web, one only
had to consider a typical range of
desktop and laptop screen sizes, but
today all successful websites have to
be responsive to ensure that they

work properly on phones and tablets

as well. In fact, given that people are
increasingly using their phone before
their laptop to view online content, itis
arguably more important to follow a
mobile-first policy when designing any

website. This approach is not especially

new: a similar thing happened when
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the music industry began to switch
from vinyl to cassette tapes and then
compact discs. Designers realized that
it was better to work on the focused
layout of the smaller space before
expanding it to the larger area of
a12"vinyl record. Therefore, try to
consider the layout of a new site with
the current range of phone screens
in mind first before scaling it further
for tablets, then laptops, and finally

large desktop screen sizes. TS



DON’T employ a Web developer
who has a bad website

When we start to assemble a team

for aproject, we often don’t heed our
own advice. We expect that our clients
will have done their homework and
researched various designers to
determine the best fit for their
particular project before giving us
acall or emailing us (because we are,
indeed, the perfect fit for them).
When this doesn’t happen, we are the
first to throw alittle fit. However, when
we look for awriter, we often don’t

read their sample texts, and when we

choose Web developers, it’s based on
their price and availability, neglecting
that they are going to be a creative
partner inrealizing our vision for the
client. Imagine you are putting together
aband. Ifyou play hard rock and need
abass player, you don’t hire the guy
playing in the horrific calypso band at
the shopping center just be-cause he is
free on Saturday nights. You already
know he has bad taste. Be as selective

with your own teammates. JF

LAYOUT & DESIGN 149



DO remember that type
legibility differs wildly from
print to screen

It seems like an obvious thing to say
that what works in print won’t
necessarily work on-screen, butlet’s
say it anyway. A typeface like Times
Roman is generally accepted as one of
the most readable serifs in print, even if
itlacks alittle in style. However, it is

an absolute failure on-screen, with its
forms distorting and being generally
difficult to understand. Screen legibility
is strongly influenced by a typeface’s
x-height: alarger x-height islikely to
improve legibility, so keep that in mind.
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Times New Roman has been adapted
with a moderate x-height and works
much better on-screen. Certain
typefaceslike Georgia and Verdana
have been constructed specifically
with an on-screen applicationin
mind, and we find them lacking in
mostrespects in print form. The most
important part of the equationis
figuring out where your text is going
toberead and designing with that

foremost in your mind. JF



DO always use
typographic style
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Style sheets are athing of beauty and,
when used correctly, will enhance
your life and make you a better person!
Well, maybe I'm going a bit far, but
what they will do is provide exacting
consistency and ensure that anumber
of fail-safes are in place when you are
typesetting along document, such

as abook. First, simply create the style
sheet, incorporating every facet of
styling needed—typeface, size, tracking,
and so on. Highlight the text, click on
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the desired style in the Paragraphs S

style palette, and, presto, all done!
Consider the following situation: you're
nearing the end of the book and the
client asks to see the B-Heads one point
bigger. It’s achange you are happy to
make, as it’s a single adjustment to the
type style! The hundreds of B-Heads
inthe book are instantly restyled,
saving you the pain of doing each one
manually. Joy! PD o
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DO always use object

styles when working
with long documents

As designers, we tend to concentrate
on the things we see directly in our
layouts: the type, color, images, and so
on. What we don’t always prioritize
correctly are the properties of the
frames that contain those items and
the various rules and borders that make
up the page “furniture,” or elements.
Master pages are great for adding
repeat elements to the pages of along
document, but alot of additional
contentis added along the way. Object
styles containing information about
aframe’s color, the stroke thickness,
and the text can be applied in the
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same way that character and paragraph
styles are applied directly to selected
type. This, naturally, helps to speed

up your workflow and, as a by-product,
helps to ensure consistency. It’s all

too easy to start aproject with .5pt
rules that accidentally become .3pt
rules halfway through, and these

small details are very difficult to spot
on-screen. You can bet you'll spot it
straight away when you see the printed
item—use object styles to achieve
perfect consistency, justlike peas
inapod! TS



DO seduce your
audience with
your layout

The opposite of seduction is repulsion.
‘When we seduce in abedroom, we use
soft lights, play 101 Strings Orchestra
albums, and offer alcohol. Turning
onthe overhead fluorescentlights,
playing Anthrax, and offering heroin
may be repulsive, depending on the
date. Design is no different. Good
design seduces the viewer. The message
may be complex, controversial, or
challenging, but the design encourages
the viewer to look at it. Work that is
impossible to access and repulsive to
everyone atfirst glance is a failure.

Seduce the audience. Utilize pleasant

colors, legible typography, and clear
imagery. Consider Andy Warhol’s
Electric Chair series. Silk-screened
with vibrant and optimistic tones, these
paintings hang on walls above sofas.
Theylook beautiful, but they are
adiscourse on death and execution.
This does not mean that every project
should be pretty—we can be seduced by
strong images and dark tones. Confused
and impossible-to-access work will
repulse. The viewer haslimited

time and will instantly decide which
solution to engage with or ignore. SA
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DO follow Coco Chanel’s
advice: “When accessorizing,
always take off the
last thing you put on.”

) 4

W‘)
Toomuch of agood thing is still too Good design is purposeful. Each
much. You may own beautiful Rolex, typeface, image, ornament, shape,
Cartier, and Tiffany watches, but and color must be applied with intent.
wearing them all at once does not When we fall in love with our own
increase the overall effect. Designing design, itis easy to ignore the extra,
aposter, book, website, or any other unnecessary items. A good practice,
itemisthe same. More is not more. like Coco Chanel’s advice, is to remove
If an elementis purely decorative and one element when you are finished
serves no purpose, then it serves no with the design. SA

purpose. Itisadistraction at best.
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DON’T assume
small adjustments
will improve a

bad layout

The core of good time management
isunderstanding how much time is
needed to complete a task and stopping
when itis finished. Long hours and
all-night sessions are typically the
result of repeatedly adjusting small
elementsinalayout. Refinementis
adifferentissue. When a designer
refines adesign, he or she finely crafts
the typography, color, and form. The
goal hereisto create animmaculate

solution, free from sloppy technique.

Small adjustments, shifting aline

of text up 1 pica, down 1 pica, and back
repeatedly are done to attempt to solve
alargerissue. Thisissue is probably
abad fundamental idea. If the basic
conceptis flawed, endlessly adjusting
elements will not correct it. A great
concept can withstand any layout
issues. When a designer is making
these tiny adjustments all night, he or
she should stop and ask, “Am I simply
addinglipstick to apig?” SA
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DON’T use random

squiggles and Imes

unless they have
meaning |

156

Similar to the error of making small
and pointless adjustments to alayout is
the issue of additive thinking. This is
the scenario: the solution seems dull
and bland. The designer adds several
lines. It still is tedious, and the designer
adds random hand-drawn squiggles.
The dullness doesn’t abate. More lines

and squiggles are added. This process

LAYOUT & DESIGN

continues until the solution is, at first
glance, “hip and now” but in reality
isamess. Itisall icing on top of
ahollow cake. Today, this can be passed
off as avant-garde design. It is not.

True avant-garde work challenges our
perceptions and ideas. Meaningless
formis meaningless. SA



DO use borders
with a purpose,
not simply

for decoration

Borders can be awonderful element,
but they are not to be used without
thoughtful consideration. They come

in so many variations: thick and thin,

ornate and ragged, rough versus clean.

They can allow the designer to convey
somuch, simply highlight a bit of
important information, or liven up
adull image or layout. Borders are
our friends...when we use them
properly. When we toss them in just

for decoration, they often do more harm
than good. If you have a garden that
rabbits are savaging (curses to you, long
ear!), then a pretty pink fence with
widely spaced slats certainly isn’t going
to keep them out. What’s the point

of dressing up apatch of garden that’s
now afield full ofholes and half-eaten
carrots? The same holds true for your

borders in your layout. JF

LAYOUT & DESIGN 157



@

DON'’T use retro-style
graphics gratuitously

ThankYou

For some years now, retro graphics

has endured as one of the most popular
styles in many graphic design circles.
The theory goes that the whole
handmade trend is areaction against
all the pixel-perfect imagery that
became so de rigueur with the evolution
of the digital design age, and retro
styling provides a great excuse to use
some inked texture or some grubby
colors with headlines setin abold
calligraphic script. There are even
dedicated apps and Photoshop plug-ins
to help you turn pristine artwork into
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amisregistered screen printora
facsimile of a cheaply printed comic
book. Personally, I love the whole retro
deal, but I sometimes have to stop
myself from justifying the use of retro
styling at the center of a concept.
Ifyou're designing an indie poster for
aband or abook jacket for a cool new
collection of urban fiction, then retro
isright on the button, but an attempt to
bang a square peg of style into around
hole of appropriateness is probably
not going to work. TS






DO design
signage layouts
to be read,

not just seen

ﬂ

)

There are few designers who do not
like small type. Rarely do clients ask to
make the type or their logo smaller.
Smaller type appears more delicate
and provides more negative space. The
resultis aesthetically appealing. But,

when itistoo small, itis not functional.

Signs are a perfect example of this
problem. Signage must be read, not
simply be aesthetically appealing.
Inthe middle of a fire, the viewer, even
adesigner, will not stop to appreciate
the delicate typography and refined
white space of the evacuation map.
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He or she will need to quickly
determine where to find the stairs.
Thisrequires typography and
iconographylarge enough to be read
quickly, and from a distance. The
contrast of the message to the
background mustbe strong. The
letterforms need to be sharp and
clear. Do not use degenerated,
decorative, or overwrought typefaces.
And the type size will always need to
belarger than you think. There is
agood reason why street signs are
not setin Curlz. SA



DO design

book covers

with title legibility
as a priority

The best book-cover designers will

all readily acknowledge how important
itis to keep readability intact. Many
spend days judging how much of a
distressed look they can apply to their
type solution while still retaining
legibility. They will always err on the
side of comprehension. With music
packaging, people have additional
interactions with it; even major and
minor brands of food and beverages

have consumers tasting and

experiencing their product. With
books, people read: it’s as simple as that.
That’s not to say that you can’t take
chances—by all means, be creative. But
always keep in mind that the title and
author name need to be clear; and in
this age of digital sales, they need to be
legible at a very small scale on the
Amazon website to sell enough copies
sothat the publisher can afford to pay
your design bill. JF
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DO design logos
that have
mnemonic
value

‘We remember by recognizing shape elements, it will be difficult to recall.
and color. This is not an accident. Ifalogo uses abanal color palette or

As an evolutionary tool, remembering colors difficult to identify, such as puce,
that the blueberries are poisonous it may be unsuccessful. Simple and

but the oval red berries are good was clear forms with a distinct shape and
invaluable to hunter-gatherers. We use color, therefore, have mnemonic value.
this trait now to recall the items we Consider the Apple, FedEx, and

need. Rather than berries and fruits, McDonald’slogos. Each of these has
the viewer now identifies products. adistinct shape: acircle, rectangle and
Successful logos take advantage arrow, and an arch. Each of these also
of our ability to recognize shape and has adistinct and simple color scheme:
color. If aformis too complex as an gray, purple and green, and red and
illustration or disjointed set of yellow. SA
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DO design logos that can adapt to
a company’s changing needs

PII3e

In 1956, Paul Rand designed the

IBM logo, and IBM continues to use
aversion of the same logo today
(updated by Rand in 1967 and again in
1972).In 1956, IBM, known previously
as International Business Machines
Cor-poration, produced computers and
other business machines. Today, IBM
is engaged in arange of activities from

training and consulting to digital

technologies. A neutral logo allows

a company to shift direction, change
products, move into other categories,
but still maintain its identity. A logo
thatistoo specific to a product or
activity presumes the company will
never change. Good logos don’t describe
acompany’s activities; they identify

itsvalues. SA
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DON'’T ignore a client’s
corporate standards

Before the cultural revolution of

the 1960s, people went to work

in accounting, law, insurance, and
manufacturing, and did their job.

They didn’t consider themselves

tobe artists. Today, everyone is told

to be creative, to be unique and express
themselves. This works well when
choosing ties butis arecipe for disaster
with corporate standards. These
standards exist to maintain a clear,

cohesive, and proprietary voice for
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aclient. They are not created to restrain
creativity simply as a measure of
cruelty. In any company, there will be
people who will want to ignore the
standards and make their own logo or
add purple because it is their favorite
color. As adesigner, you are
collaborating with the enemy if you
do the same. Reserve the creative
expression for the concept, and leave
thelogo, color, and typeface alone. SA



@

DO create logos your client

can use anywhere

o0 @

A well-crafted logo is something that
isbuilt tolast. Itis crafted so that

it can be applied to every application
imaginable for the business it
represents. Don’t produce something
that your client won’t be able to use
anywhere other than on their website.
Logo designs that incorporate bitmaps
are restrictive, as they do not allow for
unlimited scaling. While this excludes
afeathered drop shadow from the
discussion, I think we can all agree that
is for the better. (Flip through the
portfolios of the logo masters, and let

me know when you come across a drop

shadow.) The reason that youneed to
try to avoid bitmapped logos at the
onsetisthatevenifthe client may never
need it, awise branding exercise will
be prepared for anything that comes in
the future. Logos built with vectors
can be scaled infinitely with no loss of
quality. Logos that contain bitmaps
cannot. If you need your logo properly
embroidered on shirts, youneed a
vector version. If you need it silk-
screened onrecycling bins, youneed
avector version. Ifyou need it eight
stories high on the side of abuilding,

vector. JF
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DO understand
the figure-
ground
relationship

in logos

*«M

Logos are atwo-dimensional exercise,
and with anything two dimensional,
one must take into account the figure-
ground relationship. Because, in most
cases, itis centered on a single strong
image, it has on a heightened impor-
tance inlogo design. The figure part of
the equation is essentially the object
that we see, and the ground is the sur-
rounding area. Applying contrast to
make this relationship as obvious as
possible, the designer can make the

image clearer. The designer can also use
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the negative space to create secondary
objects, exploiting areversal in the
figure-ground relationship. Graphic
designer M. C. Escher is a good example
of someone who experimented with
this processto great success. More
directly, manylogo designers have seen
fit to use this space to their advantage,
like the “arrow” between the eand x in
the FedExlogo. Itis one of the most
importantlessonstolearn in design,
that the space between forms is just as

important as the forms themselves. JF



DON’T make everything on
a page the same size

TRTReeRaaeeey

SHNANARAR A s e

Good compositionis amix of'scale, The use of multiple sizes creates an
shape, and color working together unexpected composition. Unless the
dynamically in harmony. A good trick goalistobore the viewer, the scale

to create dynamic composition isto must not simply differ slightly but
think of the page or screen not as aflat have extreme scale changes from
surface but as awindow into a three- tiny to huge. Combine giant type with

dimensional world. The closer an object smalllines of text. Mix a small set

isto the viewer, the larger it will be. The ofimages with alarge one. Use an
more distant objects will be smaller. If extreme close-up of aface with a
all objects are the same size, they will distant background. SA

appear to be static and on a single plane.
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DO respect the safety when
placing vital type and images

131.9

When your parents told you not to play
in the middle of the road, it wasn’t so
that they could boss you around and
show you that they were in control. It
was because they knew that if you were
playing football or drawing on the pave-
ment in chalk, eventually a truck would
come along and make a kid-shaped pan-
cake out of you. And while they might
have gotten out of paying for college,
they probably didn’t have a spatula big
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enough to pryyou off the road—AND
they likely actually cared about your
well-being. The same is true of the
people who make your production tem-
plates. The safety is there for areason
because, if you flirt with it often enough,
the production process will eventually
burn you and trim away vital copy and
images. Respect the invisible line. It’s

for your own good. JF



DON'T silhouette and drop
shadow every last image

The computer allows designers

to create forms that were previously
extremely difficult to make. Twenty
years ago, hand-cut film created a
silhouetted image and a photographer
created drop shadows with light and
film. Today, the tools in Photoshop can
create a silhouette and drop shadow in
moments. This may seem like amodern
miracle, in the same league as antibiot-

ics and mobile phones, butitis not.

Asthe saying goes: “Just because you
can do something doesn’t mean you
should.” Creating a silhouette is the
appropriate solution at times. Adding a
drop shadow digitally may also be nec-
essary in certain situations. Like eating
pastries, these things should be done in
moderation. Too many images with sil-
houettes and drop shadows will make a
projectlooklike an advertisement for a

stock-image company. SA
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DO return to
the creative
brief numerous
times during
the creative
process

)
»
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I cannot stress enough how important
acreative briefisto aproject. It doesn’t
have to be extensive or too involved.
Actually, I prefer thatitbe simple and
short. Itis abrief, after all. Take the
time to talk through your project with
your client, establish the priorities they
wish to see accomplished, and then
rank them in the order of importance.
The focus should always be on the top
two or three items on your list, with
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anything else accomplished a bonus.
When you both agree on the list, type
itup and share it, and agree that you
will both keep it close. If you refer to

it often while designing, it will surely
help you accomplish your goals. For the
client, referring to the brief removes a
lot of the subjectivity and keeps every-
one focused on what is best for the

project. Awin-win. JF



DON’T project
a personal
style at the
expense

of the client

Every city has atleast one design firm
that becomes famous for the wrong rea-
sons. Itisnot because they are helping
clients reach unexpected success or
financial windfalls or helping change
the world for the better—it is because
they have arecognizable style. They use
the same layouts and fonts whether
they are selling swimsuits or houses,
saving the seals, or filling theater seats.
Itis depressing because it is unfounded
attention—butitis generally short-
lived once the clients realize that not
only do their materials look like

everything else that the firm has
designed but that they have been left
in aprecarious position in which com-
petitors can steal their branding just
by using the same colors and fonts.
Style can be a quick fix, but true solu-
tions that provide value to all involved
require a great deal more work. We all
use our tools in certain ways, and pro-
spective clients should be able to see
how we problem-solve while also
knowing that the final result will be
unique to them. JF
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DO understand
designing
“above the fold”
in both print
and online

Designing alayout on your screenis

far from how it will ultimately be used,
whetheritis apublication or awebsite.
You have the ability to zoom in and out,
controlling your perspective, and usu-
ally keeping it at a size and position that
looks besttoyou. Youmightrevelina
tiny detail at the bottom of a magazine
cover or your ability to find room for
some fund-raising information toward
the lower right on a website front page.
Thinking it’s a job well done, you will be

quickly disappointed when you go to
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the supermarket only to see the racks
covering up your beautiful work or
when you catch your better half clicking
past the website or page before ever
scrolling down. Respect the fold, and
youwon’t pay that dire price. The term
fold comes from newspaper layout,
when the portion you would see in the
racks and at your doorstep was the front
of'the folded final copy, and everything
that was vital had to be “above the fold”
lestitbe missed. JF



DO know
a good design
in one’s gut

Everyone possesses a “gutinstinct.”
Attimes, this intuition tells us to slow
down at an intersection or pause before
we scream at the mail carrier. This
instinct also tells a designer that he or
she hasthe right solution. It’sthe idea
the designer had and then sketched on a
napkin while meeting with the client.
Orthe solution he or she keeps return-
ing to when walking home at night. It’s
good practice to explore many ideas and

concepts. This should be done without
editing oneself—one bad idea may lead
to agreat one. But the right idea will
always feel right. Some designers
believe work must be hard. They believe
that the only good ideas come from end-
less hours of suffering and difficult
labor. Design does not need to be hard
and overwrought. A simple and smart

ideathat feels good may be perfect. SA
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DO understand how visual

“closure” works

0000

At some pointin our lives, we have met
someone who wants to show us a visual
trick. While looking at a pattern, we
scan farther to the side and are shocked
to see ared dot when no red dot exists in
the pattern—or any number of tricks
our minds can play on us. We can all
agree that these things are annoying
and so are the people who present them
to us. However, they play a very impor-
tantrole in our visual practice: they
allow us to visualize the remainder of

animage when we are given incomplete

174 LAYOUT & DESIGN

information, which is referred to as
visual “closure.” We use this to process
and understand concepts quickly with-
out being bogged down by every last
detail. Glance quickly at the circles
above for a quick demonstration: do you
see four complete circles? As designers,
we can use the closure to our advantage
and help us be sure that vital informa-
tionis notlost to the viewer. The eye
isinthe detail, even if some of the detail

isleft out on purpose. JF



DO learn
how to format
an index
correctly

On paper, an index seems like it would
be the simplest thing in the world to get
right, but typesetting the perfect index
requires practice. You need to under-
stand how the various levels of indent
work for entries that run to two or more
lines. Two levels of indent are sufficient
for most indexes, with subentries to
main topics that run to a second line. If
any one entry runs over to a third line,
the indent should remain the same until

the next unique entry begins. Try to

avoid anything more complex than
this in terms of indexing levels.

A well-designed index should be easy
tonavigate. Liberal use of font weights,
perhaps a different one for the page
numbers, can help to improve the look
as well as ease of use. Indexes are usu-
ally the last thing that gets done before
repro and print, but don’t scrimp on the
time and effort you putin, since, theo-
retically, those pages could be the most

used pages in the entire publication. TS
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DO study the
color wheel

The study of color and how it’s used
revolves around the simple concept of
color wheels, which explain visually
how color is created from eitherlight
(RGB) or pigment (CMYK) and how the
relationship between different colors
comes about. We normally represent a
color wheel as, surprise, a circle with
distinct segments that combine to form
360 degrees. Alternatively, color wheels
are shown as gradient tints of merging
color, with more saturated colors at the

outer edge. It’s sometimes depicted as a

strip, as in the Photoshop’s Color
Picker. The important thing to note
ishow a color wheel is structured: red,
yellow, and blue—the primary colors—
form the three main spokes of the
wheel. These colors are blended to form
secondary colors: orange, green, and
violet. Blending primary and secondary
colors produces tertiary colors, and so
on. Complementary colors are those
that sit directly opposite each other on
a color wheel, for example, primary blue

and secondary orange. TS
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DO learn about hue,
saturation, and value

Hue (another name for color),
saturation, and value (or brightness)
are the three components that combine
to form the colors we see around us
every day. Saturated colors are strong
or vivid; unsaturated colors are weaker
and can be created by mixing either
black or white pigment (or more or less
light) to pure hues, such as the primary
colors. Value is the measure of how
dark orlight a hue appears compared
with black or white. It all sounds

abit scientific until you experience it:
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Squint at a standard color wheel.

