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INTRODUCTION

In this book I shall break down the elements that go

into creating a piece ofdesign. I believe the process

of design, in its basic form, is accessible to anyone

and everyone willing to spend some time studying

and exploring each facet in close detail. The

building blocks ot design are the elements used in

the construction and formulation or the final

piece, and each has an identity and creative history

of its own. The problem the designer faces is how

to present his or her ideas and what combination of

elements is needed to produce the most effective

and individual concept for the piece of work.

WHAT IS DESIGN?
The function of a designer is to solve the prob-

lems of communicating products, concepts,

images, and organizations in the most original and

precise form. At its best, this is achieved through

the collation of carefully chosen and arranged ele-

ments, the presentation of which is based on a

formula that is essentially simple but that has been

refined by the many stages through which it has

developed.

In the pages that follow I shall attempt to

develop your creative vision and judgment to

enable you to distinguish between strong and weak

methods of presenting design ideas. The first prob-

lems you will encounter are the realization and

recognition ofspace and ofthe formulas that must

be applied to the positioning of elements within

this space.

The second section of the book will investigate

the practical application of various design ele-

ments. You will also discover that some simple

formulas may be applied to the problems offormal

composition.

The third and final section will concentrate on

the complete design process, and I shall investigate

the stages of development that are implicit in

achieving successful design solutions through a

thorough and intensive progression of design

procedures.

Finally, you should be aware of the increasing

relevance of design as a part ot the artistic and cul-

tural development of the society in which we live.

Design plays an important part in the way we pro-

ject ourselves intellectually, spiritually and

materially. Good design, communicating good

services or products, is becoming a cornerstone of

our society. In the past, companies concerned with

quality and their own future development have

invested conscientiously in the design and image

of their products to establish themselves with

future generations. It is the responsibility o{ all

designers to attempt to make their designs relevant

to the needs of today and effective for the years to

come.

THE RIGHT APPROACH
Before producing any design work, the first con-

sideration is to establish a detailed understanding

of the task in hand. This is achieved by producing

what is known as the design brief. Basically, all this

means is that you collect every detail of inform-
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anon concerning the nature or the subject tor

which you are providing the design. Investigate

and question the client's requirements, making hill

use of lus experience and knowledge ot the subject.

Always bear in mind that the final proofofsuc-

cess will be determined by your client. You must

also be prepared to produce many solutions to the

design problem, even though vou may feel that

your first attempt conveys what you think is right

and ettecnve tor the subject. The designer must be

tenacious, persistent, and relentless in his or her

willingness to experiment.

Finally, the presentation ot all your designs must

be to the standard that the client would hope his

product or service demands. In other words, make

sure that your standards are as high, if not higher,

than those of the people tor whom you are

working.

STARTING WORK
A major consideration tor the successtul produc-

tion ot design work is a caretully planned and

well-equipped working space.

First, you will need a reasonable desk and a com-
tortable chair to give good physical support. Next,

you will need a surface to work on. This could be a

drawing board or a tilted surtace to allow vou to

work tor long periods in a comtortable position. A
drawing board can be propped up securely against

a number ot large books or blocks ofwood. To pro-

vide adequate lighting you will need some form of

desk lamp such as an Anglepoise to place over your

work to allow you to view what you are doing at all

times without creating shadows.

The materials and instruments you will need in

the initial stages are well established in studio prac-

tice. Find tor yourself a variety of right-angled

triangles, a ruler and a compass. You will also need

masking tape and Scotch tape, scissors and a good.

sharp, fine cratt knite. Make sure that you have

paste or glue tor mounting and pasting up design

elements. The instruments you will need tor

drawing and coloring include a selection ot pencils

ot all grades, although you will probably use the

sotter ones more often, and a range of colored

markers or pencils, both water- and spirit-based.

Make sure you have some fine ones for detailed

work and rendering text. The surface you will be

designing on should be layout paper, which is

available in pads of various sizes and which,

because it is fairly transparent, will allow you to

make copies and amendments simply by over-

laying a fresh sheet and redrawing.

It is advisable also to have a variety of other

papers at hand, ottering ditterent textures, colors,

and weights.

You will also need a selection of smaller sized

paintbrushes, along with a choice of colors and

some white gouache paint, which is always usetul

for reversing images out ot dark backgrounds.