You’ll notice that the brighter colors
like yellow appear brighter because
they already have a higher value relative
toblack compared with, say, dark
violet. Another good way to visualize
this is with the Color Picker on a Mac.
Saturation is 0 percent (or white)
atthe center of the wheel and 100
percent at the outside edge. The slider
to the right controls the value, with 100
percent brightness at the top and O
percent (totally dark) at the bottom. TS



@

DO understand the difference between
additive and subtractive mixing

Thisis a simpler concept to explain
than some of the other areas of color
theory. Additive mixing is all about
light, and subtractive mixingis all
about pigments. When you look at your
computer screen, all the colors you

see are the result of additive mixing,
withred, green, and blue light
combined. Mixing all three colors
together produces white light, adding
green and blue makes cyan, adding
green and red makes yellow, and adding
red and blue makes magenta. This

is additive mixing. Subtractive mixing

happens when printed pigments

absorb particular wavelengths of
light—what we see on a printed page is
actually the reflected light thathasn’t
been absorbed by the pigment. This

is why we use cyan, magenta, and
yellow pigments for process printing—
they’re the colors produced by the
additive color model, and this works in
reverse when printed. Black is added
into the mix for four-color process
printing to produce a purer black than
would be achieved by mixing solid cyan,
magenta, and yellow together. This
also provides better control over value
(or brightness). TS
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DO understand
the function

of different
color spaces

Color spaces, when combined

with color profiles, are important in
maintaining color consistency in
aworkflow. It’s all mathematics, but
don’tworry, you don’t actually have

to do the math yourself. The models
that most designers will recognize

are RGBand CMYK. These are device-
dependent models, meaning that
they’re designed to facilitate color
reproduction on devices such as
monitors and printing systems. They
also have alimited color range—known
as a color gamut (which you canread

about on page 182)—so some colors
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produced with these models aren’t
always true to the original but

are governed by the device being used.
Device-independent models, on the
other hand, mimic the way our eyes
perceive color and are technically
more faithful to the original. LAB

is the most common model of this type
and has amuch larger color gamut
than other models. It’s popular with
designers who do alot of color
correction because it can separate
animage’s luminance (or brightness)

fromits color. TS



DO ensure your color settings remain
synchronized across all applications

One of the great advantages to using

an integrated suite of design tools

is the fact that you can create similar
(or similar-ish, at least) working
environments when switching from
one application to another. Adobe
Creative Cloud applications are
particularly good at this, paying special
attention to the synchronization of
color settings for different color models
or working spaces through a centralized
function in Adobe Bridge. It also

allows the user to synchronize how
applications treat images as they move

from, say, Photoshop to InDesign

or Illustrator. Why is this important?
If you can’t rely on consistent color
when moving between applications,
there’s really no point in paying

any attention to the colors you specify,
as the final results won’t be predictable
or consistent. It’s not a creative process
as such, but color consistency is
extremely important if you want to see
afinal output that’s a close match

to what you've been seeing on your

computer screen. TS
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DON’T ignore the constraints

of color gamuts

e—— Visible

Pantone
CMYK

‘rf RGB

Did you ever wonder why you can create
an amazingly vibrant red on-screen but
can’t seemto getitto print out with the
same kind of intensity of color? The
reason that it’s not possible to translate
certain colors from screen to paper has
alotto dowith color gamuts. A color
gamutrepresents the complete range
of colors that any single color model

is capable of producing in print. It also
represents the complete range of colors
that a device can capture, as with

acamera or scanner, or display, as on
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acomputer screen. Screens use the
RGB model to display color, and the
RGBgamutislarger thanthe CMYK
gamut used for four-color printing.
This is why you can’t print that amazing
red with CMYK—it’s outside the CMYK
color gamut. Spot colors like Pantones
are not dependent on the CMYK color
gamut, as they’re mixed from pigments,
so amuch brighter red can be achieved
if printed as a spot color. This is true

of many colors limited by the CMYK
gamut. TS



DO get to grips with color

rendering intents

Rendering intents help to address the
issue of the RGB gamut being larger
than the CMYK gamut by controlling
what happens when colors are con-
verted from RGB to CMYK. There are
four rendering intents to choose from,
and each produces a subtly different
result. Perceptual attempts to preserve
colors by compressing them into the
CMYK gamut tend to alter most colors
and can reduce saturation. Saturation
keeps colors that can be produced using
CMYK but changes any out-of-gamut
colors while attempting to preserve

saturation. This can cause significant
color shifts and isn’t great for color
critical imagery. Absolute colorimetric
keeps colors within the CMYK gamut
intact and converts out-of-gamut
colorsto the closest possible hue at the
expense of'alittle saturation—but it can
also produce a slight color castin the
white areas. Relative colorimetric is the
default for most uses, as it’s similar to
absolute colorimetric but also adjusts
the white point, thus reducing color
casts. Ifin doubt, always go for relative
colorimetric. TS
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DON’T neglect
the fact that
colors change
according to

their surroundings

Coloris subjective and emotional. Itis
challenging to convince someone to like
pink if they were repeatedly locked in a
pink closet as a child. This makes color
one of the most problematic elements
of designing. In addition to the subjec-
tive nature of color is the way we see
color. First, we all experience color in
our own way. Warm red will appear dif-
ferent to every person viewing it. To one
person, itlooks orange; to another, red.
Itisvital to be accommodating when
dealing with color. Telling someone
they are wrong about a color choice is
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like telling them they are abad person.
Ifthese hurdles were not high enough,
color also changes according to its envi-
ronment. What seems to be a soft yellow
inthe designer’s office can be an awful
yellow-green under the client’s fluores-
centlight. The primary colors, red, blue,
and yellow, are the most consistentin
different surroundings. Complex colors,
such asviolet, are more volatile and can
easily shift from blue to purple. When
showing color optionsto aclient, itis
best to explain that color changesin
different settings. SA



DO look at what surrounds
us for color inspiration

A common obstacle for designersis
choosing colors. The swatch panel of
default colors in Adobe Illustrator
exists for broad gestures of color. Itis
notacolor palette. It is, like the default
shapesin Illustrator, ordinary and
overdone. A strong color palette is as
important as the typeface choices.

A good color palette will be unique,
seductive, and harmonious. The natural
world is a good place tolook for inspira-

tion. A poplar treeisnot green. Itisa

mix of blue green, lime green, silver
green, light brown, cool gray, and white.
The sunsetisnotred. Itis dark blue,
light blue, pink, orange, and yellow. A
smart process for creating a color pal-
ette is to take an image of anatural
setting and sample distinct colors from
different parts of it. The result will be a
system of colors ranging from light to
dark and intense to soft. But they will
always remain in harmony and be

unique to your experience. SA
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DO draw color inspiration
from great works of art

Ifyou’re looking for anew colorway for
your latest project, there are lots of very
useful resources out there in print and
online, with thousands of different
color combinations or schemes that can
be referenced. However, there’s another
way of looking for color combinations
that already provide areal-world view
of how colors combine—and provided
by absolute experts of color. Look at art.
People have been experimenting with
color combinations for thousands of

years, and it’s all out there for us tolook
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at. You can even gear your choice of art
to the kind of project you’re working on.
If you want an earthy combination of
blacks and browns, take alook at some
cave paintings. If you want rich and lux-
urious colors, try something by Hans
Holbein the Younger. For bold bright
combinations, try Vincent van Gogh or
some of Mark Rothko’s work. If you're
not so much into painting but like more
graphic work, look at Roy Lichtenstein,
Piet Mondrian, or Andy Warhol. The
colors are all there for the taking. TS



DON’T use beige to attract attention

Attracting attention audibly requires
the use of loud volume. When you want
afriend across the street to notice you,
you shout, “Hey, Steve! Over here!” This
is also true physically: tapping someone
onthe shoulder will get their attention.
And itistrue visually: stop signs are red
and have large type. Beige is not loud.
Beige, gray, and tan may be sophisti-
cated and classic, but they are not good
when vying for attention. Beige is like a

silentkiller. It will slowly creep into a
project. An image may feel too bright, so
itis desaturated. A type color seems too
bold, soitis softened. The final resultis
an overall beige tone. Online as a web-
site, it appears beige-green on some
monitors and is mundane. On a poster,
ithangs unnoticed by passers-by. Do
not fear color; do not retreat to the safe,

quiet, and deadly world of beige. SA
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DO remember that colored
type can provide as much
emphasis as bolding

AUDACES
FORTUNA
IUVAT

There are easy and obvious ways to
emphasize type in your layout. That
doesn’t necessarily mean that they are
always the best avenues to accomplish
that. Although a highway can provide
the quickest trip to your destination,
it can also dull your senses during

the trip itself. Similarly, when these
predictable methods are used too often,
they can become a worse option than
doing nothing at all. The simple bold
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may be your default selection when
trying to highlight a word or section,
but take time to consider color as well.
Using acolorto bring out arepeated
phrase or word can be hypnotic; using
aslash of red to create terror over
aphrase can add tension. There are

so many powerful tools at your disposal;
with just a tiny wash of color, you

can forever change the viewer’s
perception. JF



DO think of white space as
a color and use it positively

Ifind the employment of white space
in any design to be a crucial factor in
adesign’s success, and its usage should
be aconsideration from the outset.
I’'mnotjusttalking about margins but
about factoring in white as a part

of the layout so that the elements of
the page are separated, framed, and
supported. In addition, the positioning
and control of white space will guide
the reader through the design, quietly
hand-holding them through the

content. When working on books
with mostly photographic content,
rather than design the layout with

the picture’s format as the priority,
Ithink about how the white space can
work with each specific picture to
presentitatits best. Try experimenting
with different layouts, using a single
image—the extent to which white
space can alter the mood, pacing,

and presentation of the content may

well surprise you. PD

coLor 189



DO explore color
psychology

Psychology generates skepticism
among nonsubscribers, butit’s notall
(ahem) bull. A bull doesn’t chase a cape
because it’s red—in fact, bulls are color-
blind. He does it because the matadoris
waving itin his face® and because he
doesn’tlike the matador very much.
Seriously though, designers can use
color to invoke arange of emotions and
behaviors. Red is particularly interest-
ing, coming from the warm area of the
spectrum, and can conjure feelings of

warmth and comfort as well as anger,
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hostility, and danger. Colors from the
cool end, such as blues and greens, can
be used to calm but can also create feel-
ings of sadness or indifference. It’s well
worth reading up on how the psychol-
ogy of color works. It’ll help inform your
selection of colors for your design
projects, offer some context to those
choices, and supply you with some
ammunition in case your client utters
theline: “I can see what you’re trying to
say, butIdon’tlike blue.” TS

*No animals were harmed during the

writing of this rule.



DON’T follow the rules of
color psychology slavishly

There are many rules and theories
about color. Psychologically, orange
is agitating. Blue is calming. Red is
exciting. Pink is restful. Like all rules,
however, following them slavishly
results in solutions that are expected
andrigid. Rules can change. At one
time, eating steak was considered
healthy; now it’s not. Perhapsina
month, it will be healthy again. Orange
was once used in fast-food restaurant

design to create unease and keep the
customer from lingering. Now orange
is seen as hip and exciting. It was once
acardinal sin to use red for financial
institutions, as it signified the bank
being in the red. Today, this rule no
longer applies. Knowing the rules is
valuable. Then throw them out and use
what is appropriate for communication

and visual interest. SA
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DO remember that colors
mean different things in
different cultures

You have spent months perfecting a
new brand of perfume that has aname
inspired by royalty. Tweaking your
glistening crown logo and your type
solution filled with flourishes soon
gives way to the packaging design.
Alush purple finds itself gripping all
aspects of the brand. It feels important
and expensive while still being
romantic and sexy. The line launches
to great acclaim, exceptin Thailand,

where the distributor can’t even find

many outlets willing to give it a chance.

The corporate folks can’t believe
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that they are only now learning that
in Thailand, purple is considered

a color of mourning and worn only
by widows. Meaning behind colors

is an important consideration when
working on international projects.
Yellow is a color of courage in Japan,
but often linked to cowardice

in the United States, and in Egypt
burdened with the same albatross

of mourning that purple carries

in Thailand. It’s so easy to use a color
but much more difficult (and valuable)
tounderstand its significance. JF



DO choose colors

for a reason rather

than simply because

you like it

In alot of ways, this is one of the most
difficult rules to abide by and a sign
that you have finally given yourself over
to 100 percent being the best possible
designer that you can be—working
foryour client. We all have favorite
colors and those that we avert our eyes
from. As much as we have learned

to appreciate that a scripty font is not
appropriate for amonster truck rally,
we need to grasp that our favorite

colors are rarely the perfect ones

to apply on our client’s business design.
While it is obvious that branding for
anice company should likely involve
blues, it should be just as obvious

that the blues be cool in tone, even if
you prefer deeper purple-infused blues.
Always have a reason for why you
selected the elements in your design,
right down to the all-important

color. JF

coLor 193



@

DON’T be afraid to be bold
with your color choices

ars Imms

A common insult used by eight-year-
old boys is to call someone a wimp.
Nobody wants to be awimp. Most peo-
ple want to feel significant and strong.
Design can reinforce a sense of strength
and confidence. Bold color choice is one
tactic used to communicate power. This
isnot an endorsement to use fluores-
cent pink on every project. Bold color
can be arelentless palette of pastel
colors or arich combination of dark
gray tones. It can also be extremely

bright or unexpected. Mix avocado
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green and bright orange or brown and
pink. Aslong asitis purposeful and
handled with courage, it will be right.
Wimpy color choices include the pre-
dictable combinations such as flat navy
blue and medium gray. These colors are
appropriate for ajob-interview outfit or
lunch meeting with grandparents. They
may be appropriate for an extraordinar-
ily stodgy insurance firm. They do not,
however, declare “We are the s%#t@”
in the world of design. SA



DO remember
that people
like bright things

Ifababylyinginacotis presented
with two mobiles, one in bright colors
and the other in browns, the baby will
always grab for the bright one. This
doesn’t change as people age. As design-
ers, we are told repeatedly that the
unpleasant tones are the fashionable
colors. Drab greens, browns, and dingy
yellows are supposedly sophisticated.
When a designer presents a packaging
solution with these colors and the

client resists, the designer may claim

that the client just doesn’t understand
good design. Thisis not true. The client
isnotrequired to understand “good
design.” The client needs to understand
his or her own business, the audience,
and communication goals. No client has
ever requested, “Please design some-
thing that will repulse people and make
my business fail.” The client responds
the way 95 percent of the intended
audience will. People will always gravi-
tate toward the bright colors. SA
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DO learn how
the transparency
of a color or

ink affects what
it overlaps

One of the true glories of the silk-screen
explosion of the past decade is that it
has exposed more and more designers
tothe joys of overprinting. As process
color has become increasing affordable,
trying to do so with spot colorson an
offset job via overprinting, duotones,
and other tricks seems to be going by
the wayside. But you should never for-
get that you always have more colors on
hand than the cartridges of ink would
indicate. Seeing inks printed on top of

one another—whether itis one of
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Bradbury Thompson’s famous CMYK
experiments or on your current favorite
gig-poster artist’s work—allows us to
see how inks change one another and
can create amultitude of effects. There
is the straightforward third color that
comes from adding two others, such as
green by printing a blue over ayellow, or
atotally different effect by printing a
darker gray over the same yellow, yield-
ing a subtle shift to a deeper gray in
those areas. Oh, the possibilities! JF



DON’T use Pantone spot colors
in a four-color print job

000% Cyan
010% Magenta
100% Yellow
000% Black

000% Cyan
100% Magenta
080% Yellow
004% Black

100% Cyan
045% Magenta
000% Yellow
000% Black

080% Cyan
000% Magenta
090% Yellow
000% Black

®
000% Cyan ‘)N“O“E
060% Magenta \09 v
095% Yellow
000% Black

-

100% Cyan
000% Magenta
030% Yellow
005% Black

PANTONE®
186 C

PANTONE®
320C

IfThad a dollar for every commissioned
layoutI've ever had in prepress that had
arogue Pantone color hiding within its
pages, I would have enough for anight
out onthe town, at the very least. The
use of Pantone, or spot, colorsin a
project destined for four-color printing
is disastrous for anumber of reasons.
First, a spot color must print as a fifth
color, which will increase your print
bill, mess up your quote, and could cost
you dearly. Second, the vast majority

of Pantone colors can’t be reproduced
accurately from the four process colors

(cyan, magenta, yellow, and black), even
if your software forces a PMS spot color
intoa CMYK split. The problem lies in
the fact that a Pantone book is often the
only resource designers have at their
disposal when choosing colors, so they
make color choices that, in reality, can’t
be achieved within the constraints of
four-color printing. If you know your
project must print only in four colors,
putyour Pantone book in a drawer and
resist the temptation to take a peek at
all costs. TS
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DON’T use more than two Pantone
colors with a CMYK print job

PANTONE®
871C

PANTONE®
1788 C

PANTONE '
368 C

There’s an obvious benefit to using

the CMYK printing process—you can
create any color you want by mixing
the four inks. To have more than two
additional Pantone colors would be
superfluous. Maybe you are adjusting
ink channels and levels for a fluorescent
or ametallic ink (or both) with the
CMYK set, which is fine, although you
should always make an effort to show
restraint to avoid a potentially vulgar
and “showy” design when printed.
Anotherreasonisthe cost. There are
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five-, six-, seven-, and even eight-color

presses, although most commonly
found is six. So that’s six plates: CMYK
and two others or, more commonly, one
special ink and a varnish, allowing the
printjob to be done in a single pass.
Adding other special colors would
require running the sheets through the
press again, which would be expensive
and wasteful. You also should ask your-
self: will your design really be any
better? PD



DO use process color-built reds
with no Pantone selected

CO M100 Y100 K20

Pantone Red 032

Inthe village of Pantonia, behind the
rainbow-swirled gates, lies amagical
factory of Wonkaesque wizardry. Itis
here that the Oompa Loompas manage
to create forty new colors each year,
seemingly out of thin air. Plucking a
toucan feather yields a decade’s worth
ofhip and inspirational shades. The
village’s dedication to pairing a code
number with every blip of intensity that
our eye registers is admirable, to say the

least. Aswould be expected in the closet

ofthe average ad agency, there are
multiple versions of simple black. So
why is it that they have never been able
tocreate adecentred? It’s a sad fact
that, no matter how many batches those
Oompa Loompas swirl back at the
plant, they just can’t getitright. It’sa
shame, asred is often called into service
in our world. Thank goodness, we can
startat 0/100/100/20 and go from
there.JF
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DON’T specify print colors

with RGB values

X

Tknow it’s areal blow whenever we
have to face this sad fact, but you can’t
print RGB colors. RGB colors are

made from projected light; CMYK and
Pantone colors are made from pigments
that generate reflected light. RGB
colors are generally brighter and more
saturated because the RGB color gamut
ismuchlarger than the CMYK counter-
part. It’s tempting tolook at a bright red
RGB color on your computer screen and
think how great it would look flooding
the front cover of the brochure you're
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working on, but I'm afraid itisn’t going
to happen. It’s simply not possible to
achieve with the four-color process,
although some Pantones can get close
because white pigment can be mixed in.
Soifthe budget allows for extra spot
colors, that’s the way to go. It’s even
more important to bear this in mind
now that work is increasingly pre-
sented on alaptop or atablet, so please
explain to your client why the finished
jobwon’tlook quite the same as it did

on-screen. TS



@

DON'’T create tints from tints

100%

You have alayout all set to go,and a
colleague wanders over to ask you what
CMYK percentages you've used to
create that really cool blue-green back-
ground tint. You happily take alook
while congratulating your colleague on
his excellent appraisal of your color
choices, only to find that it’s a 45 per-
cent tint of 75 percent cyan and 30
percentyellow, which is, um—hang on
while I get a calculator. You see, really
annoying, isn’tit? It’snot adisasteras

such because the color will still look

good in the final job, but it’s not great
not knowing what the color actually is.
The point I'm making is, by all means,
create percentage tints from spot colors
butnotfrom colors that are already
percentage tints. There is a quick,
calculator-free fix. Select the color
and delete it from the Swatches panel,
replacing it with an unnamed swatch,
then add unnamed swatches back in.
Your actual color will reveal itselfto be
34 percent cyan and 14 percent yellow.
Nice! TS
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DON'’T screen a color to less
than 7 percent and expect to
be visible on the printed page

You know what looks dazzling in its
subtlety on your computer screen?

A 5 percent screen of your spot color.
You know what has nary a chance of
showing up on the printed page? A5
percent screen of your spot color. The
thing about commercial printing is that
there can often be variation in how
heavy the inkis running on the press.
Combined with the gain of ink, or lack
thereof, on varying sheets of paper, it is
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wise to keep a10 percent minimum var-
iation at the back of your mind. Thatis
aworst-case scenario, but using news-
print or similar sheets can easily see
unexpected results come to fruition.
The reason? Using a small number

of dots to produce alight tint makes
itharder to produce an accurate result
in the final print. If you really desire a
light color, select alight Pantone and
useitat100 percent. JF



DON’T use process color

for small body text

Nihictur, ut quod unditas quibust doluptam doluptur aut ut od quis enimost autet as sam sum id

explia quis in cor am dolut ut aria vollupt ionest, vendest, occat es quatur sum res incti ut volleni

magnistio. Ut pa peritae comnimus enet quiaspe ditaque prorecum velecte ndanisi qui rercienda in

rempor aut que nam fugiam quo ma cusa dolut laborepta inctescid quam doluptae. Onsequiae nam

volorro ribusam qui odit qui aut poreic te dolupta doluptas molo od ullupta sit re nos re, nonsedipsum

ent et vendam sitio. Nam, quist maior auditis sitiatquia quis eum esto est a velectur rehendi blabo.

Itatius sim eturem. Volecti oriatur? Quis veribus ditaspelecae prat.

Nes eum ratibus, officto riorios ide porem acest, sum enderi recum ut post quam quo quibus in

nobis estis mod mi, temporest, officip idictus sim idessit atibust es reprepero cusaperum aut untur,

()ptZlS poreper i()]’p()SSt‘th‘ lfltt‘ ll()biit aut estium aut V()]()]'él d()lupta tiunto bearum quam que in et

untiaerro doluptam quodit asimpedi aut autasim que inctur remos volorep erferum as venita ni comnis

Process colors, cyan, magenta, yellow,
and black, combine to create four-color
images. Black is a good choice for small
body text, asitislegible and prints
clearly. Cyan, yellow, and magenta do
notwork for small body text. Think
about how we read: we look at individ-
ual letters and combine them to make
words, which make sentences, and par-

agraphs. Differentiating the characters

isthe basis of the process. A section
printed in magenta, cyan, or yellow
onlyis too bright to read quickly and
strains the eye. It’s as if you're asking
the viewer to look at the sun. It looks
nice, but you will go blind if you stare
atittoolong. Make sure textislegible.
Body text should be set in darker tones
orblack. SA

coLor 203



DO learn how
colors can
share tonal
qualities

Inits simplest terms, color toneis
created by adding gray to a pure hue.
Knowing this, you can see that adding
the same amount of gray to different
colors would create the same tonal qual-
ities. Pantone books can be helpful in
selecting colors in varying tones, as they
can present atonal range in sequential
colors. More importantly, they provide
color chips so that you can match up
options and also train your eye to
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identify and register colors that share
tonal qualities. Why is this important?
Atabaselevel, the eye requires contrast
toprocess information: if you place a
green next to an orange, if they are the
same tone, they will ultimately blend
together into one shape. This can be a
desired effect, but one that can be prop-
erly achieved only by understanding

howitoccurs. JF



@

DO learn how to group colors
into hot and cold groups

‘When starting a project, I try to think
about the colors in the most basic sense
possible: are they hot or cold? There are
numerous reasons for choosing a spe-
cific palette, and many projects will
require a combination of hot and cold
colors, while others benefitimmensely
from being cohesive. Many people will
make the mistake of quickly lumping
basic colors into hot or cold, with no
leeway. The proliferation of color options
has allowed for a greater breadth. Blues,

in the cool category, can absorb doses
of magenta until they find themselves
in the hot group, where most purples
will reside. Blazing hot yellows can give
way to become cooler light greens. Even
grays are lumped into cool and warm
sections by Pantone. Itis adistinction
that can give your color selections a
sense of community and also create
compelling decisions when only one
hot or cold coloris applied to the

solution. JF
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DO use value contrast to divert
or draw the viewer’s attention

Fear can be quite useful at times.
When encountering an oncoming train,
alion on safari, or an angry ruffian,
fear can be awonderful tool. Fear is
not good in design. When the designer
is frightened that the solution is too
aggressive, bold, or exciting, he or she
may fall into the trap of mildness.
Perhaps the colors seem too strong
and are dampened. Then all the shapes
become a similar scale. And finally, the
black tones are changed to midrange
gray. The resultis mild, pointless, and
bland. Contrastis your friend. Strong

value changes in contrast attract
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attention. They stand outin a crowded
visual environment. At the extreme

of value contrasts are 100 percent black
and pure white. And they work. The
world is saturated with multiple
midtone colors, creating an over-all
low-contrast impression. Strong
black and white tones may seem old-
fashioned, but this combination is
rarely used. In the midst of aplethora
of four-colorimages advertising
products on billboards, imagine

the impression of a simple black-and-
white, high-contrast solution. SA



DO learn to love the

Eyedropper tool

4

. S

I've been using Adobe InDesign since
version 2, but it took me along time to
realize how useful the Eyedropper tool
is.I'thought it simply stored the color
of any object you clicked on, enabling
you to fill another object with the same
color or apply it the to text, like it does
in Adobe Photoshop. How wrong I
was—you can copy type attributes
too. Click on an item of text, even
some text in another document, then
drag over another item of text with the

Eyedropper, and—bingo!—it copies not

justthe color of the text but many addi-
tional stored attributes. While it’s true
that good practice dictates the use of
style sheets for all text formatting,
especially inlong documents, there’s
always a use for this functionality when
you're working on a one-offjob, like a
poster or flyer, or when you're experi-
menting with type styles prior to
committing to the application of style
sheets. Time to stop ignoring the
Eyedropper tool, I think. TS
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DO use color to create movement
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The ability to create movement using
color is actually fairly easy, producing
the illusion of action. When an image,
or sequence of colors, has awide varia-
tion in value running throughout it
(note that this is very different from a
layout that pans across to build to a dif-
ferent value), it allows for akinetic
reaction in the viewer’s eye. Once you
have this knowledge, you can harness
itto create busy color combinations

that dance in front of the viewer or pull
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back on it to create a soothing effect
with colors of the same value. If you are
feeling particularly bold, you can make
color sequences of the same color
repeating in a pattern, generating a
rhythmic quality. This also provides
youwith greater appreciation for paint-
ing, in which this can be seen atits
fullest effect—from the high-contrast
rhythm of a Mondrian to the energetic
skies of a Van Gogh. JF



DO use color to create tension

Explaining visual tension is similar

to describing a color. Itis an aspect of
composition that uses unexpected
color, shape, or scale to create energy.
Often, designers create tension in their
work, not to evoke anxiety but to offer
the viewer amore dynamic experience.
Using dissimilar, or jarring, color com-
binationsis one way to do this. Taking
advantage of spatial properties of color
is another way. For example, warm
tones appear to advance in three-
dimensional space, and cool tones

recede. If alarge object appears closer

to the viewer and smaller objects are
more distant, then it would be logical
for the large object to use awarm color
such asred. If you reverse the expected
and use a cool color on the closer, larger
object and a warm red on the distant/
smaller object, tension is created. The
viewer is being told two opposing sto-
ries. Color can be used to create tension
by combining tones that vibrate, such
as blue and red, or by using color in
unexpected ways, like coloring a
chicken blue or the Brooklyn Bridge
pink, which can also create tension. SA
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DO use color
to create calm

While recessive and banal should
never be the goal of a project, a calm
tone can be desirable. The anxiety
produced by representation of
unnerving subjects, such as surgery,
dental work, and airplane safety, could
be mitigated by the use of colors that
are calming and reassuring. The first
step is to understand the audience
and its concerns. Does the audience
need to be comforted, to feel safe, or to
be put at ease? If so, calm colors can

achieve this. Calm colors donot need
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to be light pastels. The context of
each assignment dictates the color
choices. Blood red is abad choice for
surgical brochures and websites.
While there are exceptions, calming
colors are less vibrant. They contain
ahigher percentage of white or black
than a pure primary tone. Yellow can
be made calming by adding white.

A softbutter-yellowisn’t as jarring
and aggressive as primary yellow and

still communicates optimism. SA
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DON’T place analogous
colors next to each other

Well, we were bound to end up in

color theory class at some point, huh?
Analogous colors are those that appear
next to each other on the color wheel.
Included within alarger palette, they
can create a sense of harmony. If you
place them next to each other, however,
they bask in their similarity and blend
together in the worst possible way. We
learned earlier to play tricks with tonal
quality, but with this, you could end up
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with aviolet next to ared with little to
distinguish them but amuddy mess. In
dressing yourself, the only thing worse
than not matching is wearing two
colors that are almost the same. Picture
yourselfin ared and orange outfit. You
will quickly realize that you would be
better off going full on with either color,
but would be in big trouble if you try to
wedge them together. JF



DON’T place high-intensity
complementary colors next

to each other

Unless the goal of a project is to annoy
the viewer, itis a good rule of thumb to
not recklessly slam vibrant primary
colors together. Blue and red will create
avisual vibration. Blue and yellow are
good for nautical applications when
visual clarity may be challenged but
may be overwhelming on personal sta-
tionery. Red and yellow are perfect for
McDonald’s butlack the sophistication
that may be necessary for arefined

high-end Japanese restaurant. Asin all

decisions, being aware of the context,
intended communication, and desired
psychological reaction will dictate

the choice of colors. Yes, there are
instances when using all three primary
colors together works. A preschool’s
identity may seemto be a good place

to use primary colors—and a square,
circle, and triangle. But then it will
match every other preschoollogo from
Toledo to Taipei. SA
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DO use
fluorescent
inks with

a purpose

»

Fluorescent inks can add a shine,
similar to an enormous glittering gold
necklace swinging from your neck or
acrisp shine on your patent leather
shoes. They always make an impact.
Using them in the proper manner can
be the tougher part. Not every occasion
is suited to flashy neckwear, though a
snappy pair of loafers goes well with
most everything. Using fluorescent inks
brings an intense brilliance, and a spot

color of neon orange or green or yellow
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will instantly attract all of the available

eyes, but the use has to be appropriate.
You should know that those stylings

are generally reserved for youthful
entertainment and fashion-based
applications. The more versatile option
isaddingit to your process inks to
increase their intensity and shine.
Another specialized use is employing
aclear version on a project as a security
measure, a version only visible when
exposed to UV light. JF



@

DO utilize color profiles
in your workflow

In order to manage and maintain the
color of your artwork files, linked RGB
images, and graphics, it’s important to
use color profiles and embed them into
your work as you carry out any project.
These profiles will then link to your
color management system, which

will maintain color consistency as the
project moves from the RGB environ-
ment ofthe computer display to the
final CMYK print. At the beginning of
any job, I always ask myself a number of
questions: How are we printing this?
‘What stock are we using? What is the

color composition of the images? All
these factors may have an impact on
your choice of profile, which in turn
plays animportant partin maintaining
the project’s integrity and appearance. I
often speak to the relevant printer and
discuss the available options and ask if
they have profiles matched to their own
pressesthatIcould use. In doing this, I
canthen be sure that images embedded
with the correct profile will display
accurately on-screen and that the final

print will be consistent with visuals. PD
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DO use “rich black” for
large black backgrounds

20C 20M 20Y 100K

Printing black over a small area, for
example, an uppercase X in 36pt Gill
Sans Bold, will produce a strong
impression with hard contrast between
the black of the character and the white
of the paper. However, if you print solid
black over alarge area, like an entire
magazine spread, it won’t look quite so
solid. To make the black look richer,
hence the term rich black, you can
underprint various percentages of the
CMY colors to create “blacker blacks.”
A typicalrich black uses a 50 percent
tint of all three colors plus 100 percent
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100K

black; but use a combination of 100
percent black with 70 percent cyan,
30 percent magenta, and 40 percent
yellow for a “cool” black. If you need
awarmer black, try 100 percent black
with 30 percent cyan, 60 percent
magenta, and 60 percent yellow. Take
care not to go too high with the per-
centages, however, as too much ink
will produce too much wetness during
printing (see page 217). Always check
with your printer to see what they

recommend for their presses. TS



DON’T allow rich

black tints to exceed

300% ink coverage

Printing what is called rich blacks—
the black printing with the three other
inks (CMY)—can be troublesome when
the percentage combination of all four
colors adds up to more than 300 per-
cent. All printers have alimit on their
total area coverage, which refers to the
maximum amount of ink allowed in the
darkest areas of an image. The percent-
ages vary from a maximum of around
300-340 percent for coated papers to
240-280 percent for uncoated papers.
To be safe, I always check the values of
any darker images (a night shot, for

example) to ensure that the blacks of
the sky and shadows don’t exceed 300
percent. Not doing this makes the print-
ing difficult to control when on press
because of the huge amount of ink being
laid down. It’s also quite wasteful, and
toomuch ink will lead to “set-off” when
drying, which means the image will be
pressed onto the following sheet—a dis-
astrous and very expensive issue to
resolve. Set-off pages can only be fixed
by going back and amending the guilty
files—so always check them first! PD
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DO take into
account paper
brightness
and whiteness

Paper brightness has always been con-
sidered an important feature for any
“white” printing stock and shouldn’t be
confused with whiteness. Brightness
is the percentage reflectance of blue
light at a specific wavelength (457nm
infact) and is more quantifiable than
whiteness, which is the percentage of
light reflected at all wavelengths. The
brightness of the pulps and pigments
used in paper manufacturing indicate
how much whiteness can be achieved.
Anyway—enough science. High paper
whiteness boosts the contrast of any

printed area and, in turn, can effectively
increase the number of reproducible
colors printed on the paper stock. It’s
not quite that simple, as colors will look
different depending on viewing condi-
tions. Broadly speaking though, the
color gamut of the color model used for
printing will increase with the greater
whiteness of the paper stock. Paper
with a slightly blue shade is considered
whiter than stock that has a more neu-
tral white shade and will make your

colors really pop off the page. TS
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DO specify colors
for packaging
a little lighter
than you want
them to print

GRIZZLY MAN

The very wise Robynne Raye of Modern
Dog Design once bestowed upon me an
invaluable piece of advice. “Have you
ever seen apiece of packaging printed
toolight?” she asked me. She then
revealed that she often sets the final
files up auniform 5 percent lighter than
the versions proposed and approved,
knowing that the gain on press will still
likely leave them with a darker final
product than expected. Decades into
packaging assignments, I wish that her
observation weren’t true, but all you
need to dois ask yourselfif you have

ever seen apackage on ashelfand
thought that they held back alittle on
the ink for this one. The packaging for
consumer items is often produced at
various stages of the overall production
cycle with the printer—sometimes
printed with several other jobs, some-
times with jobs for other clients, or in
insanely long print runs that use rubber
plates. This means that the compro-
mises that need to be made will vary.
Trust me when I say that the press

person will always add more ink. JF
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DON'’T ever specify

a color for print
based on its
on-screen
appearance

Thisis an age-old problem that is still
relevant today. When you look at colors
onthe screen, you see an RGB represen-
tation of the color, which is never
entirely accurate. An electronic repre-
sentation of a CMYK or Pantone color
will not be the same as ink on paper.
Although the two can get close on occa-
sion, there will never be a perfect
match. This has always caused difficul-
ties for designers and for clients, as

what they see on their screen they
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believe will carry across and be printed.
In addition, what they see on their
screens will look different than when
viewed on your screen. To guarantee
the correct coloris printed, I always use
the color breakdowns or references
supplied in the appropriate Pantone
book and make sure the client sees
them. Obtaining a proof will also ensure
that they understand how the colors
will reproduce in the final product. Be

safe, never sorry. PD



DO learn about
underpainting

Some people understand underpaint-
ing. Everyone else doesn’t know how to
paint. I was a terrible student in my col-
lege painting class. I just didn’t know it.
My instructor tried to explain what was
lacking in my work by insisting that I
take apainting I had completed and
paint an entirely new piece on top of’it.
This stopped me from being precious
about my work and also sent me on the
most important color exploration of my
life. Every single thing that I know
about how colors interact with one

another was informed by the experi-
ence. Midway through the course, she
took time to fully flesh out how under-
painting works. Using only one paint
color, Ilearned to make a monochro-
matic sketch on my canvas that added
auniform base and visual style for my
final piece. Later, I also learned how
importantlayers of color could be—
how yellow under the green grass

was different from brown. It changed
everything. JF
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DO ask
your client
color
questions

After agonizing for weeks over a
presentation to a huge nonprofit organ-
ization about their fund-raising gala
materials, I was stunned to hear, five
minutes into the meeting, that none of
my options would work. My side of the
room was still pulling their jaws back in
place when I noticed the telltale look

in the eyes of my main contacts sitting
across from me. They could have told
me this would happen. The reason was

that the executive director’s wife hated
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acertain color, one that made concep-
tual sense and was strewn throughout
all of the options. It is an extreme exam-
ple, butI knew that I had forgotten a
vital step in my usual process: asking if
thereis anything I need to know about
my client and colors. Always ask in
advance, but also be sure to ask follow-
ing feedback. Can I never use green
again? Or should I just shy away from
that particular green? It will save you a
lot of trouble. Trust me. JF



DO respect
an emotional
response to
a color from
a client

One of the most frustrating things
about working in design is when a client
makes a subjective comment on color.
Some of us, myselfincluded, have set up
presentation processes to circumvent
this as much as possible. However, it
would be terribly naive, and detrimen-
tal to your professional progress, to
think that this will never occur. When
your client says that they can’t fathom
using orange in their branding, because

it was the color of their rival high school

growing up, what do you do? If you
think you are going to have any success
forcing them to see the reasoning
behind using that color, even if you are
branding an orange juice company, you
won’t. When that emotional/irrational
response happens, adjust, adapt, and,
most of all, respectit. You don’t have to
agree with it. Butyou are in your cli-
ent’s shoes, burdened by their color
history. JF
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DON’T get caught

up in trendy colors

for projects that
need to stand
the test of time

If you were dressing a person and knew
that they had to wear the same clothes
for ten, twenty, thirty years or more,
would you dress them in bell-bottom
jeans? Give them feathered Farrah
Fawecett hair, or better yet, a Mohawk?
Pierce their nose, or cover themin
tattoos? Or would you research clothes
until you determined what was built to
last and what was trendy and sure to fall
out of fashion soon? I hope that you
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would putin the time to do the research.

When you are doing the same on your
design projects, creating a final product
or brand that holds itslook far past
today, you should take even greater
care. Ignore thoselists of what colors
are hot and seem to be filled with made-
up names for nonexistent fruits, and
make solid decisions based on research
and strategic thinking. JF



DO remember
that the popularity
of certain colors
shifts rapidly

Each year, many organizations publish will look dated on a 1970s refrigerator.
lists of colors that will be in fashion Avocado green could appear fresh

the subsequent year. One year, we are and current on an iPhone cover. Coral
told that silver is the color to use to will be dated on a 1955 Cadillac.

be relevant. The next year, brown It could be perfect for an identity for a
isthe new black. A designer must stay forward-thinking nonprofit institution.
current with popular culture, taste, The lesson isto create your own

and attitudes. But the designer should rules. If color is used with confidence
lead, not follow. When someone says, in purposeful and bold ways, it will
“That coloris so dated,” they are seeing be appropriate and original. SA

itin a specific context. Avocado green
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DO recognize that
color palettes change

depending on
an audience’s age

One of the most valued abilities in
design and advertising is the ability to
create for an audience outside your age
group. The rabid pursuit of young con-
sumers has made this talent, especially
considering that kids can’t enter the
workplace to do this for themselves, a
golden commodity. With the graying of
our populations, an entirely new mar-
ketplace has opened up, and marketing
toithasbecome a clear specialty. While

many factors go into reaching these
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different groups, one interesting factor,
often forgotten, is that age directly
affects how the viewer reacts to color.
Children recognize only a smaller
range of colors and respond to
awidened palette as they grow older.
Children also make early associations
with specific colors (apples are red)
and embrace bold and bright colors.
Aswebecome more savvy, or jaded,
we also accept awider range of colors

and their applications. JF



@

DO research the color palettes
of your client’s competitors

Egg

CHALET

House

Fish

Pineapple
Cottgge

e

Strange things can be revealed when a
designer compiles a visual grouping of
aclient’s competition. Typically, a clear
language is visible, and a part of this
language is color. For example, a
search for financial institutions will
disclose vast swaths of navy blues and
forest greens. The designer then has
the choice to either follow suit or go
another way. A designer with little
courage will look at the competitive

research and determine that the client
should look the same. The client may
even say, “But everyone else uses blue.”
Conformity is valuable in the armed
services; itis damaging in a competitive
marketplace. The designer’s jobis to
identify a client’s strengths, weak-
nesses, competitors, and values, and
then to create avisual solution that
setsthe client apart or above the
competition. SA
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DON'T let your
personal color
preferences hurt
a project

Consider the design of abook cover for
anoted writer’s new romantic novel.
She hasused carnation pink on each of
her twelve other novels. Her bedroom
is carnation pink, and her nickname

is Pinky. Pink, however, makes you
recoil. You consider it weak and a sign
of women’s oppression. What should
you do? Clearly, using carnation pink is
the correct choice. Trying to convince
the author that your favorite colors,
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ochre and black, are better choices will
have two effects. It will make the client
angry, and youwill be fired. More
important, however, is that the ochre
and black would damage Pinky’s brand.
The money and time spent to reinforce
the identification of pink with Pinky
will be annulled. Bluntly, pursuing your
own personal color choice over the

needs of the project will ruin lives. SA



DO design logos in black and
white before applying color

...

Already established is the fact that cli-
ents may react emotionally to the colors
that we present to them. Also, logos
need to fit equally well applied on any
item, fromletterhead and signage to
embroidery and everything in between.
Now that we have talked through all of
the pitfalls, it is the perfect time to give
you alittle secret into how to circum-
vent them. Working with your logo
designs in black and white will help
guarantee that the vector applications

work well. Using only black and white

while talking about the process with
your client will also create solid accept-
ance of your design, without
eliminating something because it was
presented in a disliked color. Only the
best designs will survive. Those conver-
sations will also provide the base for
your final color decisions. Often, both
sides will find that they already know
the colors they want in the final solu-
tion. And never forget, if it works in
black and white, it will work in most

any color. JF
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DO remember
that color + time
can = brand

UPS

Coca-Cola

= IBM

One of the mostincredible marketing
efforts, tied directly to color, took place
over the last few years. The shipping
giant UPS has had the brown color as
part ofits identity since its earliest
days, chosen for its dignified and pro-
fessional appearance. Now, eighty
years later, its entire campaign is based
around simply calling the company
itself “brown.” It is a stunning acknowl-
edgment of how important the color

is to the way consumers identify and

interact with the company. Built
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through constant reinforcement, from
its delivery vehicles to its employee
uniforms, UPS has owned brown in

the marketplace to such an extent that
they can simply refer to themselves as
such. This campaign stands as a vital
reminder of how important color can be
asabrand asset. It brings to mind com-
panies with incredibly strong brands
thatlackinthelogo department and the
decades built on instantly recognizing
the Coca-Colared that sits on the
supermarket shelf. JF



DO accept
that there is

no such thing
GRINDAGE

as a bad color
combination

MONG(

~o*BETTY
namMSTER

Rules are meant to be broken. There are
valuable and appropriate rules for color.
But once adesigner reaches alevel of
proficiency and confidence with color,
all rules are thrown out the window.
Bad color combinations are timid color
combinations. The viewer will sense
when a designer is unsure and inhib-
ited. A small patch of violet on the page
against an equally wispy patch of lime
green willlooklike an error. Slamming

violet and lime green together in
alarge and bold way will make them
look exactly right. Van Gogh combined
yellow with rust. In the hands of alesser
artist, timidly applying a small amount
here and there, the solution would have
beenregrettable. Van Gogh’s Twelve
Sunflowers is perfect. Doing something
bravely and with self-confidence will
always convince others thatyou are
correct. SA
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Imagery
& Graphics



DON'’T use stock
images just to
save money

Don’t get me wrong—I love the fact

that we can go online nowadays and find
87,000 different shots of two business-
men shaking hands while grinning
inanely at each other. This is ultimately
agood thing because, if that’s the kind
of image you need for a project, the bulk
availability and lower overheads of
online picture libraries mean stock
images are now arelatively inexpensive
option. However, you should always
think carefully about whether a com-

pletely unique image would serve your

client better. Remember that other
designers can download the same
photos orillustrations you've selected
for their own clients, and the better
(and therefore more popular) images
are pushed to the top of the list when
you search by subject. If you think your
client can afford original photography
orillustration, always try to persuade
them to consider that option first. It
helps to keep the freelance community

inwork too. TS
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Avery famous designer once told me a
story about how one of his mosticonic
posters almost didn’t happen. The
client wanted a figure interacting with
aspecific,immediately recognizable
cityscape. He was limited in his options
and joked to the client that if they
rented a helicopter, he could easily get
the image. They begged him to atleast
give it atry. He scoffed and thought
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aboutjust telling them that he
researched withoutluck, so hopeless
seemed the task. He did a quick stock
search, only to discover a photographer
who specialized in that region, leaving
him with a number of options and an
incredibly happy client, amazed that he
so diligently succeeded in finding such

aseemingly rareimage. JF



DO do your best to use client-
supplied images

Iseeyoustaring at me, that slightly out-
of-focus shot of the executive director
and four other people who seem mildly
important. One of them displays his
expensive watch, and they’re all drink-
ing glasses of wine. I can feel you edging
your way toward my precious magazine
spread. The one I have been filling up
with pull quotes and about which I've
been informing the client that there
was no room for you. Besides the many

image edits you would require, I take

offense that you have been forced on
me. You can feel my disdain, but you
move forward undeterred. When
my back is turned, you inch directly
on top of my monitor, and whisper,
“I pay your salary.” A bead of sweat
forms on my forehead, as I realize
thatI have been approaching this all
wrong. As I turn to the monitor,
resigned to make you the bestimage
you can possibly be, you smile and add,
“Plus, I come preapproved.” JF
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DO also show a client better
alternatives to their own imagery

if necessary

uncancy A

Most clients have not been educated
as designers. They haven’t studied
the history of photography. They
don’tunderstand complex rules of
composition. And they don’t need to.
Clients understand the rules of their
respective fields. This maylead to
aclient supplying really awful imagery.
It may be blurry photographs taken
by afriend who is interested in photo-
graphy. It may be simplistic drawings
of aclient’s pets, drawn by a relative.

Oritmaybe aphotograph that sends
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the wrong message. When the project
is finished, there will be no note on

the bad images that reads, “This was
chosen by the client.” The failure

of the project will be on the designer.
When faced with bad photography, art,
orinformation graphics, the designer
should find a better solution and
present it as an alternative. Forcing
this down the client’s throat rarely
works. Tactful and logical explanation,
showing both alternatives, is the

best approach. SA



DON’T assume
that an image

is good simply
because it’s been
published online

There are many websites devoted

to photography sharing. These allow
people around the globe to upload

their own images and share them with
anyone or everyone else. They are
remarkable tools to gaze into the lives
of everyday people everywhere. But just
because an image has been published
online or on aphoto sharing site does
not make it good. There is no seasoned
photography curator accepting the
good images and rejecting the bad ones.
Of course, some images may be
remarkable; other images may be

awful. The majority of the images

are created not by professional photo-
graphers but by everyone else. Would

T ask my four-year-old nephew to
photograph an urban streetscape for

an architecture client’s website? Is my
mother’s photograph of her dogina
funny coat a good choice for a corporate
capabilities booklet? No. When you're
facing budgetary issues, stock image
websites are the best source for stock
images. However, hiring a photographer
to shoot an original image is typically
the best approach. SA
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DON’T repulse your

audience with imagery

unless briefed
todo so

Shocking images are a valuable tool
for the designer. An image that
challenges viewers, or forces them

to acknowledge an issue, is one of the
strongest forms of communication.
Repulsive and aggressive images

are part of this canon. In the right
context, this type of imagery can create
aresult thatis spectacular. Repulsive
images used for shock value alone
are pandering. The solution may

receive the desired attention, but

238 IMAGERY & GRAPHICS

thelasting effect will be one of anger

and negativity. Ifthe client is the
Sex Pistols, this response may be
appropriate. Most clients, however,
would prefer to create a positive
reaction. No communication is ever
neutral. The response will always
be clear or confused, positive or
negative. The designer’sroleis to
help guide that perception toward
positive and clear. SA



DO carefully
consider the
political content
of all image
choices

Inthe 1930s, the Nazi Party began

to censor art it considered politically
degenerate. Obviously, anti-Nazi art
was the first censored. As time passed,
the political content of 95 percent of
art produced was deemed degenerate,
and the state only allowed benign
landscape paintings to be exhibited.
Everyimage has political content.

A photograph of a group of people can
immediately be deconstructed by race,
gender, age, and culture. Even an
inoffensive landscape painting can be
seen as propaganda. Understanding

the political implications of images,
icons, and messages is anecessity for
designers. Is the woman in a bikini
holding a beer simply a picture of
someone at the beach? Or is the image,
according to feminist theory,

an example of the objectification and
oppression of women by a patriarchal
culture? Each designer will need to
determine this for himself or herself.
Purposefully using an image and
recognizing its political subtext is
abasic skill. SA
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DON’T run detailed

images across
the gutter

A full-bleed image run across a spread
in abook or magazine creates great
visual impact, and some pictures
cryoutto be used aslarge as possible.
Magnificent landscapes or archi-
tectural shots can work really well,
especially when they’re overlaid with
astrong typographic headline to open
an article or chapter. Take care though,
asit’s easy to forget one vital detail—
the gutter. When we design spreads,
we normally work “spread to view”

so we can see left and right pages side
by side. On aflat computer screen,
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we tend to overlook the importance of
the gutter because it’s represented only
by afinerule, butin a bound magazine
or book, much of the viewable page
immediately adjacent to the gutter can
disappear into the spine. Images like
impressive landscapes can usually
absorb this, but others, like portraits,
won’t. The cardinal sin is to slice
through someone’s face with the gutter.
Don’t cut off someone’s nose to show
the face. Take care to ensure that
gutters only pass through neutral
image spaces. TS



@

DO check that all images have
an effective 300ppi resolution

The industry standard resolution for

printing four-color halftones is 300ppi.

I say ppi (pixels per inch) rather than
dpi (dots per inch) nowadays, as the
vast majority of image reproduction
involves a digital workflow, and pixels
are more representative of image reso-
lution. It’s generally accepted that the
average human eye can’t differentiate
pixel densities beyond 300ppi, which
explains why this is the recommended
resolution for high-quality image
reproduction. Other factors such as
halftone screens (see page 247) also

influence this choice. Say you have

your 300ppiimage at 4 x 6 inches.
Aslong asyouimport the image to your
layout at the same size (or smaller),
you’ll maintain aresolution of atleast
300ppi, and the print will theoretically
look great. However, if you enlarge the
image on the page, you’ll lose resolu-
tion. For example, enlarging the image
to 8 x 12 inches halves the resolution to
150ppi, which will degrade the quality
ofthe final print. The trick is, unless
you have no alternative, never enlarge
a300ppiimage beyond 100 percent
within your layout. TS
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DON’T import
images with
too high

a resolution

‘We know that 300ppiisthe industry
standard resolution for quality print-
ing, but what happens ifwe scan a
halftone image at 600ppi? You might
think it’ll look twice as good when
printed, but sadly you'd be wrong. In
some cases, slight improvements can be
detected in images printed at a higher
resolution than 300ppi, but it’s more of
afluke than anything else. The truth is
that the extraresolution is wasted,
serving only to make the document size

larger than it needs to be and slowing
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down all prepress processing. In
addition to this, banding (an uneven
gradation of tone) can occur with
images above 300ppi because the reso-
lution doesn’t correspond favorably
with the commonly used 1501pi (lines
per inch) halftone (see page 247).