Finally, you will need a smooth, heavier paper or

board tor mounting and presenting your design

ideas.

ffenSm
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H OW TO USE THIS BOOK

I These pages, taken from the

first section of this book,

demonstrate how a line

representing an area of type and

a shape representing an

illustration or photograph can be

displayed giving different

emphasis to the design area.

This book is divided into three sections. The first

section called, "Exploring Design Options" deals

with all the design elements shown individually, in

order to build up a picture ofhow it is possible to

bring them together in your design work. The

second section of this book, "Making Design Deci-

sions," will show you how those elements can be

applied to different situations and be changed in

line with the design brief. "Fine Tuning The

Design," which is the final section, deals with the

complete design process and the application ofthe

final design decisions and is illustrated with the

work or some leading design houses.
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The third spread, which is

taken from the last section of this

book, illustrates an example of

how the heading can be varied

according to typeface and the

shape can be moved to alter the

impression and design.

HOW TO USE THIS BOOK 9
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NEWYORK

X

NEWYORK

These six illustrations

demonstrate the progression from

line and shape, to letter form and

shape Finally, you see examples

of how letter form and image

come together to make a single

design.

10 EXPLORING DESK'/ OPTIONS



SECTION ONE

THE BASIS OF DESIGN

The basis ofdesign is the bringing together ofvar-

ious elements into one area to achieve an

interaction that will communicate a message

within a given context. The message may be con-

veyed and even manipulated through the careful

visual juggling of the elements that are to be used

within the design area. Essentially, these elements

will be words, photographs, illustrations, and gra-

phic images, combined with a controlling force of

black, white, and color.

I shall encourage you to look at and explore the

creative potential of these elements through

experimentation. Initially, I shall divide up all the

design elements, taking them one by one in their

most basic visual forms — as simple lines, geo-

metric blocks, and free shapes. You will be able to

set up a working design arena within which you

can experiment with these elements, moving them

around and assessing their visual powers, both

independently and in relation to one another, and

as you do so you will experience a sense ofcreative

awareness.

As this section of the book progresses, you will

become aware ofthe visual options that each ofthe

elements can offer and thus gain a greater under-

standing of the choices open to you as a designer.

In the early stages I shall concentrate on the use

ofblack and white images in order to develop your

awareness fully, before moving on to the broader

dimensions offered by the introduction of color.

You will also discover how to enlarge or reduce the

elements, effectively changing the power of both

the visual and the written messages.

CHOOSING THE RIGHT ELEMENTS
At some point in the design process you will need

to decide which elements are either essential or

creatively desirable as components ofyour design.

It is probably prudent to minimize the number

ofelements in the initial stages. In my view a great

many well-conceived pieces of design are suc-

cessful simply because they make full visual and

creative use of a limited number of design ele-

ments. First, see how well the work develops using

one element. Then sparingly introduce the other

ingredients, making sure that they do not over-

whelm the design. Never use anything lor its own

sake; always consider and justify its inclusion as a

contributor to the overall design effect.

THE BASIS OF DESIGN "



C hoosing a shape to work on

CHECKLIST

I What are the first

decisions to be made?

How do you arrive at

these decisions?

Consider the project in

hand.

I Draw a number of

shapes.

Try cutting out some
shapes.

Use a variety of

materials.

Choose the shape you

like.

Let us start on your design. What are the first deci-

sions to be made? These must be the shape, size,

and proportions ofyour design area. How do you

arrive at these decisions? Initially, you must con-

sider the nature of the project in hand and what

would be the most creative but relevant shape, size,

and proportions for that job; but I would suggest

that at this stage you put to one side any foreseeable

restrictions, since these will only hinder your crea-

tivity. The only practical way you can discover the

variety of possibilities is by roughly drawing a

number of variations on your pad. You may later

find that you need to revise your original design,

but do not worry because this development will

take place naturally.

Finally, many graphic designers would experi-

ment with these shapes by cutting them out of var-

ious attractive materials — colored paper, light

boards, textured papers, laminated papers, in fact,

any visually desirable surface. You may even wish

to examine the visual possibilities of cutting out

shapes from newspapers and magazines. This will

give you the opportunity to manipulate visual

matter that has already been printed but that you

can control when cutting the shape. Pin these up,

study them, and let them tell you which you find

the most attractive.