If you send PDF's to print rather than
original layout files, there’s a good
chance that any imported images over
300ppiwill be resampled down to
300ppi anyway. TS



DO resample
all images to
300ppi before
importing
them to a print
document

Width: 2048 pixels (173.4 mm)
Height: 3072 pixels (260.1 mm)
Channels: 3 (RGB Colour, 8bpc)

Resolution: 300 pixels/inch

When working on any book design
project, I receive hundreds of images to
choose from. Invariably, these images
will be amix of resolutions—some high
resolution (300ppi) and others that
have been shot digitally, which,
although large in dimension, are only
72ppiinresolution. If I were to place
these latter images at 100 percent in my
layout, I would in effect be including
low-resolution artwork, which is never
of high enough quality to print with.
Itis essential, therefore, that you con-
solidate resolutions to ensure that all

images you use are hi-res. Tolocate the

lo-resimages before youimport them
into alayout, use software such as
Adobe Bridge and adjust the resolution
using Photoshop. Ifthere are alot of
inconsistencies, run an automated
action in Photoshop for the adjust-
ments, but make sure that you constrain
the proportions with the resolution

so the images scale down correctly.
Following this process meansyou can
guarantee that every image will repro-
duce atleast 300ppi aslong as you

do not scale them above 100 percent

in the layout. PD
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DO learn about

digital file formats

We're really talking about the various
image file formats here, all of which
differ slightly and provide their own
unique advantages. TIFFs (Tagged
Image File Format) remain a top choice
for print workflows, as they can accom-
modate embedded information such

as alpha channels, which allow masks
tobe imported directly into alayout.
Native Photoshop files are also a popu-
lar choice for the same reasons. JPEGs
(Joint Photographic Experts Group)
are greatif you need to keep file sizes
down, but be careful how much com-

pression you apply when saving,
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as quality can suffer. A JPEGis also
abad choice if you think you’ll need

to edit the image farther down the
line, as quality is lost every time you
save a JPEG. Forget about EPS files
(Encapsulated PostScript), as they’re
rarely used now—go with native
Illustrator files for vectors. PNGs
(Portable Network Graphic) are popu-
lar formats for online use, offering

the advantage of transparency support.
Irecommend some further reading,

as you may find you’ve not been using
the best formats in your own image

workflows. TS



DO learn about bit depth

Bit depth is the number of bits, or
binary digits, assigned to each pixel in
animage. Bitdepthisn’t about resolu-
tion, it’s about color quality—the higher
the bit depth, the more tones you can
achieve—subtle color gradations
improve as bit depth increases. Pure
black-and-white images in which each
pixel is either on (black) or off (white)
are termed 1-bit. Black-and-white
halftones with gradations from black
to white are 8-bit, with 8 bits of color
information per pixel. Color RGB

images are 24-bit because there are

8 bits of color information per channel,
S0 8 x 3 =24. Photoshop can handle up
to 32 bits per channel, or 96-bit images,
butyou’ll find that many adjustments
and filters won’t work at this bit depth,
and any extra quality provided may be
lost during print. When working with
48- or 96-bit originals, it might pay

to create a 24-bit copy for use in your
layout. Check with your print supplier
to see what they can achieve with their

equipment. TS
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DO understand the relationship
between resolution and image size

i ¥

Thisis a pretty straightforward
relationship, butit’s important to
understand how resolution and image
size affect each other. Any original
image recorded by a camera or scanner
hasits resolution set by the device.
However, if you then resize itin
InDesign to make it either more orless
than 100 percentits original size, the
resolution will change. A 300ppi image
won’t create more pixels when you
enlarge it; the pixels will simply get

bigger and more visible, thus reducing
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the quality of the reproduction. For
example, enlarging a 300ppiimage to
600 percent within your layout will
reduce the resolution to 50ppi. If you're
interested in how the math works, it’s
100 + 600 x 300. Alternatively, set your
Links panel to list the effective ppi for
imported images, and you’ll easily spot
any image with aresolution that has
transgressed acceptable boundaries.
You can get away with less than 300ppi
if youhave to, but don’t make a habit
ofit. TS



DO understand the relationship
between image resolution
and halftone screens
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All four-color process images are made
from dots and are alternatively referred
to as halftones. A photographic print
isn’t made from dots and is known

as a continuous-tone (contone) print.
Screening is the term used to describe
how a contone is converted to a half-
tone. The chosen print method and
paper stock must be taken into account
when selecting which halftone screen
touse, with ahigher value providing
better print quality. A screen resolution
of 150Ipi is standard for quality print-

ing, while a newspaper will use a screen

aslow as 70-80lpi. The coarser screen
will actually help prevent individual
dots from merging when inking the
more absorbent newsprint. The rela-
tionship between image resolution and
screen resolution is simple enough in
thatimage resolution should be about
twice that of the screen used, hence the
industry standard of 300ppi and 1501pi.
There’s some leeway in the equation.
Softer images without many straight
lines or angles will stand up to coarser
screening than anything containing

much in the way of fine detail. TS
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DO choose images

based on their
appropriateness
as well as their
quality

Isitbetter to use a great shot that’s
not a perfect exposure or a perfect
exposure that’s not quite the best shot?
Ultimately, the decision might not be
yours, as your client may value slick
presentation over content quality, but
for me, choosing the shot that’s the
most appropriate is always the better
decision. Think about all the wonder-
ful images that have come out of the
journalism field, which does not
prioritize getting a perfect exposure.

How about those lucky accidental
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shots when you were doing the right
thing by looking down the lens rather
than at the settings on the back of the
camera. When you look at the very best
images, a pattern emerges—content

is king. Beautifully exposed images that
are exactly right for a cover or spread
are, of course, the ideal option, but

it’s wrong to choose an image purely
because of its technical quality. The
reaction and the emotion a shot creates
in the viewer must always take

precedence. TS



DO devise a system for

the consistent
naming of digital
image files

0249_ComS.tif

It can be difficult when you are working
onalarge-scale project to manage and
identify the many files that have been
supplied. In some instances, a client

or apublisher may have supplied the
image files with logical and consistent
names and in an organized manner.
Often, though, you may not be so lucky,
in which case it’s worthwhile to organ-
ize and rename the files yourself

before importing them. This will enable
you to find and compare images more
easily and to maintain the correct links
ifthe files are ever moved between

workstations or servers. For book and

brochure projects, you may choose

to use the chapter and folio numbers
as aprefix for the image, so they appear
inrunning order when listed alpha-
betically. However, if the pagination
changes, this method may cause
confusion—a simple system of unique
numbering and/or coding that doesn’t
follow a page order may prove to

be more dependable in thelong run.
By taking stock of what you have and
how the design is structured, a system
of organization will likely become
evident. PD
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DO work with Camera Raw

image files

BT s —

Adobe Camera Raw is, in aword,
brilliant. If you shoot (or receive a shot)
asaJPEGor TIFF,itis whatitis. You
can adjust it, color correct it, resize

it within reason, but that’s basically it.
Camera Raw is like having an old-

style film negative because you can
goback to the original to create new
versions from scratch. A Camera

Raw file contains all the raw data
recorded by the camera at the point the
picture was shot. Camera Raw files

aren’t compressed or subjected to
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any in-camera processing, so you can
do awhole lot more with them when
you open them up in Photoshop’s
Camera Raw plug-in. You can reset
temperature (or white balance), tint,
exposure, brightness and contrast,
clarity and vibrancy, and a whole host
of other adjustments. You can even
openimages at a size larger than the
original, which can be very handy
indeed. Ask your photographer for

or shootin Camera Raw whenever

possible. TS



DO utilize Adobe’s DNG format
when archiving images

We just mentioned how good Adobe
Camera Raw is, butit does have its limi-
tations. The format is governed by the
make and model of supported cameras,
and the Camera Raw plug-in can’t guar-
antee thatit’ll support every camera
forever. This means that there may
come a time when you won’t be able to
open an archived image. Enter the solu-
tion—Adobe’s DNG (digital negative)
format. Saving your images as DNG

files removes the compatibility issue.

They become “time proof,” making
them a much better option for archiv-
ing, and you can still open them with
the Camera Raw plug-in. The file sizes
are slightly smaller too, which isn’t
abadthing, and there are cataloging
advantages toboot. Thisis ahuge
advantage if you choose to follow the
advice on page 252 and create a Digital
Asset Management (DAM) system.
DNGisthewaytogo.TS
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DO use DAM to catalog image files

‘What’s more boring, cataloging all your
photographic images and illustrations
or spending all day searching for that
great shot that you may or may not still
have on file somewhere? Personally,
Iwould say the latter is more dull and
definitely more frustrating. DAM
sounds like the dull option, butit’s actu-
ally really easy to do once you've got
your system in place. You can buy spe-
cialist software like Extensis Portfolio,
which creates standalone catalogs

of all your images, or digital assets, as
they all have potential commercial
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value. If you don’t want to fork out for
extra software, you can use something
like Photos, which comes standard
with every Mac, or perhaps the Google
Photos online photo album service.
Alternatively, you can just file images
carefully in named folders and use
Adobe Bridge for your image searches.
Whatever system you go for, get a grip
onmetadata, which is defined as “data
about data.” Use metadata to embed
key words into your image files, and
tracking them down in the future will
be abreeze. TS



DO always apply some
sharpening to digital images

On close inspection, many images shot
with a digital camera will appear to be
slightly blurred. This happens because,
justlike the grain produced in shots
from old-style film cameras, digital sen-
sors produce arandom speckling of tiny
electronic dots across the shot, known
as noise. Digital cameras attempt to
suppress noise by setting sharpnessto
the lowest acceptable level, which
means that postproduction sharpening
will be necessary. Your photographer
may do this for you as part ofhis or her
contract along with any required color

adjustments, butif not, the odds are

that you’ll be using Photoshop to do this
yourself. Use Unsharp Mask or Smart
Sharpen; don’t use the basic Sharpen
filter, as it’s an all-or-nothing option
and offers no real control over the end
result. A word of warning—don’t overdo
it. Oversharpened images look worse
than the “straight from camera” shot,
so easy does it. Oh, one more thing,
complete any and all image adjust-
ments before you apply any sharpening.
It should always be the last thing you

do before importing the image to your
layout. TS
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DON’T crop well-composed
images excessively

When an artist sits down at their
easel to sketch out the composition of
apainting, they’re thinking carefully
about what’s happening at the edges
of the work as well as what’s happening
at the center. Imagine how horrified
they would be if they were to walk into
agallery, only to find that a picture
framer had decided to chop six inches
off the top of their work so it lined up
nicely with the other paintings on the
adjacent wall. Photographers do the
same thing when they look through
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a cameraviewfinder and compose
the shot, and photographic images
should be treated the same way as
paintings. Sure, not all photographs
need to be treated with the same
reverence, and some are shot with the
intention that they be cropped at will,
but something like a fine landscape
image or an immaculately composed
portrait should be treated with respect
and cropped as the photographer
intended. It’s kind of rude to crop

heavily without good cause. TS



DON’T crop landscape
to portrait and vice versa

Another professional’s work should
always be treated with respect. This
isnoless true when working with
aphotographer; their experience

and creative “eye” for a good shot con-
tribute to the careful composition and
formatting of each photograph they
produce. By taking their picture and
cropping to a different format, you

are likely degrading the overall quality
of the image and negatively affecting

its composition—as well as being

disrespectful of the photographer!
Most photographers I know often
take alandscape and a portrait

of the same subject matter, with the
orientation dictating their choice
of composition. Check if thereis an
alternative before you start laying
out your design. This rule goes for
any type of image, art reproduction,
orillustrated work too. Meet the
challenge and work with what you

are given. PD
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DO use the
right Photosh
tools for colol
adjustment

Ifyou feel that an image needs color
adjustment, it may well need a bit of
tonal adjustment first. Color is directly
affected by tonal adjustments because
saturation will increase or decrease
when darkening or lightening an image,
so check Levels first. Don’t bother
with Brightness and Contrast, as the
adjustmentisn’t sophisticated enough.
Dragthe black and white point sliders
of the Layers dialogue in to meet the
ends of the histogram to achieve

good tonal balance. A Color Balance
adjustment can solve simple color
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problems, but for better results you
need to study the workings of the
Curves adjustment. It’s not that
complicated and is arguably the most
powerful adjustment tool in the whole
kit. Read up about the popular S-Curve
approach to color adjustment, and
you’ll be well on the way to becoming
areal pro. Knowledge of the color
wheel will help you here too. Here’s
alittle side tip for any adjustment
procedure: decide what the worst issue
is and deal with that first. It may be
allthat’sneeded. TS



DO always edit images

nondestructively

ik
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Since they were first introduced way
back in 1994, Layers have always been
one of the best things about Adobe
Photoshop. In 1996, the functionality
of the Layers panel took another leap
forward with the addition of Adjust-
ment Layers. Now, can you think

of any reason you wouldn’t want to
take advantage of what’s termed non-
destructive editing by using those
wonderful Adjustment Layers? It’s
nondestructive because if you change
your mind about any of the edits you
apply, you can readjust them or take

them out completely, so this is a bit

of ano-brainer, to be honest. However,
some folks still manage to forget all
aboutthem and either apply adjust-
ments directly to an original image or
make endless saved-as versions of files
in case they want to go back to an earlier
version. This is completely crazy and
pretty much inexcusable! Asyou can
see, I feel quite strongly about this one,
so check out those Adjustment Layers
and use them well, even for basic Levels

or Curves adjustments. TS
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DO worship Smart Filters

We know that nondestructive adjust-
ments are the way to go, as discussed
on page 257, but what happens when
we want to apply other effects without
permanently changing the original
image? When Photoshop CS3 was
released in 2007, it was the end of along
wait (after the arrival of Adjustment
Layers) for the brilliant Smart Filters.
Smart Filters are possible because

of Smart Objects, introduced in CS2 to
allow more flexible ways of working
with scalable vector graphics and are
basically Adjustment Layers for filters.
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Allyou have to do is open your original
as a Smart Object and apply whichever
filters you care to choose. Each applied
Smart Filterislinked in a stack to the
selected layer and can be edited with
Blending Options or reordered as many
times as you like or deleted completely
ifyou decide you don’t need it after

all. They're applied as a Layer Mask,
soyou can also paint areas out to reveal
the original image beneath without

the applied filters. What’s not to like
about that? Smart Filters deserve

the attention. TS



DO eschew
deletion

in favor of
masking

on (O] St n e b

Returning to the theme of nondestruc-
tive editing, creating cutouts can also
be given the same treatment through
the use of Layer Masks. I prefer to keep
as many previous workings of an image
asis practical because I may, for what-
ever reason, need to return to an earlier
version. Onthe flip side, I don’t really
like keeping dozens of files labeled ver-
sion1,version 2, etc., so amask carries
the advantage of not deleting any data
from an image. You can always revert to

the original if need be. In addition, tiny

adjustments can easily be made to
aLayer Mask with a small brush, and
Photoshop’s excellent Select and Mask
tool provides options for detecting,
adjusting, smoothing, and feathering
any selection. The one thing you always
have to remember if you create a cutout
with amask is to check the Save
Transparency box when you save the
image. You also have to save as either
aTIFF oraPSD, since JPEGs can’t

contain multiple layers. TS
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DO create
clipping paths
in Photoshop—
not in InDesign
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It’s easy to create a quick clipping
path in InDesign using the built-in
functionality, and it’s equally easy to
create aframe directly from the
resulting clipping path. Thisis fine

for aone-off job that needs to be turned
around quickly or for something
you’re unlikely to come back to or edit.
However, it’s not really the best way to
create a proper clipping path, as it only
affects the picture boxused in your
layout. Additionally, it’s unlikely that
the InDesign clipping path will be
quite so accurate as the one you first
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created in Photoshop as part of the
original image. Photoshop provides

so many more options for creating all
kinds of paths and allows you to refine
and feather edges in ways that InDesign
doesn’t. Remember, too, that if you
use the image again elsewhere, your
cutout work is already done. Never

try to create a clipping path from
apolygonal picture box drawn directly
in InDesign. It’s areally shoddy way

of working, and your print supplier
will hate you forever, so best not to,
Ireckon.TS



DO always include
a photography

or illustration credit

when it’s due
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A good editorial layout depends very
highly on skillful use of space, good
typography, and an eye for structure
and navigation. However, if the piece

is alsoillustrated, the images are more
thanlikely the element that first elicits
aresponse from the reader. The best
layout in the world will never fully suc-
ceed if the images are only okay, and
will fail miserably if the images are just
plain bad. Given this, it’s really only
proper (and polite) to make sure that
the person who created the great photo-
graphs or illustrations for a piece gets

credited. It doesn’thave tobein 16pt

text underneath every image, but if
someone wants to know who shot the
images for the fashion article or who
created the cool vintage-look illustra-
tions for the music feature, they should
be able to find that information. The
majority of photographers and illustra-
tors are freelancers and need to
publicize themselves constantly with
the work they do for others. It’s impor-
tant to try to provide that platform for
anyone you work with. TS
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DO allow a photographer
or illustrator to input creatively

whenever possible

Image courtesy of Nikon

T've been fortunate to work with some
incredibly gifted professionals during
my career. These individuals are spe-
cialistsin their fields and are extremely
creative, knowledgeable, and experi-
enced. I've found it’s always worthwhile
to listen to what they have to say,
whether itis a suggestion or an obser-
vation. Invariably, their comments will
add value and improve your project.

Of course, you don’t have to take on
every suggestion they make, but it pays

tolisten, since you never know what
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may come out of the discussion. There
have been anumber of occasions when
I’ve been on a photo shoot, and the
photographer and I have struggled to
get animage of a product to work.
Despite our efforts, the shot wouldn’t
come together, even though the initial
ideawas great! It’s at times like these
that open communication and a will-
ingness to listen will benefit all parties
and result in solutions that lead to

successful work. PD



DON’T edit an illustrator’s
original work without

permission

Aswith aphotographer’s work, it is
important to be respectful of an illus-
trator’s output. I've worked with many;
ifyoubriefthem correctly and thor-
oughly, the work they produce will
fulfill all the requirements and often
exceed expectations. However, there
will be the odd occasion when changes
need to be made to the illustration,
whether it’s adding or removing ele-
ments, altering colors, or adjusting the

size. Inthese situations, go back to the

illustrator and ask for the changes to
be done. Itis more professional, and
the commissioning contract will often
include a clause prohibiting modifica-
tions to their work without permission.
Thelast thing you want to do is break
the terms of a contract for what will
likely appear to be a simple change.
Explain the situation, and they will
most likely accommodate any altera-
tionrequests. PD
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DON'’T do it yourself
if you have a budget to

commission

@ \0E OPTIC4;

TOQ',

Image courtesy of Nikon

Ifthere’s agood argument supporting
why you should personally create
illustrations or shoot photographs for
alayoutyou’re working on, then fair
enough. Perhaps you’re genuinely the
best choice for that particular task—

no reason why you shouldn’t be—but
there’s more to it than illustration and
photography skills. Time is also a major
factor, and the more you decide to do
yourself, the more time you’ll need.

I have a confession to make—in the past

I’'ve made bad decisions about how
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much I personally took on for projects
when I could easily have delegated work
to others while staying within budget.
These decisions are sometimes driven
by a desire to increase your personal
stamp on a project or simply that you
really enjoy the tasks. Take a step back
and answer the following question:

Am I truly the best choice for the work?
Do Iwanttobeintheoffice until2 a.m.?
Ifthe answer is “maybe” to the first
question and “no” to the second, pick

up the phone. TS



DO learn to use an SLR camera
in case you have no budget for

photography

Part of my education required that
Itake a color and black-and-white
photography class. In retrospect, it was
probably one of the three most impor-
tant classes I have ever taken. Not only
did it teach me some visual framing
techniques but also, more importantly,
it made me comfortable with holding
adecent camerain my hands and
expecting decent results to come from
using it. Little did I know that I would
need those skills in tight-budget assign-
ments, shooting band portraits for

album packaging, menu photos for
small restaurants, and anything

else that was financially out of reach.
T always use top people when I can,
but thatisn’t always possible. Now,
with everything digital, I shoot my
portfolio as well, and not a day goes
by whenIdon’t shoot something for
reference or for use as a base to manip-
ulate for an image or a texture in
anillustration. Ilove my camera, and

itloves me back. JF
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DO accept that your phone is
not necessarily your best camera

Today, we all walk around with a pow-
erful camera packed with features in
our back pockets. This wasn’t always
the case; not solong ago, aphone’s built-
in camera was not capable of capturing
animage of publishable quality. The
capabilities of camera phones today are
quite astonishing, but is your phone
really the best option at your disposal?
Itistypical for images taken with a
phone to be viewed on the phone itself,
on atablet, or perhaps on anonline
space such as Instagram or Flickr.
Images viewed at this size on-screen
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will often look great, but what about
printed at alarger size? You may be
surprised how theylook, with lots of
pixelation and color “fringing,” when
edges look indistinct and discolored.

A phone will never replicate the quality
of even amidrange SLR camera (not yet
anyway). If you need an image for a proj-
ect, think carefully about which type of
device to use. If you are fortunate and
have abudget for professional photog-
raphy, you will likely be quite alarmed if
the photographer turns up at the shoot
with only aniPhone. TS



DON’T use Photoshop filters
to disguise a low-quality image

At school, acommon, clichéd excuse for
missing homework is “the dog ate it.”

In graphic design, acommon excuse

for using a Photoshop filter is that “the
project needed it.” Both excuses are
obvious and pathetic. Nobody is fooled
by the dog and homework story. Nobody
believes the image was wonderful,

but the designer still decided to poster-
ize it. Bad images are bad images.
Low-resolution photographs are low-

resolution photographs. Thereis no

hiding from low quality. Thisis an
instance when you need to request a
better image. Alternatively, you can
photograph anew image. You may also
set the low-quality photograph aside
and create an original image in a differ-
entmedia. And if all else fails and the
poor-quality image is the only option,
useitlarge. Printit out and photograph
itas a physical snapshot. Make the poor
quality highly visible and a part of the
solution. SA
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DON’T try to repair a bad
image by desaturating

authentic

artificial

Desaturating an image is criminal. Itis
notlegally criminal, butitis wrong. One
of'the tenets of modernism is tolet
materials be what they are. This means
wood should look like wood, metal
should be metal, and stone should be
actual stone. There is no faux-painted
marble in a Mies van der Rohe house.
Bad images are bad images. Attempting
to disguise one by desaturating it has
one effect. It makes abad image look
desaturated. Sepia-toned photographs
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from the late nineteenth century look
good because they are actual sepia-
toned photographs. Taking an image
photographed in the twenty-first cen-
tury and making it sepiaresults in an
image that has clearly been manipu-
lated. Ifthe imagery is artificial and
attempting to deceive me, how canI
believe any of the text? The entire solu-
tion is compromised and has lost
integrity. SA



DON’T scan a commercially printed
image that has been screened

‘When a piece is commercially printed,
the collection of CMYK dots that make
up the base of the image forms the vis-
ual you see. The dots can also create a
moiré pattern when scanned. Although
aphoto or aslide might be smooth and
continuous, the printing process frag-
ments this. It works perfectly on the
original presentation, but if you try to

drop that magazine cover into your

layout straight from the scanner, be
prepared for a bizarre visual pattern to
emerge. The trick is to create a photo-
graph of the image. Light that printed
piece and be sure thatitis squared up
and as flat as possible, with no flares or
shadows. Take several photos, select
the best, sharpen it digitally, and then
you have a perfect file to work from. The

extra steps are more than worth it. JF
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DON’T enlarge

images excessively

in layout

Whenyou're placing hi-res images

in alayout, it’s essential that you don’t
overscale them. Your hi-res files should
have an image resolution of at least
300ppi, the correct resolution for
screen rulings used in the litho printing
process (see page 247). Increasing

the scale of the image will reduce the
image’s effective resolution when
printed. By way of an example, enlarg-
ing the image to 200 percent will reduce
the resolution by half'to 150ppi. If you
need a higher resolution file to achieve
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the bestlayout, it’s worth asking

the client or the image source if one

is available. Ifareplacementis not
possible, then work with what you
have. However, there is usually a small
amount of leeway available. If the image
is of a high quality, you should be able
toincrease the scale to around 105
percent, maybe slightly more ifin
apinch. You will find that most of the
detail, aslong asitis not too faint,

will be retained when printed. PD



DO enlarge images incrementally
in Photoshop

Take alook at the Image Size dialogue
in Photoshop, and you’ll see that there
are different options (with helpful
labels) to select when resampling an
image. Photoshop has to create or
delete pixels using clever things called
algorithms when you resize an image,
and it recommends either the Preserve
Details or Bicubic Smoother feature for
enlargements. These settings will give
surprisingly good results for enlarge-
ments of a fairly high percentage but
islimited. Some say as much as 200
percentis acceptable, but I would say

the practical limit is actually lower.

Ifyou're ever forced to enlarge a digital
image beyond 50 percent, it’s a good
ideato consider using the incremental
enlargement technique. It’s a simple
process involving gradual increases in
size of between 1 and 5 percent. Using
small increments means Photoshop
doesn’t have to create as many new
pixels for each enlargement, so color
accuracy and clarity are maintained
to aslightly higher degree. For the best
results, always enlarge images in
Photoshop first—never enlarge them
inthelayout. TS
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DO choose images
that support the text
without repeating it

Many of us have attended alecture
where the speaker shows slides of his
or her work. The worst speakers tell us
what we see on the screen. A poster
with ared headline and image of a hat
appears on-screen. The speaker says,
“ThenImade the headline red and used
ahat.” Ifthe audience is sight-impaired,
thisis acceptable. The best speakers
show the work and expand onitwith a
story, context, or hidden meaning. Text

used as captions or headlines should
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give the viewer additional information.
They should not repeat the obvious
content of the image. As an example,
aportrait of aman might have a head-
line such as “Wesley Thornton, Hero of
the French and Indian Wars.” A head-
line that reads “Portrait of a Man with
a Black Shirt” only tells us what we
already know. Images support the text,
and the text supports the image.

Each adds strength and information
tothe other. SA






@

DO keep icons simple and expect
them to convey only a single idea

®

X

The Concise Oxford English Dictionary
defines anicon as follows: a sign that
has acharacteristic in common with
the thingit signifies. Successful icons
communicate a singular and typically
simple idea. A car on awinding road
conveys the message, “winding road
ahead.” Poor icons attempt to commu-

nicate too many ideas. In additionto
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the car and winding road, boulders
appear to be falling, and children are
running across the road. Thisis no
longer anicon. Thisis now a painting.
Many clients will want to say multiple
things at once. The designer filters this
information and suggests a clarified
and more legible solution. SA



DO know the difference between
similar, example, symbolic, and

arbitrary icons

We adore icons. As designers, we help
place them all around us. Itis important
to know thaticons fall into four specific
categories and to understand the
difference. Similar icons are usually
very literal and use simple objects,
actions, or concepts. Many road signs
fall into this category. Exampleicons
usually convey a complex actionina
single image. They usually use an image
that we readily associate with alarger

range of activity than the image itself,

like a plane for an airport. Symbolic
icons are used when an action or
concept can be conveyed with
arecognizable shape and are more
conceptual, like a padlock for security.
Arbitraryicons use imagery that bears
little immediate connection to the
concept and must be learned to make
the connection with the meaning.

An obvious example is the icon for
radioactive materials. JF
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DO create logos that identify
rather than describe

Paint Haus

Each of ushasaname. That name
identifies us to the rest of society. Our
first name may indicate our gender and
origin. Our surname may indicate our
cultural background. When introduced
to Comte de Meux et Chalon Robert

de Vermandois, I might presume this
personisaman from aFrench family.
Queen Alfgifu of England will likely

be female and British. Beyond these
facts, however, I know nothing else.

The names do not tell me if Comte de
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Vermandois is kind or mean, if Alfgifu
is generous or thrifty. Good logos do the
same job. Good logos identify an organi-
zation. They do not tell the viewer
everything there is to know about the
organization. Thelogo is the foundation
ofthe visual system. It must existin
avariety of contexts. It should be able to
fitin an advertisement selling a product
aswell as aletterhead expressing con-
dolences. Logos that describe are rarely

legible, memorable, or accurate. SA



DO create logos that
work in print and online
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Thirty years ago, designers made logos
for print, and occasional wayfinding
needs. The visual system required a
full-color, one-color, and reversed
version. Today, logos are applied to
print, signage, broadcast, and online
applications. The good news is that
designers are now able to animate a
logo, use abroader color palette, and
think three-dimensionally. The bad
news is that everylogo needs to be leg-
ible on a printed piece and reduced to a

small number of pixels online. A logo

previously spent most of its lifeina
static two-dimensional world. Four-
color logos were difficult and expensive
toreproduce. A simple black-and-white
logo with atwo-color variation was pre-
ferred. Now, multicolored and
three-dimensional logos are possible
online. But, as in traditional print
design, small hairline rules, delicate
and tiny typography, and complex
colors will not reproduce in print and

will fall apart on-screen. SA
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DON’T ever use pixels when you
can use vectors instead

Vector graphics have one massive
advantage over pixel-based images—
they’re not resolution dependent,
meaning you can enlarge them as
much asyou like with noloss in quality.
Vectors are made using geometric
primitives, which are points, lines,
curves, and polygons, and mathematical
equations calculate how everything
intersects. It sounds complicated,

but don’t worry, the software does all
the tricky stuff—all you have to do

is draw the lines. They’re not so good
for the fine tonal gradations and subtle
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color shifts that bitmaps can handle,
but for diagrams or logos, they’re
perfect, and you can avoid the trouble-
some EPS file format, since native
Adobe Illustrator files can be imported
directly into page layout programs.
Ifit’s possible to use vectors for
anillustration or graphic (i.e., one that
doesn’t require the typical properties
displayed by a photographic halftone),
choose avector approach every time,
and you’ll never have to worry

about any of the issues associated
with resolution and image size. TS



DO avoid Live Trace—

it makes you lazy

Some designers are remarkable at
drawing. These people were the
students the art teacher asked, “Did
you trace that?” This was notintended
as acompliment. This question points
tolaziness, deceit, and trickery.

While Live Trace is an incredible tool
technologically, it raises the question
“Didyou trace that?” It is the tool of
the weak and lazy. And it will always
look like Live Trace. Especially dis-
turbing are examples of handwritten
letterforms that have been subjected
totherigid abuse of Live Trace.

Recalling modernist tenets, allow
something to be what it is. If hand-
written text is necessary, write it, scan
it, and use it. Using Live Trace will
create forms that appear inauthentic.
This deletes any spirit of spontaneity
orlife. If an object needs to be drawn
as avector form, the designer should
use the pen tool and draw the form.
This controls any odd curves and stray
points. Itis the difference between

a sloppy, careless approach and

ameticulous, energetic solution. SA
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DO know that
things that
are noticeably
different

tend to be
remembered

LSRN

Dinner

When we solve a problem, we are

forced to engage with the issue at hand.

Elements that are unexpected or out
of place create a problem that we must
resolve. Using an image of ababy with
the word Baby below it asks us to
dolittle. Using an image of ababy with
the word Dinner below it creates an
emotional response, and we are left to

question its meaning. This example
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will be remembered. Speaking to

the audience with aremedial tone

is condescending. Good design should
not function like reading flash cards
with simple icons and simple words
to describe them. Good design asks
questions, poses a point of view, and
encourages the viewer to complete
the thought. SA



DO understand the face-ism ratio

Quite simply, the face-ism ratio is the
ratio of face to body in an image, which
influences how the viewer perceives
the person depicted. The more face
one can see in an image, the higher the
face-ismratio. There is specific math
involved, if you are so inclined to pursue
it, but we are going to talk specifically
about the significance. This equation
ishotly debated in terms of how it is
used inregard to gender. Historically,
images of men tended to be dominated

by the face, emphasizing their

personality and intellectual qualities
and focusing squarely on character.
Images of women, however, tended

to show significantly more body, often
the entire figure, focusing on their
physical attributes and often with a
sensual undertone. This is consistent
in almost every culture. The point,

as adesigner, is to pay attention to how
much faceis shown in a cropped image
and to be careful about what that

conveys to the viewer. JF
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DON’T allow any images
above 105% to go to print

105%

Onpage 243 we discussed why you
should ensure that images are 300ppi
before youimport them to alayout.

In addition, be sure that the scale of
the image does not increase beyond

an acceptable amount once ithasbeen
placed. The rule is never bigger than
105 percent. As you increase the scale
of the placed image, you are in effect
decreasing its resolution and therefore
its quality. For example, if I place a
300ppiimage at 150 percent, the image
hasincreased by 50 percentin size
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over the original—or the original takes
up two-thirds the width of the scaled
image. This now means that the resolu-
tion of the scaled image has decreased
to two-thirds the original resolution, or
200ppi. Thisis a significant decrease,
and, when printed, the image quality
will likely show the degradation. If
absolutely necessary and if the image
is of very good quality, then 110 percent
might be acceptable, but stick with 105
percent and you’ll be safe. PD



DON'’T print images that
are less than 300ppi

Oppi

‘When sending a project to print, it’s
imperative to check that all images
have aminimum 300ppi resolution.
‘When publications and books are
litho-printed, the printer will employ
ascreenruling of 150-1751pito create
the printing plates for the various
colors. In order to calculate the
required image resolution for the print-
er’s screen ruling, simply double the
Ipi figure. Resolutions lower than
300ppi can sometimes be acceptable,

depending on the project and paper

stock, butitis generally accepted

that 300ppi will work for most screen
rulings, including finer screens of
200lpi, which would be considered for
use on art books and monographs. The
above, when coupled with the previous
rule of not overscaling images when
placing into layout, will help to ensure
that everything prints well. A quick and
easy way to check your imagesisto use
Adobe Bridge to collate and identify any

files with stray resolutions. PD
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DO consider converting all images
to CMYK before sending to the printer

.

Ashasbeen discussed elsewhere in
thisbook, the color printing process
uses four colors, cyan, magenta, yellow,
and black (CMYK), to reproduce color
images and graphics. Many of the image
files supplied to you, such as digital
photographs, will have been created in
red, green, and blue (RGB) mode, which
isincompatible with the printing pro-
cess (RGB-formatted images are used
for screen-based graphics, such as on
websites). Before you embark on con-
verting them all, itis a good idea to talk
toyour printer. Not only is it possible
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to convert the images to CMYK, but
also youwill be able to add the correct
CMYK profile to the images, which will
be agreathelp to the printer, particu-
larly ifthere are alot of images. Simply
find out which CMYK profile the
printer intends to use and then carry
out the conversion in Photoshop, killing
two birds with one stone. If there are
alarge number of images, you can run
abatch of them through an automated
action, saving you alot of work and
affording you the time to go and have
acup of coffee. PD



DO use a mixed RGB and
CMYK image workflow

1111 2"

There’s arumor kicking around that

all images must be converted to CMYK
(see page 284) before they’re sent for
reproduction. Thisisn’tabad idea—but
it’s also fine to implement a mixed RGB
and CMYK workflow aslong as you use
color profiles. Color profiles (for exam-
ple, Adobe RGB 1998 or FOGRA39)
contain data that describes how any
one device, which could be a screen or
aprinter, will deal with the color infor-
mation contained in an image. They use
LAB, adevice-independent color model
(see page 180), to closely preserve

colors that move from one color space

to another. As most of us now send
amajority of our artwork to printers
as PDFs, we can set Color Conversion
to Convert to Destination (Preserve
Numbers) when we export a PDF,
making sure that any RGB images in
alayout convert automatically to
CMYK while maintaining color con-
sistency with the RGB original. This
cuts out the need to convert all your
images beforehand and makes it
possible to keep RGB originals that are
better suited to color correcting and
manipulation in Photoshop. TS
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DO include at least 3mm
of bleed on all artwork

If you elect to have full-page images
thatrun to the edges of a page, they are
referred to as “bleeding” off the page.
‘When the page is trimmed, you must
ensure that additional image content
is provided past the page edge to avoid
the potential for any white edges
showing, due to the inevitable slight
variations that occur during trimming.
This extra element of the artwork is
called the bleed and should appear only
onthe trimmed edges of the book—

itisn’t necessary at the spine.I have
been asked on occasion by a printer to
provide 5mm bleed, but the minimum
is 3mm, allowing for small degrees

of movement with the cutters as the
collated sections are passed through
the trimming machine. When you place
your image and you're viewing it on-
screen, remember that what you are
seeing includes the bleed, so make sure
that no important element of the pic-

tureistoo closetothe trimmed edge. PD
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DO always insist on obtaining a hard
proof, even for 1C print projects

X1 OKAY AS IS

shown on proof:
XIYES QNO

Proof has heen checked and is:

(1 CORRECT AND SHOW NEW PROOF

Folding is correct as

REMARKS:

T know you think it is silly. A waste of
time, or even worse, a waste of money—
but when you stop and think about it,
even the smallestjob has had time and
money invested into and worth the cost
of ensuring that it prints correctly. How
many times has someone been told

that alow-resolution PDF proofwill be

fine in the final printing, only to see one
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little photo or logo at 72dpi included?
Catalogs and shopping flyers are full
of these mistakes. Even the very best
printers sometimes have technology
foil their efforts, or they rush a PDF
proof out, only to have everyone be
sorry inthe end. Itis always the right
choice toreview even the simplest

job properly. Always. JF



DO run color proofs on
the correct paper stock

Every designer has faced a situation
when a client insists that the color
of'the printed piece is wrong. The client
is convinced they saw a proof'that was
perfect, but what they have been given
is different. There are several reasons
why this could occur: First, clients
remember what they want to remem-
ber. Save the proof and show it to them.
Second, the printer made an error.

If possible, go on press for each job to
verify the correct color. And third, the
color proofs were on the wrong paper

stock. The client saw proofs on a white-
coated stock, and the job printed on

an uncoated cream stock. The solution
is simple: always show the client proofs
onthe correct stock. Explain the differ-
ences between digital proofs and offset
printing. They are entirely different
technologies and will never match
exactly. If the printer provides an ink
drawdown, make sure the ink is printed
onthe exact paper to be used when
printing. SA
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DON’T use
laser printers
to produce
color proofs

As described earlier, in much the same
way you wouldn’t specify a color for
print based onits on-screen appear-
ance, the use of color lasers should not
berelied on at all to provide an accurate
color representation. I've found that
colorlasers are great for checking that
all the elements are in place. I am
always happy if a printer supplies them
to me for signing off on content and
editorial changes, but they should never
be used to check color. The first reason
for thisis thatthe processis entirely
different from litho printing and
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ismuch cruder. Litho is an ink-based
process using a combination and
arrangement of ink dots that, when
blended, creates a high-quality output.
Lasers are toner based and overlay the
colorsin amore “instant” and opaque
way, resulting in alack of refinement
and accuracy in color and images.

The second problem with lasers is the
machine itself. Itis in constant need
of calibration, and I have found that
factors such as temperature and toner

levels greatly affect the color output. PD



DON’T accept a PDF unless time
saving is more important than quality

Businessis about balancing compro-
mises. Design is about trying to keep
those compromises from dampening
the integrity of our projects. Itis with
great pain, since we have extolled the
necessity of seeing ahard proof on even
the simplest business card, that we
offer one up to the compromise gods.
‘We make most of our decisions in
regard to how wonderful a final project
could be but based on the available
time. Will we have time to do things the

right way, to truly give them thought
and exploration? Even when the answer
is yes, we can have our legs cut out from
under us by an accelerated production
schedule. Few things in this day and
age are not weighed down by the expec-
tation thatitbe delivered yesterday.
We look compromise hard in the eye,
and we weigh time versus quality.

We fight for quality, but we know that
aproject that delivers after an event

has occurred is of no use to anyone. JF
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DON’T ever assume

the printer will

understand exactly

what you require

Quantity
Proofs
Due Date
Delivery

Press Checks

CAOCKKLKAL

Samples

There are many extraordinary printers.

They are committed to meeting dead-
lines and providing honest and quick
answers, and are immaculate in their
craft. Then there are printers who
might as well be rhesus monkeys. Some
people may walk through life trusting
others, believing that most others have

the best intentions and want to do good.

Thisis agreat, albeit naive, attitude
in day-to-day life. To believe this to be

the case with all printers is foolish.
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Designers may be good at offering the
client clear design solutions but can be
lessthan clear with printers. Making
any assumption with the printer

is risky. Itemize every aspect of the
project: quantity, proofs, schedule,
delivery, press checks, and processes.
Do not assume anything, ever. In the
end, the printer will appreciate the
clear direction, and there will be fewer
surprises. SA



DO get your printer involved as
early as possible in your project

ta

'i

You seem like a pretty smart cookie.
Areyou able to keep up on every innova-
tion in design and advertising, from
software to philosophical trends? Of
course you can’t. No one can fully keep
abreast of one’s own vocation, much
less another field altogether, no matter
how related it might seem on the sur-
face. Printing and design, though they
often hold hands, are wildly different
industries. Recognizing that you should
know enough to have an intelligent

conversation with your printer but

could never fully understand the ins
and outs of the business is a good start.
The sooner you engage your printer

in your project, the quicker they can
enhance it, adding special techniques
and innovations in the industry. Better
yet, the printer can update you about
cost savings while still delivering

an amazing product, or let you know
of delays or complications in specifying
certain materials. It makes all the
difference. JF
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DO confirm that all materials
from the client fit specifications
immediately upon receipt

Ye'e

Ve

Isthere anything more frustrating than
being in the middle of cooking a huge
meal, only to find that your spouse
picked up regular sugar rather than the
brown sugar specified on the shopping
list? Building an extension on your
home and putting the new window

into the frame, only to find thatitis

90 percent of the necessary size? There
actually is something more frustrat-
ing—hiring a catering company to cook
that meal or a contractor to complete

your extension, only to be told that the
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job can’tbe done with the materials

on hand, even though they confirmed
the receipt of the list of materials days,
weeks, even months beforehand. This
is the way your client feels when you
ask for a bit more copy or an image

in ahigherresolution right before the
deadline of a project. Not only have
you announced that you didn’t start on
the job until the last minute, but you
have also come across as disorganized
and far from detail-oriented, a vital

traitin this business. JF



DO build contingency
into all printing schedules

1

Y =
||||||||||

In printing, things happen that can
delay aproject. A client may have last-
minute alterations. The press may
break. The ink color might be flawed.
The paper shipment may be delayed,
orincorrect. Printingis a physical
process thatinvolves people, trucks,
machines, ink, and paper. Itis not
instantaneouslike printing on a desk-
top digital printer. There are too many
components and people involved in any
job for it to be completely issue-free.
The proj-ect might be delayed because
the client decided to correct aword

in a paragraph after the job began

printing. This means that the job had
tobe pulled off the press, new files
created, the files proofed and approved,
additional paper ordered, new printing
plates created (for offset lithography
printruns), and then rescheduled

on press. This one small change could
delay a job by twenty-four hours or
more. Unfor-tunately, the client will
notrecall making the change; they

will only remember that the designer
didn’t deliver on time. Add time into
the printing schedule to create a buffer
for the unexpected. SA
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DO communicate scheduling issues to
your printer as soon as they occur

Asmuch as we love our work creating
cool and sexy designs, abig part of our
role (and I emphasize BIG here) is man-
aging the production process. One

of the most important parts of this is
liaison and communication with the
printer. It’s imperative that if the sched-
ule shifts, the information is passed
onto the printer immediately, to
prevent any disastrous impacts on the
production schedule. A client may ask
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if'a delivery schedule can be brought
forward or pushed back slightly—never
say yes until you have checked with the
printer. Don’t make a commitment that
cannot be kept, breaching the trust of
the client and putting yourselfin a very
difficult position. Keep open and honest
communication going at all times,

and, if things change, get on the phone
immediately, ask the right questions,
and update the client responsibly. PD



DO keep

an off-site
archive of

all completed
projects

‘When disaster strikes, you never know
what will happen to your work space or
assets, so make sure you have an off-site
archive of your work. If your studio gets
flooded, say au revoir to any computers,
and if your studio archives get damaged,
thenyouarein serious trouble! The
same goes for a fire. If a thief should
walk away with your equipment, you
won’t have an opportunity to recover
any data. Providing yourself with an
off-site archive guarantees that you will

recover most, if not all, of your lost data.

Every piece of work you create is

an asset as well as a potential asset:
afair share of design work can return
in the form of updated editions of
brochures or newsletters. Many years
ago, Ilearned the hard way when my
studio was burgled and all of our Apple
computers stolen. Fortunately, we had
justbacked up our server and work-
stations, but it was alesson I'll never
forget! Datais your livelihood; protect
itatall costs.PD
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DO back up and archive constantly

Image courtesy of LaCie

If you spent six months building a
perfect scale model of the Titanic, you
would make sure it was putin a solid
case to protect it and hope that it will
last longer than the original ship. You
should feel the same about the design
work that you spend weeks or months
creating for your clients. If you leave
this material lying around on your
computer desktop without creating
aproper backup on a constant basis
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(Apple’s Time Machine application,
for example, is excellent), you’ll have
no option but to start from scratch
ifthe files are lost or damaged—not
good. Invest in good-quality external
hard drives or a dedicated server

for in-house backups and archived
material, or, better still, maintain

an off-site backup using additional
large-capacity hard drives or an online
cloud-based solution. TS



DO obtain a printer’s template
before beginning a packaging

design assignment
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Every manufacturer has its own guide-
lines to consider. No matter how many
music-packaging projects you have
completed, every vendor will have
requirements that differ slightly, such
as variation in size or where the folds
and scores occur. It may not be notice-
able in the marketplace, butit could
mean avastly different placement of
design elements: aformerly left panel
now becomes an upside-down top
panel, with bleeds and glue panels
organized in radically different posi-
tions. You can’t guarantee that every

element of your design will line up

or correspond with the extrabits and

piecesthat get added to apack during

production. I could go on for days,

the point being: save yourselfthe

huge nightmare of reconfiguring your

designs to wedge onto a template;

get the full template from the printer

before beginning design, so you can

accurately predict how it’ll end up.

Then, you can embrace it and design

something special around its little

quirks. JF
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DO assemble

a full-scale
mock-up of any
packaging/
dimensional
project

Building a house on your computer
screenis afarremove fromusinga
shovel and moving earth. On a smaller
scale, the same is true about designing
anything dimensional, especially
packaging. What looks like it might
work structurally may notbend as
planned, lock together, or even stand
up straight. Even after you have made
adjustments and tested out the very
core structure, you may discover even

more nuanced aspects of designing
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in three dimensions. How does a small
piece of type read now that you know
itwill sit back alittle on the shelf?
Should the name of the product bend
around to the point that you can’t

see all of the letters unless standing

in a specific spot? How does the design
work at the folds and seams? Where
doesthelegal copy sit? After all that,
does it fitin the shipping containers
and the commercial display cases and
shelves? Test, test, test. JF



DO request a paper
dummy from your printer

-

\
Ilove paper samples, and it’s always expect with the final product. If they
great thumbing through them and have something else in mind or would
deciding which materials are appropri- prefer a different material for the cover
ate and how they can be employed in orinterior pages—itis much better to
aproject. Itis always worthwhile to know this at an early stage. Otherwise,
get a dummy, whether for abrochure or yourisk receiving negative comments
abook, to better judge how production (“Oh...Ithink the text pages are too
factors may affect the design. I also light”) after the final product has been
think itis important to show dummies delivered. PD

to clients so that they know what to
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DO learn about dot gain

Asfarasadigital image file is con-
cerned, dot gain doesn’t exist. Every dot
making up a digital halftone image will
stay exactly the same size no matter
how many times you duplicate it.
However, when you physically transfer
the image to paper, it’s a different
story—they get bigger, and the image or
colortint darkens. There are various
reasons why dot gain will almost always
occur regardless of the paper stock
used, but the main culpritis ink absorp-
tion during the drying process. Printing
on coated stock will diminish the
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effect caused by dot gain because it is
less absorbent than uncoated paper and
the ink spreadsless. This doesn’t mean
that high-quality print should always
be paired with coated stock, as dot

gain can be offset using press profiles
matched to your printer’s machines.
Screen ruling plays an important role in
the process: coated stock can cope with
values from 1501pi to as much as 3001pi;
standard matt-art paper, 150-175lpi;
and lightly textured stock, 120-1351pi.
For newsprint, ascreen ruling as low

as 85lpiis aboutright. TS
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DO select printers who already
know what dot gain means
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‘When you work with low-price-point
printers, one of the most common
issuesisthatyour job returns darker
than expected, especially when you
specify uncoated paper. This is a sure
sign that your printer has either not
accounted for or doesn’t understand
dot gain. When this happens across all
four plates in process printing, it can
account for as much as a 20-30 percent
shift in how dark the final color can

be. As we learned on page 302, dot gain
can shift between paper stocks, and

vendors take great care to provide
information to help printers, by work-
ing with their prepress departments,
to make sure that the sheets perform
the best they can. This information
needs to be factored into how the indi-
vidual presses run and sometimes how
the operators run them. Working with
aprinter who understands dot gain and
how to control it is absolutely essential
in getting optimum results. Never
assume that a printer will take the

necessary care this issue demands. JF
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DO investigate
whether to
overprint

or knock out
additional
spot colors
and metallics

LU

Adding a fifth color can be a defining
pointin aproject. Whether itis a spot
color to keep color consistent to corpo-
rate branding or a shiny metallic or
fluorescent to provide maximum bang
for the visual buck, once you have made
that move, the most important decision
is whether to overprint the additional
colorortoknockitoutand trap it. Be
sure to talk to your printer and get their
advice, factoring in the sheet you are
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printing on as well as the desired
results. Distinct colors may involve
different considerations. Metallic
silver ink can have an issue with trap-
ping against dark colors and images;
overprinting can require laying on

the ink thicker to hold opacity, compro-
mising small or fine type, whereas
knocking out can allow for tight control
inthose areas. Bigimpact. Important
decisions. JF



DO run advance
test proofs
when utilizing
unusual printing
techniques

T always like to err on the side of caution
ifthe design incorporates any unusual
printing techniques or methods that
require alot of advance preparation to
ensure correct printing. A process that
I always test proofin advance is foil
blocking (or any other type of blocking
for that matter), to confirm that the
block has been correctly made and that
there are no faults in the etching. In
addition, you see the actual color of the

foil and have an opportunity to make

changesifneeded. The same goes for
color palettes. Requesting test proofs
isnotunusual during the printing
process, and I try to get them done
when possible. I test the colors and
their tints, with a number of type treat-
ments employing the colors to see how
they work when applied to typographic
elements. It’s a far safer way to do it,
and the client has a chance to comment
well in advance of the project going
topress.PD
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DO consult a publication’s
specifications prior to designing

an advertisement

Magazines, newspapers, and publica-
tions that use advertising have strict
policies regarding the artwork for ads.
They may seem sensible, arbitrary, or
ludicrous, butit’s their magazine, their
art department, and their prerogative.
Before designing an advertisement,
request an artwork specification sheet
and the exact ad order placed from the
publication. Regardless of who pur-
chased the ad space, the designer must

verify the size and requirements.
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Unfortunately, people sometimes
make mistakes. They think they pur-
chased afull-page ad, but actually
ordered a half-page version. The art-
work specifications will clearly state
trim size, bleed, ink requirements,
screen size, and any other pertinent
issues to the production of the maga-
zine. Turning over an ad thatis RGB,
the improper size, and the incorrect
resolution will likely be troublesome

and is wrong. SA



DO ensure that all text
in black is set to overprint

background colors

WhenIam designing books that are

to be coeditioned (translated into
foreign-language editions), the English
textis set on an additional black text
layer that overprints on top of the other
elements on the page. That way, the
black text plate can simply be removed,
and a foreign-language text can be
overprinted in its place. Even if your
work isn’t going to be translated, it is
still important that all black text sitting
on acolored background be set to
overprint. Ifyou don’t overprint the
black text, it will “knock out” of the

background (i.e., the color will show
the paper behind the characters).