12 EXPLORING DEo, OPTIONS



Here we can see just a few of

the variations possible. These can

represent the design area.

CHOOSING A SHAPE TO WORK ON 13



L aying out and positioning the first line

CHECKLIST

I Draw your chosen

shape as a series of

thumbnail sketches.

I Produce a line to

represent a heading.

I Move the line around.

Vary the weight and

length of your line.

Develop the most

dynamic layouts.

You are now aware of the various possibilities

available in choosing a shape to work on. We can

move on to the next stage, which is making a deci-

sion on how to position information using simple

and quick visual statements.

Most designs will involve words, which will be

presented as headings or body copy, known as text.

The first example you will deal with will be the

placing of a single line to represent a heading. The

purpose of this is to move the line around inside

your shape to establish where the line presents the

most visually dynamic position in the space. As you

do this you will find that you are more naturally

attracted to some positions than to others. This dis-

covery is the first in the natural creative process.

From this point you will be able to use yourjudg-

ment, guided by your creative eye. Experiment

extensively with the line, trying every conceivable

position in order to gain an understanding of the

control between space and the marks you are mak-

ing. You will begin to recognize how the positions

will affect the feeling of tension within the space

according to the weight, position, and length of

your line.

Remember, in the early stages it is easier to work

on smaller, scaled-down versions o( the actual

design size, since you can place many ofthese on a

single sheet of paper and compare them with each

other. This process is known as making thumbnail

sketches.

14 EXPLORING DE>.. .OPTIONS



Here you can see a number of

variations showing the position of

a line placed in the design area.

These represent just a few of the

possibilities. Try some alternatives

for yourself.

LAYING OUT AND POSITIONING THE r RST L NE 15



C hoosing the right proportions for your line

CHECKLIST

Expand and contract

your line.

Balance the space with

the weight of the line.

Reconsider the position

of your line.

Represent the volume of

your line accurately

I Experiment extensively.

I have referred to the mark with which you are

making visual experiments as a line. Now, let us

develop the line and explore its possibilities. You

have already had some experience of placing the

line that represents the heading in a number of

positions within your chosen shape. You can now
begin to expand and contract the proportions of

your line to see how much ofthe shape you wish it

to occupy. The purpose of: this step is to make a

decision on the importance and prominence of

this feature in your design. Fay particular attention

to the space you are left with. Balance the space

with the weight of the line, leaving more white

space at the top, bottom, or sides. You will also

begin to realize that your earlier creative decision

on the position of the line may no longer be rele-

vant, since your creative judgment will be influ-

enced once again by the change in the size of: the

elements ot the line. A heavier line may reel better

m one particular position within the space,

whereas a slimmer line may naturally gravitate

toward another position.

I would like you to be careful, when deciding on

the width and weight of your line, to be fairly

accurate in representing its volume as you change

the overall proportions. In other words, a thin, long

line, when shortened, would become fatter.

EXPlO : - OPTIONS



These example layouts will

give you some idea of how you

can expand and contract the line

to fill the design area.

CHOOSING THE RIGHT PROPORTIONS FOR YOUR LINE



I ntroducing more lines to your layout

CHECKLIST

I Consider more lines in

your design.

I Separate the lines

visually.

I Distinguish heading

lines.

I Distinguish text lines.

Vary the weight and size

of the marks.

Make creative

judgments.

Make use of the space

around your lines.

I Experiment with different

instruments.

Rarely will there be a situation in which there is

only one line or heading to be incorporated into

your design, so now you must consider the possib-

ility of more lines. These lines will represent copy

or text, as opposed to the heading. This text is

known as body copy, and it will naturally be

smaller and possibly lighter than your heading.

There could be any number of lines representing

your text, and this, ofcourse, will be determined by

the nature of the project you are working on.

The first problem to solve is how to represent

headings and text in the form of lines, so that they

are visually distinct. When producing thumbnail

sketches you will need to represent the lines for

headings differently from the lines for text by

varying the weight and size of the marks you make.