This can cause registration issues,
especially ifthe text elements are small,
such as the folios, captions, and even
some of the body text. To make the
text overprintin InDesign, select from
the palette menu: Window > Output >
Attributes. Highlight the text and
check Overprint Fill. You can preview
the effect via View > Overprint
Preview. Of course, this treatment
works with any color, so have fun
experimenting. PD
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DO always include crop
and registration marks with

artwork for press

o

In order for a printer to trim the page
correctly and match up the printing
plates so they are true, the inclusion
of crop and registration marksis
essential. With most current desktop
publishing software, the inclusion and
output of these marks are easy—a few
clicks of abutton at the print-output
stage, and they will be incorporated.
Usually, aprinter will do this if you are
supplying the source files and related
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hi-res images. However, many printers
now require you to supply artwork as
repro-ready PDF files. When creating
PDFs, it’s important that you remember
to incorporate crop and registration
marks. Items that are to be die-cut, such
as afolder, not only need crop marks
and registration marks but also need

a “cutter guide” (an outline of the
element to be cut out) for the printer

to follow. PD
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DO own

a copy of,

or subscribe
online to,

a style manual

The

Chicago
Manual
of Style

What ifthere was a book on your shelf
or awebsite you could go to that could
answer nearly every single question you
could ever have about correct usage?
Something to cut short all those emails,
texts, and forum postings, asking
friends, relatives, coworkers, and stran-
gers what a certain proofreader mark
means or when to use a certain form of

punctuation. Surely, you would own

such abook or get access to such

asite. If only someone would put such
athing together and update it regularly
to keep pace with the evolution of
language and grammar. A guide for
editors and writers alike, and those

of us who deal with copy every day.
Wait a minute. You say such athing
already exists? It’s called The Chicago
Manual of Style. JF

PRODUCTION & PRINT 309



DO set up folios
on master pages

PRODUCTION AND PRINT

Earlier we talked about the benefits

of employing master pages inlong doc-
uments, particularly with respect to
how they can save time and guarantee
consistency for common and repeated
items on the page. Another key feature
of master pages is the ability to set up
automatic folios. The folios can be
styled how you wish them to be, with
font, size, and color all adjustable. The
insertion of a special character (in

InDesign this is referred to as Current
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Page Number under Markers) then
allows for the page folios to be automat-
ically numbered. These folios can still
be adjusted on the page or deleted by
unlinking them from the master, but
adjustments made on the master
pages will still affect them. If you need
to move pages around, fear not—by
moving spreads around and reposi-
tioning them, the folios will renumber
instantly, giving you one less thing

toworry about or attend to! PD
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DO press check every
project possible, even
business cards

Once, while visiting a massive man-
sion, I was startled by abathroom sink
with faucet handles installed back-
ward, making it awkward to reach to
turn them on and off. I was certain that,
despite the gorgeous and extravagant
structure all around it, I could never
live with a sink tormenting me so.
Itreminded me that no partofajobis
too small for proper attention to detail,
and an oversight can ruin everything
around it. Press inspecting ajob allows
for the designer to make adjustments,
as well as ensure that all the elements
are in place, every t crossed. At amini-
mum, you can make certain that the
job prints as expected. At best, you can
improve the final product, with a color
popping or matching to another piece,
and make it all that it can be. JF

DO match paper stock
to the appropriate
printing technique

Ideally, you should be able to choose
from awide range of paper stocks
when planning the print side of a
project, but sometimes the printing
process will narrow down your choices
for you. For example, sheet-fed offset
lithography requires paper with good
surface strength, which provides good
dimensional stability. Paper stock that
stretches during full-color printing is
arecipe for disaster, as misregistration
will occur between each color as it is
laid down. Other factors to take into
account are smoothness, absorbency,
opacity, and compressibility. Standard
stock sizes for sheet-fed processes

are also important; will they fit your
supplier’s press, and how much will be
wasted during trimming? The paper is,
more often than not, the most expen-
sive component of any print project,
sodoyourresearch early and always
choose your paper stock with care. TS
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DO be aware
of paper
show-through

Ahotshot architect was recently com-
missioned to design a Japanese-style
apartment for a client and decided to
incorporate some cool-looking screens
to divide up the guest bedrooms. During
avisit to the manufacturer’s factory,
the architect was advised to take alook
atthem outside in daylight, but he
arrogantly refused to do so, thinking
that his judgment is always the best,

no matter what. The screens were
installed in the light and airy guest
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rooms at considerable expense,

but the next site visit did not go well.
“These are no good,” reported the
client. “I can see straight through this
screen into the next room.” Paper
show-through works in much the same
manner. Exposure to light affects the
opacity, and thin sheets, in particular,
can allow for the image or text on the
subsequent spread to “show through”
tothe one you are viewing. JF



DO ask your printer for the
panel sizes of a folded leaflet

There are dozens of different ways

to fold leaflets and brochures, the only
restriction being the sheet sizes of
paper stock and the available folding
machinery your printer can access.
Folding sequences become more
complicated as the number of panels
increases, which may seem obvious, but
it’s notjust because of the panel count.
The panels that fold in on themselves
need to be sized differently to allow
aleaflet tolie flat when completely
folded. Take, for example, the wrapped
accordion fold, a standard accordion
bookended by integrated front and

back covers that are the full width

of the folded leaflet, let’s say 4 inches.
The accordion panels folding within
the two covers need to be slightly
narrower, allowing them to fold inward
comfortably within the cover dimen-
sions. The recommended reduction

in width varies between sources, but
something in the region of .083 inches
should do the trick. The weight of

the paper stock also has abearing on
the amount of adjustment. The bottom
line is, always request a template from
your printer. TS
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DO work in halftones

and vectors
when silk
screening

(11 R\
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For ages, silk screening was thought of
as one of the roughest forms of printing.
As new generations of designers have
come to embrace those very qualities,
along with the attractive economics
when making short-run projects—from
posters and T-shirts to most anything
you can imagine pressing up againsta
screen and dragging ink along it—it has
emerged as apowerful niche. Currently,
itis so popular that I am working on
something being produced via screen

print every day. I love the thick ink and
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the way no two pieces are quite the
same. Itis the polar opposite of process
commercial printing. But I have to

be mindful thatit also differs at the
production end. The way screens are
created/burned requires that all art

be either vector- or dot-based and exist
at 100 percent of the color. The open
areas of the screen are the portions
ofthe screen that lets the ink through,
and shades are not an option. It requires
acomplete rethinking of how you

approach design and production. JF



DO always have
up-to-date

paper swatch
books

Paper companies have long used the
swatch book to show off the capabilities
of their sheets, combining current
design trends with flashy techniques,
in the hope that you will choose their
line and putitintouse on a stunning
final product. Most studios, firms,
orin-house departments will eventu-
ally have a visit from a printer, whose

representative will make

sure that you have all of the current
swatch books. Making sure that swatch
references are up to date is vitally
important. One day in the future, you
may go to spec asheet and find that
aswatch doesn’t exist any longer,
orthatthat finish is gone, or the weight
of paperisnolonger available. Paper
companies are all too happy to send

these to you. Take advantage. JF
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DO look beyond a printer’s in-house
paper stock for a wider choice
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There are many paper and materials
manufacturers out there, and it’s bene-
ficial for the graphic designer to be
aware of the range of print companies
and products available. There are times
when a concept may be driven by, or
nearly always enhanced by, the materi-
als the designer chooses; often, with

an unusual print process thrown into
the mix, areally successful and power-
ful end result can emerge. Familiarizing
yourself with what’s available is fun,
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and all paper makers have swatch
books and printed examples available
to send out. They usually offer a sam-
ples service to help you make decisions
on specifications or for use on mock-
ups and presentations. Don’t limit
yourselfto companies that exist in
your home country. There are truly
fabulous papers available from around
the world, and most can usually be
shipped in bulk to your printer. PD



DO familiarize
yourself

with international
paper sizes

Broadsheet

Tabloid/Ledger
Letter

To enable designers, clients, and print-
ersto discuss matters of specification
and pricing on alevel playing field,

itis advantageousto establish an
understanding of available paper sizes.
Standard US and European paper sizes
do differ, so it’s worth getting an over-
view of how the respective systems
work. Paper sizes in the United States
are based on multiples of 8.5 x 11 inches
(or Letter), but some sheets will be
alittle larger to allow for images that
bleed and to allow for grip when

on press. In Europe, the system most

widely employed is ISO 216 and is
based around the A formats. The A sizes
are ordered downward in size, being
approximately halfthe area of the next
sizeintherange, with AO at1 m?®and

A6 atjust155.4cm?. In addition, the

C series provides formats for envelopes
and postcards, where a C4 envelope

is slightly larger than an A4 sheet.
Finally, the RA and SRA ranges provide
untrimmed format options for com-
mercial printers that are slightly larger
than the A sizes and allow for grip
when on press. PD
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DON'’T specify cheap paper stock

Itis said that saltis salt. Butifyou are
achef, you will explain that salt from
the supermarket is different from
refined salt from New Zealand. Paper

is similar. The layperson will say,
“Paperispaper. Isn’tit all the same?”
Designers, like a gourmet chef, know
the difference. Paper stocks vary in tone
and surface. They range from sheets
made of 100 percent postconsumer
waste to very little recycled material.
Cheap paper will be, yes, less expensive,
but the resulting product will never
match a higher-quality paper. A cheap
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paper will not accept ink as well and
may cause scoring and folding issues.
There will also be deviations in bright-
ness and whiteness from one sheet

to another. Unless the job has an
incredibly small budget or paper costs
are alarge fraction of the budget, never
scrimp on paper. The end product

may be slightly more expensive but
will be infinitely more successful, and
the client will be pleased. Alternatively,
the client might save some money,
hate the final product, and fire the
designer. SA



DO know where
the glue sections
are and make
sure that they
are ink-free

Do you know what glue likes to stick to?
Paper. Do you know what glue doesn’t
like to stick to? Ink. Simple enough,
right? However, the glue area on most
pieces and products falls inside a fold,
which, at the same time, requires that
there be bleeds so that the package
sports afinished look rather than have
paper stock awkwardly peeking out at

the seams. Folded mail items need

tobe closed and glued, possibly with
complicated folds, but need to be easy
to open for the end user. That means
that the areas where glue will go down
during production, as well as anywhere
the user may place it, need to be well
thought out and marked early on. Once
that happens, be sure to take extra care
to keep them clear. JF
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DO understand
when to use
different binding
techniques

There are anumber of different com-
mercial binding techniques that offer
varying aesthetic qualities and practi-
cal applications. Which technique

is best for your project depends on
specifications such as page extent and
format. For example, a 6 x 9 inch forty-
page concert program can be either
wire stitching or perfect bound (glued
pages into the cover). The application
of case binding, which is used for hard-
cover books that have pages that are

collated in sections and held in place

320 PRODUCTION & PRINT

by use of an endpaper, would be wholly
inappropriate for abrochure. First,
you don’thave enough pages for the
cover to physically work (the thickness
of the pages when collated is too thin
to allow the binding to be “built”).
Second, even if it were possible, the
cost would be prohibitive; case binding
is amuch more expensive process.
Consider not only the suitability of the
binding to the project but also the cost

implications. PD



DON’T saddle stitch an extent
more than ninety-six pages

Saddle stitching is an alternative term
for wire stitching or, simply, stapling.
The staples used for saddle stitching
are different from those in an office
stapler. They’re longer and made from
arounder profile wire, usually in stain-
less steel to prevent rusting, which
isfed fromaroll rather than aclip. It’s
called saddle stitching because printed
sections are placed over an inverted V,
like a sharp saddle, prior to being
stitched together on the bindery pro-
ductionline. It’s the most popular

way to bind magazines or brochures
because it’s the cheapest and is also
much quicker than other binding
procedures. However, there is one
important restriction—it can handle
only alimited number of pages. If a pub-
lication’s extent goes beyond the ninety-
six-page mark, you’ll need an alterna-
tive method. The weight of the paper
stock must also be taken into account,
not only because of page extent but also
to account for the unavoidable “creep”
(see page 322) that will occur. TS
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DO ensure layout allows
for “creep” at trim and
spine when binding

Creep? No, we're not talking Radiohead
here. When abook’s or abrochure’s
pages are folded together or collated
into sections prior to being bound and
asthe pages are stacked together and
increase in number, the gauge of the
paper forces the inner sheets to pro-
trude until they are misaligned with the
outer sheets. The result when trimmed:
the inner’s outer margins will be thin-
ner than those of the outer pages. Not

only will this be unpleasant on the eye,
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but also any items dangerously close to
the trim edge could be cut off. Similarly,
one must be aware of the binding mech-
anism being used, as some techniques
appropriate more of the page gutter
than others. An example is perfect bind-
ing, where up to .25 inches of the gutter
margin on the page can belost. When
deciding on your layout and working
out the margins, consider the page
extent and the binding so that you can

counteract that dreaded creep! PD



DO use matte
and gloss
lamination
appropriately

Lamination is the most popular tech-
nique used for finishing the covers
ofbooks, brochures, and magazines.

It provides additional stiffness to the
selected paper stock, and it helps to
protect the printed cover from dirt and
marks. Lamination can be applied in
the form of a film, which is glued to the
stock by passing it through a heated
roller, or by the application of a polymer
resin, which solidifies when exposed

to UV light. It’s broadly categorized as
either matte or gloss, but which one
should you use and what criteria should
be applied to the decision? Gloss

lamination doesn’t mark easily and
makes printed colors really pop off

the page, so ifyou've got a gardening
magazine or abook about color
photography, gloss lamination would
work really well. Alternatively, matte
lamination feels contemporary and
would work well for a cool fashion mag-
azine—and it’s a very popular choice for
quality fiction. The one thing to make
clearis gloss shouldn’t automatically
equate to high style and wealth, as

in a “glossy magazine.” That concept
isoutmoded. TS
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DO learn the difference between
embossing and debossing

This is always a fun question to ask any
designer because there’s a good chance
the answer will be something along the
lines of: “Yeah, embossing is when the
surface is pushed up and—no, hangona
minute—it’s when the design is pushed
into the surface and...um...err...bear
with me while Ilook that up.” ITusually
forget which is which because deboss-
ingis also occasionally referred to as
embossing, not to mention blind stamp-
ing, so I always have to check before

specifying one finish or the other. The
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correct definition is that embossing

is where an area of paper or board
israised above the surface so it stands
out from the background, and debossing
is where an areais pressed into the
surface to create an indentation. Both
techniques require the use of a precast
die, effectively an ink-free printing
block, which is applied to the surface
under pressure to create the required
shape. So there youhave it—atleast
Ithink that’sit. I'd better check. TS
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DO press for H&T bands
when a hardcover is specified

"~

H&T (head and tail) bands are the deco-
rative addition at the top and bottom

of the spine when a book is hardcover
bound. A small strip of cloth with either
asolid color or pattern, they offer a
small detail but one with abig impact.
Inthe past, they were an intrinsic part
of the binding process, as the pages

to be held together were sewn to this
cloth strip. These days, H&T bands do
not contribute to the integrity of the

binding but are retained as an attractive
feature. What Ilove about them is they
really finish abook off, and it’s these
little details that provide beauty and
longevity to abook’s lifespan. They
remind me of the traditions of book-
binding’s past and add a colorful
finishing touch to the end design. It may
be that the budget doesn’t allow for
them, butif you don’t ask you don’t get,
so always ask! PD
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DO always think about small details
that create a big impact

One of the drawbacks of the computer
isitsinability to simulate special
details. Gold foil, embossing, engraving,
and die-cuts exist in the three-
dimensional world. As most work is
done on acomputer screen, itis easy to
forget these small details. Butitisthese
details that create impact. A book cover
embossed with a gold foil sparks an
emotional response and transforms
the ordinary into something treasured.

Engraved business cards may seem
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old-fashioned and unnecessary. Butin
aworld where most communication

is digital, a physical object can be more
significant. The extra consideration

of the feel of engraved typography begs
the holder to caress the business card.
These small details may be more
expensive to produce than traditional
offset printing, but their impact cannot
be overstated. Creating an artifact that
will be kept because it has that little

extraistrue sustainable design. SA



DON'’T specify
predictable
white endpapers

Being predictable is good inlong-term
relationships. Marriage with one part-
ner who isloonier than a March Hare
with wildly shifting emotions would be
hard to maintain. Predictability is good
for cars. Itis nice to know that it won’t
break down in the middle of an inter-
section. Predictability in endpapers,
however, is sad. An expected white end-
paperinabookisdull and aloss of an
opportunity. Endpapers can be a variety

of colors and textures. Endpapers can

be printed. Aslong as the paper stock
hasthe correct content and will remain
glued to the book board, anything

is game. The endpaper serves in the
construction of abook. The endpaper,
though, is like a theater curtain: Blank
white curtains are dull and send a
message that the play will not be partic-
ularly exceptional. Or the theateris
incredibly cheap and doesn’t care about
the viewer’s experience. White endpa-

pers are exactly the same. SA

PRODUCTION & PRINT 327



DO clean up the
pasteboard before
sending a job

to the printer

Thisisn’t acase of being overly fasti-
dious with one’s artwork. (Although
one can never be too tidy!) Itis a way of
ensuring that the artwork handed over
toyour printer is precise and cleaned,
and contains no additional elements
that could cause errors or faults.
Examples could be alone text box that
has atext wrap applied to it. This could
cause issues if accidentally moved onto
the layout from the pasteboard.
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Another could be alinked text box that,
if moved or deleted, could cause issues
with the flow of narrative or content.
Also,unused images that are still sitting
on the pasteboard will get packaged up
with the final artwork and possibly
create additional work for the printer
when working on image files. The art-
work is your responsibility, so keep it

clean and precise. PD



DO check
that CMYK
colors are not
set to print as
spot colors

T've been in situations when artwork
setup by athird party has contained
many color-coded sections, not all the
colors CMYK (when they should have
been). Some were also spot colors.

A CMYK print job was set up to print
with more than thirty spot colors—an
impossible specification! The problem
is easy to fix, and checking that colors
are CMYK should always be added to
your checklist as you finalize the art-
work. In InDesign, it’s aquick action
to highlight the color and switch the

colorto CMYK. Not doing this can
cause confusion and possibly incur
costs if a printer has to adjust your files.
If you are supplying PDF artwork and
the problem has not been spotted prior
to the digital-proof stage, the proofs
will provide an inaccurate presentation
of your artwork. Although most print-
erswill alertyou to the fact that the
artwork has notbeen set up correctly,
save them the trouble and get it right
yourselfby checking first. PD
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DO learn about different
finishing techniques

Loop-stitch binding: mostly used for brochures intended to be put in three-ring binders.

A printed objectis athree-dimensional
form. Just because Adobe InDesign
displays standard double pages

on aspread does not mean that this

is the only format. Paper can be cut,
perforated, folded in unique ways,
and trimmed to unexpected shapes.
Abusiness card can be oval, die-

cut, or folded. A publication might
incorporate techniques suchasa
gatefold. A letterhead can be trimmed
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with rounded corners. When
appropriate, add scratch and sniff.
This might be more difficult to sell
tothe clientifit’s apet company but
perfect for a florist or candy shop.
Remember, the page, book, or poster
is apiece of sculpture. It can be flat
orasintricate as origami. Unless
you are aware of the possibilities,
your work will remain flat—no pun
intended. SA



DO consider effectiveness against
cost for special finishing techniques

E=9

Imentioned earlier on that, with
certain projects, production and print
considerations often play an important
partinthe overall concept. For exam-
ple, two colors may be selected for the
way they work together to communi-
cate a specificidea. Often the use of
afoil block, a deboss, or a special color
can add real value or impact to what you
are trying to say—ifit facilitates effec-
tive communication, then go for it.
However, there is always arisk of creat-
ing adesign with everything but the

kitchen sink. The addition of needless
print processes does little to increase
the design’s effectiveness or its tactile
qualities. If anything, it can dilute

or hinder the design and definitely
cost more to produce. I would always
balance the intent and ambition of
the project against the target audience
and the budget. You’ll find that the
specification will be refined through
consideration, and a better end design
will result. PD
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DO learn about PDF /X standards
for artwork delivery

You'll have noticed the various PDF/X
options under the Adobe PDF Presets
menuinInDesign, but what do they
mean? The first thing to explain is that
PDF/Xisn’t some kind of alternative
file format but more a subset of the
Adobe PDF specification. The idea
behind PDF/X was to create a standard
specification for PDF export that would
help to eliminate common mistakes,
like missing fonts or images, and
encourage the implementation of
aproperly managed color workflow.
Put simply, each PDF/X standard
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requires a PDF file to match certain
criteria, such as compression, color
conversion for output, transparency
flattening. If you attempt to export
aPDF/X file with incorrect settings,
awarning triangle will alert you to any
problems. The PDF/X-1a:2001 preset
is older and quite basic, and it doesn’t
support a color-managed workflow.

If youneed to incorporate color profile
information, PDF/X-3:2003 and
PDF/X-4:2008 are preferable for offset
printing and digital output. TS



DON'’T pretend
to know more
about printing
than your printer
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Everyone knows someone who hovers
over the plumber when he comes to

fix aleak, questioning every turn of the
wrench and boring the poor fellow,
trapped under the sink, with tales of
their own plumbing battles. That same
person questions every detail of a car
repair, wasting everyone’s time debat-
ing each knock and ping and the cost of
parts, until all of the mechanic’s veins
are bulging in frustration. Don’t be that

person. If you are a designer, you use
plumbing and drive your car far more
often than you send a project to the
printer. It doesn’t make you a plumber
or amechanic, and it does not make you
aprinter. Hire people knowledgeable
in their field, and be informed enough
to express your expectations for the
job. Then, let them do what they do best
justasyouhope your clients will let
you do what you do best. JF
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DON’T accept what a printer tells
you is possible without solid proof
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I’'ve been very fortunate to have worked
with some brilliant printers whose
expertise and diligence make them
invaluable collaborators. However,
there have been many occasions when
the client has chosen the supplier for
me. Usually, this relationship is profes-
sional and productive, but because

you are not the one holding the purse
strings, it can be a challenge to get the
bestresults. Even though both parties
are working toward the same objec-
tive—keeping the client happy—the
designer and printer may not share
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the same priorities. This is where
alittle perseverance goes along way.
For example, you might want to make
an adjustment to the artwork to
improve its appearance but are told by
the printer that itis not possible. Don’t
take no for an answer: ask them to
explain why and request some kind of
verification. Only when you are satis-
fied that it can’t be done should you
look at alternatives. Remember—if
you are persistent, you may find that

itcan be done.PD



DO understand the strengths
and weaknesses of different

printing processes

Every good team is an assembly of
specialists (even if your specialty

is being serviceable in several roles),
whether itisin professional sports,
aBroadway production, or your very
own agency/studio. Some team
members might provide the big glory
moments, others might do the dirty
work, and others still might provide
microspecialties, the very best at a spe-
cific task. When selecting a printer,

itis agoodideato think of your vendors

in this way, to suit your needs. In order
to do so,youneed to understand the
nuances of the printing processes they
specialize in. For each project, think
about what you want to accomplish
and choose the process that works best.
Do youneedlithography, screen print-
ing, embossing, etching, thermography?
The answer is very different if you

are printing a T-shirt versus an annual
report, or abusiness card versus the
side ofabus. JF
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DO think of the idea

before the visual

‘What do you do when you first sit

down with a fresh design briefand a
blank piece of paper (or perhaps ablank
screen—more on this later)? Do you get
stuck on designing the grid and think-
ing about what typeface to use, or do
you scribble away on anotepad for a
while to get the ideas flowing? I would
strongly urge you to opt for the latter
every time. All too often, designers sit
in front of a computer and start on the
visual right out of the blocks without

spending any time thinking about the
idea. Thisisn’t a great way to work.

All your creative energy is going to be
focused on designing avisual around
anideathat might not end up being the
best solution to that brief—and an idea
isn’t about typefaces and grids. The
visual exists to present and support
theidea, and if the ideaisn’t great, the
visual won’t be great either, despite all
your efforts. Reclaim the humble pencil
and get sketching. TS
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DON'’T turn to
design annuals
or portfolio
websites for
creative
inspiration

I have tobe careful here; I don’t want
anyone to think I'm out to dismiss
design annuals or portfolio websites.
Ilove them, and as I type this, I'm
sitting with my back to a groaning
shelffull of said design annuals and
magazines. However, the last thing
Idowhen I'm trying to come up with
anewideato answer a design brief
isreach for one of them. The problem
with design resources is that they’re
full of great ideas that other people have
already had. Anything you look at will
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immediately discount any of your ideas
that remotely resemble the annual’s
content. That’s a pretty frustrating
position to find yourselfin because
there’s no shame in coming up with
agood idea onyour own, then finding
something similar after the fact. A
common adage is that there are no new
ideasleft, which I don’t believe is totally
true but the saying does have some
merit. Try tolook elsewhere first for
your inspiration before checking out
the ideas that have gone before. TS
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DO read books that are

not about design

e

The dullest people are those who

can discuss only one subject. I have
been told that sitting next to me
atadinner party can be unpleasant,

as I enjoy discussing American history
for hours. Dull people tend to have
limited life experience, or they are

genetically predisposed to being boring.

Designers who only read design books
and publications may be well versed
in multiple design ideas and noted
designers but, like my American-
history facts, are dull. Design is about
ideas. Almost any subject outside

design could be informative. Abook

on quantum physics may inspire anew
way to envision information. Books
about history can help us rethink
proportional systems. A fiction book
may be written in a minimal way

and teach us to communicate more
succinctly. Most importantly, books
force us to question, be introspective,
and reconsider ourlives. If we are
genuine creative people, this is not only
apleasant and straightforward addition
to our process but also at the core
of'asuccessful method. SA
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DON’T rely solely on Google

for research

(research
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Google is awonderful tool to use

to search for agoodlocal Chinese
restaurant or look up eighteenth-
century Virginia history and software
tips. Google is a poor substitute for
actual scholarly research. Libraries
are abetter resource. A well-trained
librarian is ahuman Google. He or
she can help direct a designer to the
correct area of interest. Searching

for information on Google is like
wearing blinkers. For example, a search

for Cecil Beaton will lead to multiple
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sites about Beaton. Some of these

may be well researched and accurate,
others may be complete fiction. This
search, furthermore, will lead only

to Beaton. Scanning books on the

shelf of the library could result in
accidentally stumbling on Irving Penn,
Ansel Adams, or a multitude of other
photographers. Research is compiling
verifiable data from multiple credible
sources. A website about Beaton
created by a fifteen year old for a school
projectis none of these things. SA



DON’T knowingly plagiarize

The phrase “what goes around comes
around” can often be applied to our
industry. Visual trends are created and
followed, only to be replaced with a new
theme a short time later. When trends
arise and with more designers taking
the same approach, thereis oftena
greater chance that work of a similar
concept or appearance will occur. On a
few occasions, I've had my ideas and
work copied. While flattering (briefly),

itis also frustrating because all your

efforts have been lifted in a moment.
Design for the brief and create your own
ideas—that’s the challenge of what we
do and where the enjoyment comes
from. It’s being original that counts,
and this is what makes the successful
designers stand out from the pack.

Be honest, and you will take greater
satisfaction in what you do—your work
will be appreciated more because it is
original! PD
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DO insist on
a written brief for
every project

John, the designer, is looking forward to
working with his new client and arrives
in good time for the briefing. “Good to
meetyou,” says Trevor, the client. “I've
looked at your website and love your
work—it’s so our kind of thing.” “What
do you have in mind for your brochure?”
asks John. “Oh, we wantyou to decide,
as your work is so our kind of thing,”
says Trevor. “I'd really prefer some
direction from you first so I know I'm on
theright track,” says John. “No need,”
says Trevor. “We love everything on
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your website.” “Well—Okay,” says
John. Two weeks later, John arrives to
present his concept for the brochure.
Trevorlooks over the visuals, turns to
John, and says, “Oh dear, this approach
really isn’t what we had in mind. Sorry,
John, but I'm afraid you’ll have to start
all over again and not get paid any extra
money.” “But...,” says John. “No buts,
John. It’s that or we’ll have to look
elsewhere,” says Trevor. The moral of
this sad tale—always get a written brief.
Theend. TS
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DO ask clients
questions in addition
to the brief

That written briefis areal plus at

the start of any project, but more often
than not, it can bring up more ques-
tions. These can be many and varied,
but don’t be afraid to ask them—just
don’t ask questions that are answered
in the written brief already! What you
will achieve by asking questionsis to
tighten up the brief, which will invari-
ably help focus the client’s mind and
allow them to make decisions about
the design, management, and produc-
tion of the product. I often receive
briefs verbally and take notes, but
thereis always a need to ask additional
questions. The obvious is usually
stated, such as schedules and budgets
(or sometimes not), but questions that
arise may include assignment of
responsibilities between client and
designer, budget structure, and billing

terms. PD

DO confirm
all deliverables
in writing

Ifyou are working for a client who
has commissioned graphic designers
before, the protocols and division of
responsibilities are likely to be well
understood. But when you receive
anew brief, itis vital that you put

in writing what you will deliver and
by when. I've often gone into a briefing
meeting with clients who discuss

the project with me as if I have prior
knowledge of what’s needed. They
have, of course, been discussing and
planning the brief for weeks, maybe
months; therefore, a key task would
be to goback to the start and establish
exactly what they require. Get the
deliverables established and con-
firmed in writing. That way, the
clients will know exactly what to
expect, and everyone will avoid disap-
pointment and any potential tension

in the relationship. PD
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DO agree on
costs in writing
before beginning
each project

Ifthereis one subject that is going to
cause disagreement between a client
and adesigner, it’s money. Clients do
not like surprises, especially those of
the “project cost has gone up” kind!
To avoid a dispute, confirm the crucial
question of how much a project will
cost. Whether working for a fixed fee
or adaily rate, make sure you have it
in writing and get the client’s explicit
acknowledgment of the sum. In addi-
tion, if you are preparing a quotation,
make sure that all elements of the pro-
spective job are included: correction
costs, print management, meetings,
commissioning of photography and
illustrations, etc. If this isn’t possible
atthe beginning of a project, state
clearly on your quotation that certain
aspects of the project are to be con-
firmed. If the client understands what
they are paying for from the outset,
then all will be well. PD

344 THE PRACTICE OF DESIGN

DO question a budget
if it is clearly not
enough to answer
the brief

Despite the fact that designers possess
acreative side, and we all enjoy our
vocation, itis our job, and we have to
make aliving from it. There isno point
inworking on a project and not getting
paid enough (or worse, taking aloss).
There will be occasions when a client
comes to you with what promises to
be an exciting project but with little in
the way of budget, and, as you read the
briefor discuss with the client what
needs to be done, it becomes clear that
their expectations exceed their bank
balance. Don’t be afraid, be willing to
raise the issue with them—you are
entering into abusiness arrangement,
and they are buying your skills and
experience in order to achieve the
desired results. I find discussing
options and differing formats will
often deliver a solution that works for
both parties. PD



DON’T try to do everything yourself
at the expense of a project

If you're a freelancer working for your-
self, this rule doesn’t really apply to you,
so please skip to the next page. If you
work in a design managementrole or as
any part of ateam, then please read on.
This rule shouldn’t be confused with
the rule on page 264, which concerns
commissioning. This one is more about
being prepared to relinquish control
over aspects of aproject that other
people can handle as well as or better
than you. Delegation of responsibility
canbe alotharder than you might
think, probably because in the back of

your mind, there is a troublesome little
thought that someone else’s mistake
might come back to bite you, compel-
ling you to try to take responsibility for
everything yourself. This attitude can
do far more harm than good to a project
and is unlikely to produce a better
result. It’s more likely to weaken the
project, especially in the areas you
couldn’t give 100 percent to, and make
youlooklike anidiot. If youlearn to put
your trust in others, they’ll respond

positively and generously. TS
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DO accept that every
project will probably
be more difficult
than you expected

Designers have a tendency to challenge
themselves. We don’t want to do the
same project repeatedly, and once we
become proficientin one area, we
want to venture into new territories.
Therefore, almost every project will
be more demanding than expected.
Even the simplest projects tempt us to
rethink and reimagine possibilities.

If aperson wanted to repeat projects
without challenges, a career in a can-
ning factory might be preferable. The
downside of the designer’s need to
challenge himself or herselfis time.
Rarely does a project offer too much
time. A designer will work on some-
thing until itis dragged from his or her
hands. A good rule of thumb is to hon-
estly calculate how long a project will
take, then triple that number. SA
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DO accept that every
project will take longer
than expected

Iwould really like to write more about
why every project you ever work on
will take longer than you think it will,
but unfortunately my deadline for the
submission of this text has passed, and
T'verun out of time. I'was sure T had
another week to go before I had to hand
this in. Oh well—just goes to show,
doesn’tit! TS



DO dress for work

according to your
client’s or your
employer’s
expectations

Itis amistake to believe thatyou

are dressing to express your creativity
and that these choices only reflect on
you. We dress to show respect to those
around us. If we are meeting with
agroup of friends at the local bar, itis
reasonable to dress for the occasion,
to fitin with the group. Wearing a giant
teddy bear suit will make most friends
uncomfortable. The same is true when
meeting clients or working at the
studio. The clothes reflect the respect
shown to the client or employer. This
works in both directions. Ifa client

is formal, and it is traditional in their
office to wear somethingless casual,
follow suit. Shorts and flip-flops are
anot-so-subtle way of saying “F*%#
you.” Butifaclientis casual and takes
pride intheir relaxed atmosphere,
itis amistake to wear a suit. The
questions to be asked when confused
are these: What will make my client feel
thatItook the time to present myself
in the best way? What will create

a comfortable situation for myself
and others? SA
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DON’T present an option you don’t
want your client to choose because
that’s the one they’ll choose

» Univers
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Itis an old maxim to never show a client
adesign you dislike. They will choose it,
and you will be unhappy. Itis a design-
er’s job to solve the problem and create
the best possible solution. Showing an
unsuccessful solution is a disservice

to the client and to you. Alternatively,

if' a client asks for a specific solution,
donotignore this. There is areason for
the request. Few people are simply mad
and willy-nilly, throwing out wild ideas.
Stop and ask not how to visually solve
the problem but why he or she wants
the specific solution. The answer may
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be extremely valid. You, as a designer,
will be able to offer a better solution.
Never ignore the client or refuse to
explore their solution. Everyone wants
to feel important and valued. Nobody
wants to be ignored and treated as an
idiotbecause they “don’t understand
design.” Explore the suggested solution,
and return with that and a better
option. Explain why one solution is
more successful, not in design terms,
but with an eye on the desired result
ofthe project. SA



DO be nice to colleagues working
above and below you, as things

can change

In Hollywood, there is an old saying:
“The assyou kick on the way up is the
one youkiss on the way down.” If you
are selfish, self-centered, and a socio-
path, this saying alone should appeal
toyour sense of survival. If you are not
asociopath, you probably believe that
most people should be treated with
respect and kindness. Itis easierto
work with others when there is a feeling
of mutual congeniality. Others are more
likely to offer help and support if you

haven’t abused them or threatened to
harm them in their sleep. This is espe-
cially true for well-known designers.

If you find yourself courted by the
design media and climbing the ladder of
fame, never believe your own hype. You
are not the best thing since sliced bread.
The people youlook down on and treat
badly will remember these slights. They
will tell their friends, who will tell their
friends, and soon you will be a global
pariah.SA
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DON'’T present
reams of written
research with

a proposal

just to impress
the client

The teenager paces the kitchen, telling
her parents all about the new safety
studies, referencing quotes from other
neighborhood parents, citing peer con-
siderations, and pulling out charts on
mileage and fuel economy. Soon, reams
ofinformation seem to be flying at them
as she piles high automotive magazines
and consumer publications;itis getting
tobe abit much to take in. The plotis
firmly lost during the fifteen minutes of
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abold discourse on how the color of an
automobile reflects its owner. By the
time the kid is going on about how “if
this car were an animal, it would be...”
the couple finally raise their hands and
plead for mercy. “If you want us to buy
you this car, just ask,” they sputter.

A solid idea only requires alittle bit of
explanation. You are not impressing

your client, only boring them. JF



DON’T present mood

boards unless

specifically asked

—and even then

Thisindustry has alot of dirtylittle
secrets, and one of them is that certain
agencies charge alot of money for the
pleasure of cutting up magazines and
printouts of web images onto collages
as if they were decorating their high
schoollockers. Originally conceived to
provide inspiration by assembling the
types of images, patterns, colors, and
variousitems that a project should
aspire to, they have degenerated into
messes that are meant to aid clients

who can’t “see” where the project

@

should be headed. If youread that
lastline, you will realize where the

issueis. These are meant to be internal
tools based onresearching competing
brands and the tastes of potential
users/viewers. They aren’t as effective
asacommunication between creatives
and the client, because your client
should already know all of this informa-
tion like the back of their hand. If they
don’t, and request these, you might have

abiggerissue onyour hands. JF
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DON’T work for free

As designers, we enjoy what we do.

‘We mistakenly believe anyone could do
our job. Thisis because we have arare
talent and cannotimagine that every-
one else doesn’t. It comes so easily

that it seems ridiculous that the person
nexttoyouatafilm couldn’t tell the
difference between Garamond and
Bembo. Consequently, we give our skills
away and devalue the profession and
ourselves. There has never been a client
with too much time and too much
money. There are hundreds of impor-
tant causes that need support.

But often, when a nonprofit client
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approaches a designer and asks for

free work, other vendors are being paid.
The printer, caterer, staff, and delivery
services may all be charging fees. As
adesigner, itis assumed that thisisthe
easy job and can be done in five minutes.
Compensation is necessary for the
client to value the work and respect the
designer. This compensation can be in
the form of cash, goods, or recognition.
Butno job should ever be completed
simply out of kindness, without pay-
ment. If you are moved to do this, stop
and volunteer for the Red Cross. SA
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DO invoice regularly
and on time

One of the hardest aspects of running
adesign businessis the business.
Invoicing regularly and on time is more
important than any other aspect of the
business. It may be tempting to spend
another hour refining the typography
on aposter, butinvoicing must come
first. Itis abasic in business to work
with clients who pay their bills and to
invoice on aregular basis to manage
cash flow. Some design firms invoice
regularly once amonth, but the most
successful invoice weekly or daily. If
aprojectislagging, invoice a progress
billing. Always invoice at the comple-
tion of each phase. Invoice outside
costs immediately, even if this is a bill
for those alone. Maintaining cash flow
isjob one. Invoicing on an irregular
basis or too late creates opportunities
for mistakes, and the client will per-
ceive the design firm as amateurish. SA

DON'’T accept
assignments
purely for

the money

For some reason, itis inevitable that
work created exclusively for financial
reward will go horribly awry. There
isnological reason for this. Perhaps
itis the distaste felt for the project
reflected in its solution. Or thisis
simply God’s way of saying, “Do what
youlove.” In addition to the unbecom-
ing outcome itself, it will lead to other
similar projects. Good people with
good projects know other good people
with good projects. And bad people
with bad projects know other bad
people. If the issue is money alone,
graphic designis a poor choice for a
profession. If cash above all else is the
goal, there are many other careers that
accommodate this desire. You never
know, you might be hit by a bus tomor-
row. No designer should spend his or
her final moments working on a project
that produces only misery. SA
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DO take
days off—
especially

if you'’re

a freelancer

Awise older designer once gave some
sage advice: “Never work on Sunday.”
Theissueisnotone of religion but of
sanity. As a creative person, it is impor-
tant to remember that downtime is as

crucial and productive as working time.

Taking time away from design provides
an opportunity to clear the head and
think of new ideas. Minimally, time
away from design promotes a balanced
life. Passion about design is important.
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Exploration and refinement take time.
But design will expand to fill all time
available. Ifaproject has a deadline in
fifteen minutes, the project will take
fourteen minutes. That same project,
with a two-week deadline, will take two
weeks. Unless you are doing brain sur-
gery and the patientis moments from
death, you can take one day off from
your work. SA



DO learn the rules before

you break them

Many people have looked at avintage
Picasso and scoffed, with thoughts
that they, too, could paint figures with
pinched heads and wildly extended
arms emanating from boxy shoulders.
None of them are familiar with his
near-photographic early paintings, or
else they would quickly realize that they
might be able to make a rough approxi-
mation of the style he is best known
for, but they would never have arrived
atit ontheir own. Therein lies the dif-

ference. Picasso spentyears plying his

craftinthe accepted ways, until he was

able to replicate nearly any image with
lifelike efficiency. He understood every
nuance about how the human body was
formed. He knew the rules, and he knew
them well. It was this understanding
that made it so groundbreaking when
he discarded them, manipulating parts
and pieces as they never had been
before. His solid foundation allowed his
creativity to unleash itselfin the most
influential areas, forever changing the
world of art. JF
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DO acknowledge your
mistakes rather than try

to cover them up

It takes a very mature person to accom-
plish this. I know I struggled with this
early in my career. Can I figure outa
way to fix this without anyone noticing?
Make it up to the client, or coworker, in
some other way? I didn’t want to disap-
point anyone or admit to myselfthat I
was failing in some way. I soon realized
that the best thing to do when you make
an error—and we all make mistakes,

sodon’t pretend otherwise—was to be
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honest about it. The sooner you come
clean with yourboss/client/vendor,
the sooner you can limit the impact or,
better yet, rectify the issues. Everyone
involved will respect that you came to
them right away (as they recall their
own mistakes in the past) and appreci-
ate the opportunity to try to fix them
as soon as possible. Grown-ups make
mistakes. They also fix them. It’s part
ofbeing a grown-up. JF
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DON’T ask someone
else to do what you
can do yourself

Smart people surround themselves
with smarter people. Teamwork is
important. Learning to delegate tasks
to someone better is a key to success.
There is a difference, however,
between collaboration and servitude.
Limited people find exceptionally
dumb people and gracelessly force
them to do menial tasks. If a task can be
done well personally, then do it. If you
are capable of pouring a cup of coffee,
then don’t ask the designer across from
you to fetch it. If you have the time and
ability to call amessenger, do it. It may
seem fun and give you great satisfac-
tion thatyou are the lord of the office,
but this will only lead to dissatisfied
and angry coworkers. Eventually, they
will turn onyou. SA

DO find a design
mentor (and be
prepared to be one
in the future)

If youhaven’t figured out by this point
in the book that the world of design

is filled with secrets, there is not much
else we can do to help you. Well, I take
that back. We can give you an impor-
tant piece of advice, one that will lead
to alifetime of guidance: find someone
who has been through the battlefield
already, and form a trusted and cher-
ished professional friendship. Finding
amentor can happen naturally—you
encounter someone more experienced
and begin to ask them questions, easily
forming a close bond—or you can
search out others whose work you
respect vianetworking or professional
organizations and begin a conversa-
tion. Ask as many questions as they
can stand, but be prepared to fill the
same role for ayoung designer in the
future. JF
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DO remain humble
in your work

There is nothing worse than being
trapped with a mediocre and self-
satisfied designer—the type of person
who will talk endlessly about his or her
vast success and experience. By the
end of the conversation, you will know
their entire CV, in detail, and that

they are the most accomplished person
on earth. The clear subtext in the
conversationisthatyouare aloserin
comparison. Every single person on
the planet wants to feel important
andvalued. Charm is the ability to
make the other person feel respected.
Humility is a virtue. Humility is not
self-hate. Understand that every
personhasvalue and is needed

and loved by others. This does not
make you lesser. Reinforcing the
positive aspects in others makes

you genuine. SA
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DO respect focus
groups but NOT
at the expense of
gut feeling

Focus groups have found themselves
with abad reputation, in some ways
justified, as they have been misused
over the years. Having said that, there
is alot of value to be gleaned from
direct feedback from potential users.
If afocus group is selected properly,

it can be vital to shaping how a product
or brand is positioned. Creatives are
quick to chafe at the feedback deliv-
ered from those exercises, but take the
time and digest the comments. There
can be important information in there,
and, if nothing else, respect the time
and money the client dedicated to

the process. Now that we have gone
through all of that, let’s talk about the
nagging feeling thatlies deep inside
us when we know we are on the right
track. If your gut is screaming out

to stay the course, don’tlet an uncon-
vinced pool of people derail you. JF



DON’T quantify your creative
abilities with software skills

Maybe it’s an inevitable by-product of

the digitalization of the design industry,

but the average designer’s CVlooks

quite different these days. I'm venturing

into angry old man territory here, but

when I first put a CV together, I didn’t

include awhole paragraph of stuff along

thelinesof...

e Icanpasteup artwork

* Icandrawreally straight lines with
amechanical pen

e I know how to blend Magic Markers
with lighter fluid...

I assumed that potential employers

would expect me to be able to do those
things, and I hoped that they’d be more
interested in my ideas anyway. Fast-
forward to today, and many CVsinclude
suchlonglists of software skills that
they begin to resemble a catalog for
acomputer store. Knowing how to use
InDesign doesn’t indicate that you're
agood designer. To be honest, that
informationisn’t particularly relevant.
Besides, people will take it for granted
that you can use InDesign because
you're adesigner. It says so at the top of
the CV you’ve just submitted. TS
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DO rest your eyes periodically

throughout the day

The great designer Alvin Lustig slowly
lost his sight toward the end of his life.
Nevertheless, he continued working,
directing others to complete ideas.
Alvin Lustig being who he is, I'm fairly
certain that his assistants followed his
direction, using red, or Clarendon, or

whatever he suggested. Many of us

don’t have the same command of others.

If you were to lose your sight, you may
ask your assistant to use a yellow back-

ground and singular image of abeach
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ball. He or she may then choose to
ignore you and create a chaotic mess
with dark tones but still tell you that
the poster is yellow with a beach ball.
To combat this scenario, it is critical to
restyour eyes. Stop, atleast every
twenty minutes, and focus on a distant
spot, or take a walk around the office.
When the computer screen begins

to seem blurry and dark, you have
exceeded your viewing allotment. SA



DO work with
talented illustrators,
writers, and

photographers

i /H//Il/////////i

The single most important thing illustrators inspire me at every turn.