At this early stage I suggest that you work with a

few lines and a single heading. Assess the balance

and weight, contrast the marks tonally, and, once

again, make aesthetic judgments with your crea-

tive eye concerning the proportion, shape, and size

of these marks. Extract every permutation of lay-

out until you are satisfied that you have exhausted

the possibilities.

One important consideration for any layout is

how the space around the lines is used. This should

always be viewed in conjunction with the marks

you are making.

A method of insuring that the marks vary is to

change the tools you are using for this process.

Experiment with different instruments, such as

pencils and markers, or with any other drawing

medium that gives you freedom to express your

ideas visually.

18



Moving on to developing the

use ot the line further, here you

can see how a balance can be

struck between the larger element

and its more delicate components.

11
continued overleaf
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CHECKLIST

Increase the number of

lines in your layout.

Vary the prominence of

your marks.

Separate your lines into

visual blocks.

Emphasize headings.

Tone down text.

Continue experimenting

with space and line.

Compare layouts.

Re-evaluate your choice.

J
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Further examples of the

balance between a heavy line and

its more delicate counterpart.

INTRODUCING MORE LINES TO YOUR LAYCv



I ntroducing shapes to your layout

CHECKLIST

Create some shapes for

yourself.

Position them within the

design area.

Keep your shapes to the

same scale.

Evaluate your shapes in

the design area.

Produce thumbnail

sketches in different

media.

In addition to the problems or positioning lines

you will also encounter shapes. These shapes may,

in fact, be photographs, illustrations, or graphics,

but I shall deal with these by asking you to view

these elements as solid shapes. They can then be

manipulated in the same way as you dealt with the

lines on the previous exercises.

These shapes may take any form, and you

should take advantage of this by creating some for

yourself and positioning them within the design

area.

To develop your awareness of how shapes will

be affected by the space that surrounds them, you

should create a variety ofexamples, keeping them

roughly to the same scale as one another. These

could be cut out of some colored paper and moved

around the design area. Try a number of different

shapes, separately positioning them in the same

design area to evaluate the effect created.

Although at the moment your shapes are all to

the same scale, by producing them as thumbnail

sketches in different media, you will be able to

control not only the space around your shape but

also the visual impact it has within the space.

22 EXPLORING DE:, 7 OPTIONS



Pick some simple shapes and

move them around the design

area. See which of these gives

you the most pleasing effect.

INTRODUCING SHAPES TO YOUR LAYOUT 23



C hoosing the right proportion for your shapes

CHECKLIST

How large or small is

the shape to be?

How much of the design

area should it occupy?

What position should it

take?

Make a viewing frame.

Experiment with the

viewing frame.

Produce thumbnail

sketches of your chosen

images.

Experiment with different

drawing media.

The next hurdle to overcome is how much ofyour

design area is to be filled with your shape. Is it to

occupy the entire area? Or will it be reduced

almost to a dot on the page? Naturally, the size of

your shape may eventually be affected by the other

elements or components of: the overall design, but

at this stage your first concern is to experiment

creatively.

To assist yourself in enlarging and reducing the

shape, make a simple viewing device by cutting out

a scaled frame that has the proportions of your

design area. Ifyou lay a drawn version ofyour shape

on your work surface and hold the viewing ixame

so that you can look at the shape through the frame

at different distances from your eye, you will find

you can reduce or enlarge the image ofyour shape

and the position it occupies. Try this first with a

simple plastic photographic transparency mount.

By now, what should be emerging is the feeling

ofenjoyment that is derived from controlling vis-

ual images. The next step is to harness this enthu-

siasm and express it on paper by producing the

drawings o{ your chosen images. Once again,

remember that you can change the balance and

effect ofyour images by using various media.

24
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1

a With the simple framing device,

try out some alternative design

arrangements. The examples

shown here represent only a few

of the shapes that can be used

for this exercise, as well as the

proportions they can be drawn to.

* *^k
CHOOSING THE RIGHT PROPORTION FOR YOUR SHAPES 25



B ringing the line and shape together

CHECKLIST

Make studies of your

line.

Make studies of your

shape.

Explore the balance and

imbalance of the two

elements.

Explore the weignt and

proportions of the two

elements.

Place the line in the

design area.

Offer up the shape to

the space around the

line.

Make final sketches

using a variety of

drawing media.