I havelearned in my years doing this Peoplein all of these areas have shown
is to hire amazing people and let them the ability to make my projects athou-
dowhat they do best. I might be able sand times better than they ever could
towrite, but I can’t write on every have been in my hands alone. Fight
subject and in every tone. I might be (and plan) for the budget to bring on
proficient with a camera, but others are the best, remembering how they lighten
somuch sharper and creative behind your own load, and prepare to bask in
the lens. I know my way around a pen, the accolades that an incredible piece
pencil, and paintbrush, butincredible will bring you. JF
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DO hire a good
accountant, and
save more than
you spend

Itisnotuncommon to hear anon-
designer ask, “I designed my own logo
and business card. What do you think?”
What can you say? “It’s hideous. You're
asap. Are you brain-dead?” Of course
not, butitis rare thatthe resultis any-
thing more than sad. The designer
who says, “I don’t need an accountant.
I know how to do this,” is just as stupid.
Designers enjoy breaking rules and
playing loose with facts. These are

not good traits in an accountant.
Therefore, hiring a good accountant

is apriority. And like hiring a designer,
the accountant who charges a ludi-
crously small amount will probably
not provide the best result. Asarule,
always hire an accountant more
expensive than you believe you should.
You will appreciate the results, and

youwill save money. SA
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DO build a team
that complements,
not duplicates, your
abilities

Not every member of abarbershop
quartet needs to sing bass. Similarly,
surrounding yourself with a bevy of
people who think and act justlike you
can be more than counterproductive,
it can be downright creepy, like a
science fiction movie filled with clones
moving silently in concert with one
another. In practice, it limits the possi-
bilities of how you could approach
creative problem solving by curbing
the diverse backgrounds and mind-
sets that could be contributing to your
work. The chances that all of your
clients are exactly like you is remote at
best, and a team with some range will
come in handy at every turn. Of course,
we still need to be able to work together
and bond quickly, so be careful to

build your team with complementary

skills, not divergent mentalities. JF



DON’T be afraid to share
ideas and collaborate

Keeping your ideas close to your chest
isunderstandable if an original idea
represents the difference between you
winning or losing alucrative contract.
If you're pitching against other design-
ers (and not for free, T hope), the last
thing you’re goingto do is turn up at the
meeting and say to your rivals, “Hey
guys, do you want to see what I came up
with?” However, there are times when
sharing ideas will gain you contracts.
For example, you've designed a bro-
chure, and your client tells you it’s great
and that they’d now like to roll out the

concept to their new website. Oh no—
you're a print designer and don’t do
websites. It’s time to go see the web
designer who rents the office across
the hall. The original conceptis yours
but what’s to stop you from collab-
orating with another designer with
different skills to ensure that you keep
the contract? It’s agood idea to have
paperwork in place defininghow a
projectis divided before you start, but
collaborative working is nothing to be
scared of. TS
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DO get client approval on a visual
before racing to finish a project

LA

Deadline, deadline, deadline.I am
haunted by the deadline. Balancing
numerous projects is the hardest part
of my job. The second hardest is
figuring out the layout. Something just
isn’t working, and I have been putting
inlonghours trying to resolve it. With
the minutes ticking away, I am quickly
running out of time to fix what is
bedeviling my project. What was that
hitting my keyboard? A drop of sweat?

This deadline is really stressing me out.
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Wait, that’s it! A photo of a water drop
would be perfect. Inspiration just
before the final cutoff. I just need to
swap out this illustration of ahose,
and package my files, send them off

to the printer, wait for my client to be
surprised, be on the hook for the fees
to change it back, and possibly be fired.
Oh, right, I should always get approval
before finalizing a job, no matter

how tight the deadline. JF
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DON’T demonize
another designer
because you

don’t happen to
like his or her work

Put things in perspective. As important
as we say design is to society, it is, after
all, only graphic design. A weak solution
will not kill someone. A bad poster

will not bring about the ruin of Western
civilization. An incomprehensible logo
will not deprive your family of ahome.
Forming an opinion about work and
viewing it with a critical eye is good.
But demonizing a designer who created
apieceyou dislike is foolish. Hating

anevil dictatorisagoodidea, buta

designer who uses a typeface youdon’t
likeis not evil. The best designers are
those who remain open to new ideas
and new ways of working. The worst
designers are close-minded and rigid.
They are the designers who wander
through their careers despising their
peers and truly hating younger design-
ers. The tragedy here is the loss of
opportunity to learn, grow, and create
friendships. SA
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DON’'T discuss
one client’s
business with
another

One of the greatest joys in this business
is working with people whom you truly
like. Following a taxing project, you
might find yourselfbonding with a
client over a shared childhood experi-
ence, or some travel mishap, or a pop
culture reference. Sooner rather than
later, our favorite clients become some
of our favorite people and our friends,
and we feel comfortable talking with
them about almost anything, including
what makes up the bulk of our waking
hours—work. It makes sense that they
would talk to us about their work at

times. Surely, we should reciprocate.
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Talking about someone in the office
who annoys you can be precarious—
they may be assigned to the client at
some point. Complaining about your
workload might make them think that
you are overburdened, and they might
consider sending some work elsewhere.
Talking about the secrets you are privy
to with your other clients is the ulti-
mate sin, going against your unspoken
(or perhaps written) agreement with
said client and making your other client
unsure about how loose you are with
their information. JF
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DON'’T criticize
another designer
in front of a client

Consider this scenario: you need an
architect to design your house. The
first architect tells you how awful all
the other architects are. The second
and third architects do the same.

You are left with the sense that all
architects must be untrustworthy and
spiteful. When we criticize another
designer to a client, we are doing the
same. When trying to convince the
client that another designerisbad,

we denigrate the entire profession.
The design profession is in a constant
battle to be respected and understood
by the business community. There are
enough nondesigners who berate the
profession; we do not need to attack
one another from within. This only
reinforces the idea that designers are
temperamental and difficult and have

questionable ethics. SA

DON'’T criticize work
previously
commissioned from
another designer

Itis temptingto sitin a meeting and
complain about previous work created
for aclient. It may be true that the
solutions are inappropriate or weak.
It may seem that pointing out these
weaknesses will elevate you somehow.
Unfortunately, you may not realize
that the work was likely created in
collaboration with the client. You are
saying, without intending to, “You
really don’t know what you’re doing.”
Never criticize previous work. Rather
than castigating the work, point

out some positive aspects. There is
agood chance that the work may

have good points, but they don’t work
cohesively as a group or support

anew communication goal. SA
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DON’T pretend you
know more about
a client’s business
than they do

A common mistake a designer makes is
to believe that he or she is omniscient.
“What youneed,” he or she may say,

“is anew identity and completely
different inventory and accounting
system.” Designers, like all people, are
not omniscient. A client will always
know his or her business better than the
designer. The client, for example, may
be the director of amuseum. While the
designer has visited the museum and
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understands the audience and
communication needs, he or she may
beignorant of other issues such as
staffing, acquisition, and security.
Listen toyour client. Clients typically
have valuable information that informs
the project. Don’t be quick to disregard
the client’sissues and concerns.

There may be a critical reason that

you are not aware of. SA



DO be available
to your clients

at all times,

but on your terms

Asyousitoutside the restaurant,

with your meal cooling and your date
freezing, you listen to your client telling
you how they just are not sure about the
orange and that maybe it needs alittle
more red, no, yellow, no, the orange

is fine—you come to the realization that
the line between work and the rest

of your life has forever blurred, to your
chagrin. There is no use in pretending
that a creative vocation means straight
nine-to-five shifts at the office. We are

aservice industry, often working for top

decision makers, which means having
to be available virtually at all times.
Just accept this aspect and move on.
But now, get your life back. Being
accessible doesn’t always mean being
accessible immediately. Decide what
is appropriate, and work directly with
your clients to establish this. Let them
know you coach your kids on Tuesday
orthatyouwill return the callin an
hour when dinner ends, and they will
do the same. JF
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DO actually talk to your
clients—real conversations
build strong relationships

§O-

People hire people they like. It is more caught, or acheckislostinthe mail,
costly, time-wise and financially, to find astrong relationship is vital. A longtime
anew client than continuing to work client is also more likely to refer you
with an existing client. A client will to another client. Building connections
work with a designer over time and happens through honest communica-

build arelationship through good work tion. Take the time to have lunch with
and dialogue. Strong relationships built aclient, play golf, invite her to abarbe-

on mutual respect are likely to with- cue. These small touches build trust
stand problems. When a project and make the difference between being
deliverslate, a typesetting error is not avendor and being a partner. SA
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DON'’T discuss
design with
your client
unless they
express

an interest

‘When your car is not working, you take
it to the mechanic. You want to know
briefly what is wrong, how it will be
fixed, and how much it will cost. Unless
you are an automobile aficionado, you
do not care about the type of timing
belt, spider gear, shift fork, or slave
cylinder. When a designer discusses
asolution with a client, the latter will
want to know what the solution is and
how much it will cost to implement.

Typically, clients do not care about
complementary colors, the history of
Baskerville, or letter-spacing issues.
Talk to the client about communication
issues, audience perception, and
desired results. Itis your job to know
the fine detail. It is also your job to
explain the decisions with language
pertinent to business concerns rather

than by using design vernacular. SA
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DO count to ten when a client angers
you before opening your mouth

1.2.3.

10

Thomas Jefferson said, “When angry,
count to ten before speaking. When
very angry count to one hundred.”
Astemptingasitistolashoutand
attack a client when you have been riled
up, itis always abadidea. Rarely do

we follow logic and give a measured
response while enraged. Itis not neces-
sary to answer any question or respond
to an accusation immediately. Counting
to ten allows both sides to step back
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and, hopefully, calm down. It is much
more common to look back and wonder
why you were so mad than to feel

that you should have been angrier.
Something else to consider is whether
the problemis about pride. Pride
isabadreasontoengagein an angry
episode. People tell themselves stories
in order to survive. Let them. It costs
youlittle. SA
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DON'’T accept your
client’s word as gospel

Clients only know what they already
know. They are convinced that they
need a small brochure and assign that
asthe project. This is because they
have seen only a small brochure and
assume that it is the best solution.
Clients often give the wrong assign-
ment. Itis notthe designer’s job to
blindly do what she is told but rather to
solve the problem. That solution may
be a completely unexpected medium
or format. Or the problem may not be
about the brochure at all but about

the website and social media. Stop and
assess the situation. Step back and
consider the bigger issues. Never just

do ascommanded. SA

DON’T continue to work
for a difficult client

The only people allowed to shout at
you should be your mother and, possi-
bly, if not violent, your spouse. There is
never areason for a client to shout
atadesigner. You deserve to be treated
with respect and professionalism.
There are clients who are challenging
because they have challenging proj-
ects. But the clients who are difficult
because they are abusive should not be
tolerated. At best, they will refer you
to other heinous and disrespectful
clients. At worst, you will be demoral-
ized and produce bad work. SA
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DO stick to your side of the
project’s schedule regardless
of your client’s input

Thisruleis abit of atwo-way street
because it requires some positive input
from both sides. Creative projects are
always subject to change, and as design-
ers, we have to accept that it’s going

to happen sometimes. Because of this,
aclient should, within reason, be made
to feel that they can change their mind
if something strikes them as important
during the execution of a project.
Whatever form that takes, the challenge

for the designer is to still deliver on
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time and on budget—if changes are
reasonable. On the other hand, the
client has to accept that not everything
is possible and that it’s acceptable for
adesigner to explain why a schedule
or budget might not be metifalarge
changeisrequested. A reasonable
client will accept this and may decide
the change isn’t that important. Either
way, hold to your time line so that
delayed projects don’t end up affecting
others. TS



DON'T
procrastinate—
ever

Procrastination is, unfortunately, Now is as good atime as any. Itis much
one of the most common habits in the more pleasant and rewarding to tackle
world. It always seems so much easier atask and complete it well in a timely
toput off an unpleasant task until manner. When you find yourself clean-
tomorrow. The opposite is true. If you ing your desk for the fifth time to avoid
procrastinate, the task will loom larger the financial paperwork, stop. Get

and larger. It will seem more unpleas- to work. Never put off until tomorrow
ant and will revisit your thoughts what you can do today. The pressure of
frequently. The task will not disappear, guilt and worry will be gone, and you
so why ignore it? The solution is to can engage in more enjoyable tasks. SA

simply buckle down and do the task.
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DO talk about design

as an asset

UEIGN 1o HIEGOME!

‘We often have trouble, as designers,
explaining what we do to the outside
world. Did you make the formula for the
soda? No. Did you do the logo? No. Did
you pick the brand colors? No. Oh, so
you actually print the cans? No. Come
up with the shape? Mold the aluminum?
Putitinthebox??? No, I designed

the packaging. You can see how quickly
what we add to the process could get
lost, though we all know it is one of the

mostimportant aspects. Design can be
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nebulous to the public but also to
clients. Those sitting in boardrooms
know that they must have it, but they
rarely know what it does. Itis our

job to be advocates for design. Make

it clear at every possible moment that
design adds tangible value to what

is being created and is essential. Speak
in terms that the business world would
understand and stand firm. Design
isimportant. They need us. JF
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DO keep it
simple

the abc’s
of aAm®

ellen lupton the bauhaus
a:td abbott miller and design
editors theory

The options available to designers
tomeet abrief are infinite, and

the temptation to keep adding is very
strong. It is important, therefore,
toremember that the primary purpose
of design is to aid communication and
facilitate understanding. The best
designs and the most successful work
are always solutions that have taken
asimple, clean, and uncluttered
approach. The rules in this book help
guide you down that path. However,
the design can only come from you.

The design process—as well as

being ideas-driven—is a series of
decisions taken by you to facilitate the
brief. Make the right decisions and
ask the right questions along the way,
and your ideas will succeed. Over-
complicate and clutter your designs
with redundancies, and they will

be confused and unappealing.

Inthe immortal words of the German
American architect Ludwig Mies

van der Rohe: “Lessis more.” PD
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A
Adobe InDesign, 140
clipping, 260
color, and, 181
finishing techniques,
330
paragraph composer,
146
tables, 132

B
Baseline
adjacent columns, 119
aligning the baseline,
122
alternate baseline grids,
123
bottom margin, 120
caption boxes, 122-23
Binding
“creep” at trim and
spine, 322
embossing and
debossing, 324
H&T bands, 325
matte and gloss
lamination, 323
saddle-stitch, 321
Body copy, 36-37
display fonts, 37
novelty typeface, 36
Books and magazines
baseline grid for body
copy, 118
book covers, legibility
of, 161
crossovers, 113
facing pages spread, 112
footnotes, 133
folio spread, 115
“printer spreads,” 113
structure, 145
Borders
see Layout
Brief, 342-44
deliverables, 343
questions on, 343
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Cc
Camerawork, 264-66
“do it yourself,” 264
mobile phone, 266
SLR camera, 265
Caps
body copy, and, 62
drop caps, 62
long passages of body
copy, 55
small caps, 62
Caption boxes
baseline, 122-23
see also Baseline
Character combinations
see Typography
Chicago Manual of Style,
The, 309
Clients, 342-51
anger, with, 372
approval of visuals, 364
availability, 369
brief, 342-43
see also Brief
budget, 344
business, discussion of,
366
costs, 344
criticism, 367
designs, and, 371
difficult clients, 373
discussion with, 370-71
dressing appropriately,
347
knowledge of business,
368
presenting options to,
348
procrastination, 375
written research,
amount of, 350
Clipping
Adobe InDesign, 260
Color, 176-231
additive and subtractive,
179
analogous colors, 212
attracting attention, 187
bad color combination,
lack of, 231

bold choices of, 194

brightness of, 195

calm, creating with, 210

carnation pink, 228

color + time can = brand,
230

color wheel, 177

creating movement, 208

creating tension with,
209

cultural differences of,
192

emotional response to,
223

emphasis, 188

fluorescent inks, 214

gamuts, 182

high-intensity
complementary
colors, 213

hot or cold, grouping of,
205

hue, saturation or value,
178

inspiration of, 185

Mac, and, 178

models, functions of,
180

on-screen appearance,
220

packaging, and, 219

palettes, 226-27
age of audience, 226
competitors’ clients,
227

Pantone spot colors, 197

paper brightness and
whiteness, 218

Photoshop, and, 181, 256

presentation process,
222-23

prints, 329

process color for small
body text, 203

profiles of, 215

psychology of, 190-91
rejection of, 191

questions on, 222

reason for choice, 193

RBG and CMYK, 180,
182-83
rendering intents, 183
“rich black,” and, 216-17
printer limit, and, 217
screening a color to less
than 7 percent, 202
surroundings, change of,
184
synchronicity of
applications, 181
tints from tints, 201
tonal quality, 204
transparency of ink, 196
trends of, 224-25
underpainting, 221
value contrast, and, 206
white space, and, 189
Columns, 131, 134-35
amount of, 131
hangline, and, 135
multicolumn, filling up,
134
Comic Sans, 13-14
Connare, Vincent, 13
ironic use of, 14
joke, as, 14
Windows 95, and, 13
Copy and Pasting
see Layout
Credit, 261-63
creative input, 262
editing without
permission, 263

D
Design
“above the fold,” 172
blank page, 102
creative brief, and, 170
desktop publishing
software, 105
focal point, 114
folio showing, 115
full-size vs. thumbnail,
117
golden section,
definition of, 101
gut feeling, 173



improving clarity of
copy, 147
indexing, formatting of,
175
layout, 111
see also Layout
linked text, 140
personal style over
client, 171
type and color,
consistency of, 126
type legibility, 150
typography style sheets,
and, 151
visual “closure,” 174
definition of, 174
visual grouping, 129
direction, 129
visual hierarchy of
important
information, 127
website design, 148-49
white space, 130
frame of, 130
Desktop publishing
software crop and
registration marks,
308
Digital revolution
see Typography
Downtime
see Ideas

E
Engraving

see Production
Eyedropper tool, 207

F
Finishing Techniques
Adobe InDesign, 330
Flickr, 266
Focus Groups
see Project
Folios
see Production
Footnotes
see Layout

G
Golden section, 101
Google, 340
Graphics
Live Trace, 279
vectors, and, 278

H
HTML text
see Typography

|
Ideas, 337
books, 339
copying, 341
designing annuals, 338
downtime, 354
Google, 340
plagiarize, 341
Images, 168-69, 232-85
105 percent print of, 282
300ppi, 241
Adobe DNG format, 251
appropriateness of, 248
bit depth, 245
Camera Raw files,
250-51
camerawork, 264-66
see also Camerawork
client-supplied, 235
alternatives of, 236
CMYK, and, 284-85
prints, 284
credits of photographer/
illustrator, 261
cropping, 254-55
excessive, 254
DAM catalog image files,
252
deletion, 259
digital file formats, 244
digital image files,
naming of, 249
enlarging images
excessively, 270
Face-ism Ratio, 281
Flickr, and, 266
gutter, the, 240
high resolution, 242

image resolution,
relationship between
screens, 247

masking, 259

nondestructive editing,
257

noticeable differences,
280

political context of, 239

printing, 283

printing document, 243

repairing a bad image,
268

repulsive nature of, 238

resolution, and, 246

safety, 168

screening, 269

sharpening, 253

silhouette and drop
shadow, 169

Smart Filters, and, 253,
258

stock images, and,
233-34
checking, and, 234

supporting the text,
272-73

Indentation, 59-61

column or page, 61

heading or paragraph
break, and, 60

house styles, 61

new paragraph of body
copy, 59

tabs, and, 63

Invoicing
see Project

J
Justified text, 81-83
centered and flush-left
or -right text, mixture
of, 80
justification settings,
checking, 82
“justify all lines,”
format-ting of, 86
values of, 82
large word spacing, 81

“rivers,” 83

short measure, use over,
81

Tschichold, Jan, 80

K
Kerning
see Typography

L
Laser printing
see Print
Layers, 136-37
benefit of, 137
definition of, 137
type, color and imagery,
136
Layout, 100-175
alignment of all
elements, 121
body copy, 118
book and brochure
layouts, 107
books and magazines,
112
see also Books and
magazines
borders, 157
columns, 131, 134-35
see also Columns
consistent spacing, 125
copy and pasting, 144
default margins, use of,
110
document size, 104
elements, reducing, 154
footnotes, and, 133
grid for structure, 106
breaking out of, 109
modular, 108
gutter, the 111
trimming edge of, 111
images, 168-69
InDesign Table, 132
index, formatting of, 175
layers, 136-37
see also Layers
master pages, 105
Microsoft Word, and,
138
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PowerPoint, and, 139
printed version over
screen, 116
retro-style graphics, 158
rounded numerical
values, 124
scale shape and color,
167
seduction of, 153
small adjustments to,
155
small type, 160
spelling and grammar,
142-43
see also Spelling and
grammar
squiggle and rules, 156
text threads, 141
visual pace, 107
Leading, 67-69
definition of, 68
line spacing and, 68
power of, 69
Legibility
art vs. graphic design, 23
necessity of, 22
Raygun magazine, 23
typology of, 22-23
Letter forms
see Typography
Live Trace, 279
Logos, 162-66
black and white, and,
229
client’s corporate
standards, and, 164
company’s changing
needs, 163
figure-ground
relationship, 166
identity of, 276
mnemonic value, 162
print and online, 277
ultrathin typefaces, 31
vectors, 165
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M
Mac
color and, 178
Masking
see Images
Microsoft Word, 138
Mixing, 28-30
clarity of, 29
hierarchy, and, 29
quality, 28
serif, and, 30
texture, and, 28
Mobile phone
see Camerawork

N
Novelty typeface, 36

P
Palettes
see Color
Pantone spot colors, 197-
200
CMYK print jobs, 198
color-built reds, and,
199
color print jobs, 197
print colors with RGB
values, 200
Paper sizes, 317
cheap paper stock, 318
in-house paper stock,
316
international paper
sizes, 317
Paragraph
conceptual emphasis of,
128
length of lines, 75-77
penultimate line, 77
paragraph composer,
146
second line, 76
Photoshop, 137
clipping, and, 260
color, and, 181, 256
color adjusted, 256
enlarging images
incrementally, 271
filters, and, 267

PowerPoint, 139
Print
CMYK color, spot colors
as, 329
contingency plan, 295
dot gain, 302-3
early printing, 293
finishing techniques,
330-31
cost effectiveness, 331
folded leaflet
specifications, 313
hard proof, 288
laser printing, and, 290
materials from clients
294
overprinting, 304
background colors,
307
paper brightness, 218
paper dummy, 301
paper show-through,
312
paper stock, 289
paper stock, choice of,
316
paper swatch books, 315
pasteboard, 328
printer’s template, 299
relationship with
printer, 333-34
scheduling issues, 296
silk screen, 314
halftones and vectors,
314
spot colors and
metallics, 304
unusual techniques, 305
Production
3mm of bleed, 287
archiving, 298
binding techniques,
320-25
crop of registration
marks, 308
engraving, 326
folios, 310
glue sections, 319

mock-up of packaging/
dimensional project,
300
off-site backup of
projects, 297-98
press checking, 311
publications’
specifications, 306
saddle stitching, 321
Project, 342-46
accountant, 362
challenges of, 346
collaboration, 363
congeniality, 349
creative ability vs.
software skills, 359
delegation, 345
designing mentor, 357
financial assignments,
353
focus groups, 358
invoicing, 353
length of, 346
mood boards, 351
mistakes, 356
print PDF/X standards,
332
procrastination, 375
schedule of, 374
talent, 361
teamwork, 357, 362
working for free, 352

Q

Quotation marks, 91, 96-98
American use of, 96
hanging of, 98
rest of world, use of, 97
typographer’s use of, 91

R

Raygun magazine, 23

Retro-style graphics
see Layout



S
Saddle stitches
see Binding
Serif font .5pt in thick body
copy, 44
customization, 51
Silk screen
see Print
SLR camera
see Camerawork
Smart Filters
see Images
Spelling and grammar, 142-
43
spell-checking, 142-43

T
Tables
Adobe InDesign, 132
Tabs, 63-64
hanglines, 64
directions of, 64
indents, and, 63
Teamwork
see Project
Thompson, Bradbury, 196
Times New Roman, 150
Microsoft, and, 15
True Type
see Typography
Tschichold, Jan, 80
Typography
100 percent tint, 53
accent marks, 92
alignment, 47
caps, and, 47
black background, 52
6pt text, 52
body copy 29, 32, 34,
36-37
excessive tracking, 71
character combinations,
72
uppercase text, and,
72
character count, 75
perline, 75

classification of, 18-19
history of, 18

classic over trendy, 21

classics, 17

colored type, 188

Comic Sans, 13-14
see also Comic Sans

creation software, 26

customization, 51

darkening fonts, 41

digital revolution, and,
17

em dash, 95

en dash, 94

engravings, 326

filter effects, 50

flush-left or -right text,
80

font, difference from, 65

formatted fractions, 93

“free” fonts, 26

full stop after ellipses,
99

full stop, space after, 58

handwritten text, 38

headings,
overstylization of, 57
manual setting of, 73

Helvetica, 27

horizontal or vertical
distortion, 48
extended or
condensed typefaces,
48
scaling, 48

hyphen, 88

hyphenation, 79

indentations, 59-61
see also Indentations

justified text, 80-84, 86

kerning, 35

latest font, 20

leading, excessive use
of, 54
see also Leading

legibility of, 22

letterforms, anatomy of,
24

components of, 24
designing your own,
24
TrueType, 25
ligatures, 39
line break, 78
long-term commitment
of, 42
mixing, 28-30
see also Mixing
negative letter spacing,
74
oldstyle figures, 46
overuse of, 33
paragraph spacing, 70
see also Paragraphs
quotation marks, 91,
96-98
see also Quotation
marks
ragged right text, 87
readability, 22
see also Legibility
serif font 44
see also Serif font
sloping, roman fonts
and, 40
small type, 160
stroking, 49
integrity of, 49
style sheets, 151
tabs, 63-64
see also Tabs
Times Roman, and, 27
tracking and kerning,

difference between, 71

twelve-good-typefaces
theory, 43
U&L case, 46
underlining text, 90
Web-safe fonts, 89
weights, and, 32
widows and orphans,
84-85
definition of, 84-85
x-height vs. cap-height,
66
line feed, and, 67
Zapf Dingbats, 16

Vv
Vectors
see Graphics

w
Website design, 148-49
bad website, and, 149
screen proportions, 148
web developer, 149
Widows and Orphans
see Typography
Windows
Comic Sans, and, 13
Times New Roman, 15

z
Zapf Dingbats, 16
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