You are now aware of. the possibilities of mani-

pulating lines that represent headings and text and

shapes that represent photographs, illustrations,

and graphics. I now want to combine these ele-

ments in one space. Let us first look at the line and

the shape, which you can now bring together to

make a variety ofdifferent designs. The line can be

flexible in size, length, and weight. Similarly, the

shape can be enlarged or reduced according to the

ideas you wish to produce.

However, because each element will be per-

forming its own function within the design space,

it should take on its own identity and character. For

example, the line may be delicate and sensitive

whereas the shape may be bold and aggressive.

Experiment with, and play on, the opposing ten-

sions that the two elements offer.

Try drawing the line in your sketches first, using

different weights, lengths, and thicknesses. When
you have produced a number of these, offer up the

shape. You can, in fact, cut out the shape and, by

raising it to the eye, try out different proportions in

relation to the lines you have drawn and your

design area.

You can try this method in reverse, but I think

you will find it easier to place the line in position

first.

Once you have created some interesting alter-

natives, you can then approach them using differ-

ent media.

26 ^TIONS



Study these examples

carefully. Some alternative layouts

should begin to occur to you.

/
BRINGING THE LINE AND SHAPE TOGETHER 27



I ntroducing more lines to your design area

CHECKLIST

Choose the number of

lines to be used.

How will they be

organized?

Find a formal

arrangement.

Make thumbnail

sketches of your lines.

Vary the weight, size,

and proportion of your

lines.

Offer your shape to the

lines.

Now that you have explored the options open to

you with one shape and one line, I would like to

move on to the introduction ofmore lines. These

additional lines will represent body copy, with the

original line representing the heading.

The first problem you will encounter will be the

number of lines to be used; the examples on this

page will serve as guides. The next problem is to

come to terms with the way you wish to organize

these lines. Naturally, because they represent text,

there has to be a formal arrangement for placing

them within the design area. Finally, depending

upon the number of lines or the effect you wish to

create, you may want to divide these lines into

columns of text, such as you would see in any

newspaper or magazine.

The next part ofthe problem is the introduction

ofyour shape into the same design area. The pro-

cess you will use to establish the balance between

lines and shape will be no different from the

approach used on previous occasions, except for

one consideration. You will produce, as you have

done, the sketches ofideas, placing the lines in your

design area using different weights, heights, and

sizes. However, it is important to bear in mind that

your lines are better kept in controlled, measured

areas within your design area, appearing as neat

and calculated visual components.

Some of your lines can occupy most of your

design area, leaving just enough room for a tiny

shape, or, alternatively, the lines may occupy a very

small area, allowing more freedom for the placing

and size of the shape.

Finally, keeping the lines parallel, accurately

spaced, and in consistent patterns, use a variety of

weights and sizes. Once you have drawn up a num-

ber of options for your lines, you can introduce

your shape, scaling it up and down to get a feel of

how it functions in your design. By now you will be

familiar with different drawing media, so exploit

these for the most creative effect.

28 EXPU>' ,'PTIONS
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I ntroducing lines to various shapes

CHECKLIST

I Draw your shape first.

I Use a number of

different shapes.

I Keep the design area

consistent.

I Draw your lines on

transparent paper.

Try a number of

versions.

Offer these up to your

shapes.

Make a series of

sketches.

You will already have discovered that to some

extent the shape you have chosen will determine

the best layout for your lines. Now you should

experiment further, changing the design of the

shape and so affecting the visual decisions you have

to make regarding the positioning and the weight

of the lines.

In order to establish the position and weight of

the lines, you will first need to draw your shape in

your design area. Draw a number of shapes of dif-

ferent sizes, each in a separate design area, making

sure that the areas are of the same size.

At this stage you will need to look at the way

your lines are going to fit with the shape. A simple

method is to draw your series of lines on transpar-

ent paper and offer these up to your design area to

assess the most effective layout. Naturally, this

method can be repeated using different weights,

thicknesses, and lengths ofline. Some designs may

even benefit from the lines following the contours

ofyour shapes. With the overlay method described

here you can experiment extensively without hav-

ing to come to final creative decisions until you are

confident that you have exhausted all possibilities.
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See which of the examples

shown appeals to you the most.

Take this idea and experiment

with some alternative options.
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L aying out and positioning the line as a heading

CHECKLIST

Take a random selection

of letters.

I Render the letters

between parallel lines.

Produce a number of

examples.

Produce these on

transparent paper.

Practice with the spaces

between the letters.

Vary the thickness and

density of the letters.

Carry out visual

experiments within the

design area.

So far you have dealt with lines and shapes. As dis-

cussed, the lines represent words in your layouts.

You should now start working with letter forms on

a line that represents words. This presents a major

hurdle to overcome, simply because so far you have

been looking at shapes and space in order to make

aestheticjudgments. Now, however, the introduc-

tion of familiar forms presents another problem —

namely that the letter forms themselves will also

pose a challenge to your visual judgment.

So that you recognize the problem for yourself,

I want you to take a random selection of capital let-

ter forms and use the visual examples on this page

as guides. Draw two parallel lines and render your

letter forms between the two lines, staying within

the confines of the lines and making sure that the

letter forms within your examples are drawn to the

same size. These can be produced on the trans-

parent paper to be offered later to the design area

for assessment.

Some consideration should certainly be given to

the spaces between the individual letter forms,

since these also become an essential element of the

overall visual balance.

By using various thicknesses and density in your

drawing media you will be able to make different

impressions and marks, producing different

effects for your letter forms.

To get a feel for the heading within the design

area, move around the various options you have

created until the satisfactory positions become

obvious to your creative eye.

CFHKNP
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The examples shown here are

all based around the same style

of type. Try some alternatives with

different styles of type to assess

the visual effect.

CFHKNP
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C hanging the size and spacing of the headings

CHECKLIST

Enlarge and reduce your

letter forms.

Change the proportions

of your line of letters.

Move these around in

your design area.

Experiment with the

spaces between the

letters.

I Use different

instruments.

In order to develop these letter forms and explore

their creative possibilities, you should now begin

to enlarge or reduce the letter forms you have

chosen, making sure that they are all to the same

scale and size within each separate line of letters.

You have already experienced the placing of: the

line ofletters in a number ofpositions within your

chosen area. You can now begin to expand, con-

tract, and elongate the proportions ofyour line of

letters to see how much of the area you wish them

to occupy. The importance o^ this, as you have

already experienced with a single line, is to decide

how prominent the letters are going to be.

Balance the space between the line ofletters and

what is left in the design area. Look for the drama

you can create by producing bold letter forms and

for the subtleties possible with small and delicate

letter forms. Look at the spaces between the letters

themselves. See how far apart you can spread the

letters without loss of visual cohesion. Squash

them together until they become almost a solid

black mass. Again, try different instruments to see

what effects they create. Your creative judgment

should be pushed and pulled with the visual influ-

ences that are emerging within the design area.

CFHKNP
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To help you view the enlarged

letter forms, return to the viewing

device mentioned earlier.
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I ntroducing words as headings with lines for text

CHECKLIST

Consider the relationship

of heading to text.

Experiment with the

weight of text and

heading.

Experiment with the

space around the text

and heading.

I Try dividing the text into

separate sections.

Try out many

alternatives.

Most pieces of design work will include a heading,

which will probably be represented in a larger size

than the body copy that follows. The letter forms

with which you have been experimenting would

represent headings, and you can now consider the

problem of relating these to text. I shall focus upon

the balance between the two forms. There are

numerous combinations you can explore in creat-

ing a harmonious, dynamic, or sensitive balance

within these elements. For example, a bold, heavy,

and overpowering heading combined with fine,

delicate lines representing text will give the feeling

ofan important message being conveyed from the

heading, with sensitive copy to follow. Alternat-

ively, a modest heading of almost the same weight

as the text lines will describe a more sober and for-

mal approach to the message to be conveyed.

You have now established that letter forms are

used to convey images and messages.

Now move on to the design area. Although this

exists only as a white space, once again the visual

components in that area can be creatively balanced

to convey the image you are looking for. You must

experiment with the positioning and size of your

heading and lines within this area. Look at and

assess the effect you wish to create. You may need

to separate the text into divisions in this space. Try

out every idea, for only this can help you to dis-

cover new arrangements for yourself.

Illustrations 1, 2 & 3 show the

various techniques you can adopt

for rendering the lines indicating

the text. The first shows parallel

lines; the second is known as

blocking in type (or em-mg) and

the third shows the text rendered

m position. You can also show

just the first word and last used in

the text. This will give you or your

client a positional key to the

written matter.
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M aking shapes with headings and lines for text

CHECKLIST

I Draw some shapes.

I Fit your heading and

text within the design

area.

Try different weights and

sizes of heading.

Try different weights and

sizes of body copy.

Use the viewing device.

Produce some thumbnail

sketches using different

media.

You should now be aware that the heading and

lines tor text are already forming something

resembling a shape within your design area. I shall

now look at the manipulation or a heading and

lines combined to produce visual ettects of their

own.

At this stage, because you are dealing only with

letter forms and not with actual words, you are able

to divide your heading where you choose. This

gives you enormous creative freedom. In the same

way, you have no actual words in your text, and this

also allows you freedom to experiment.

There are now many more options open to you

in the design process. For example, you could

enlarge the first letter ot your heading, running the

rest ot the heading smaller, with a squared-otfslab

of light body copy underneath. Alternatively, you

could make pyramid shapes, circles, or diamonds,

or develop any one ot numerous other ideas.

Having enjoyed creating some interesting

shapes, you can now move on to posiriomng this

arrangement in the design area. I think it would be

helptul to return to using the viewing frame men-

tioned earlier. By moving this backward and for-

ward from your eye, you can establish both scale

and position within the design area. Once you have

some interesting arrangements, you should then

make some thumbnail sketches. Remember that

the media can also attect the visual balance ofyour

shape.

CFHKNP
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Here we have a selection of

alternative shapes made with lines

for text and letter forms for

headings. By changing the size,

shape and proportion of the

image, you should be able to

create some alternative ideas.

=CFHKNP=
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CHECKLIST

I Mark out a number of

design areas.

Cut out your shape in a

number of sizes.

I Move the shapes

around within the design

area.

Trace around the shape.

Draw in the heading and

text.

Fill in the shape.

Try this with different

instruments and media.

I ntroducing a heading and lines of text to a

single shape

You are now faced with the problem of bringing a

heading and some text together with a shape

within the design area. The shape, as I have said

before, will represent perhaps photography or

graphics. Remember, the role of these elements

will be to perform their own function within the

design. For example, you may wish the shape to

play only a secondary role and the text to be promi-

nent. Alternatively, the shape may occupy almost

the entire design area, whereas the heading and

text are merely readable. It is up to you what effect

you wish to create. The weight and fullness ofyour

design, or even its emptiness, are under your con-

trol, as have been all the creative and visual deci-

sions so far.

In order to test the possibilities, as you have pre-

viously done with your thumbnail sketches, you

should mark a number of design areas on your

paper to serve as sketching areas. Next, cutout your

shape in different sizes to represent the graphics.

Take these cut-outs and move them around within

the design area, bearing in mind all the time where

you wish to place the heading and text. When you

arrive at an appealing arrangement, trace around

the shape, draw in your heading and text, and fill in

the shape; you should be left with a design to con-

sider. Produce many alternatives so that you can go

through the selection process, and once again, try

out different media.
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In addition to playing around

with headings, text and shapes

you can change the appearance

of your design by the instructions

that you give to the printer. The

examples here show you some of

the alternatives. Top left has the

solid lines and shapes overlaid on

to a tint. The shape in the

example top right is enlarged to

the size of the design area and

the text and headings are

reversed out of the shape; in

contrast to this bottom left ias

the text and headings overpnnting

!ne snaDe. Another approach

shown bottom right is to reverse

the lines or shape out from a tint

o1
=====
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I ntroducing headings and lines of text to

various shapes

CHECKLIST

Mark out a number of

design areas.

Produce some headings.

Decide on the form and

position of your sub-

headings.

Indicate your text as a

series of lines.

I Make a number of

studies.

Consider their balance.

Introduce your shapes.

Experiment with the

interplay of shapes and

text.

Whereas some designs have only a single heading, calculated way from your shapes. Remember,

others require additional headings, known as sub- whatever you do, you are looking for an interesting

headings. These raise a number of problems. First, visual interplay between these elements,

the headings and sub-headings will need different

emphasis. Second, your text will need to be a still

different weight. Third, you are going to have to

make decisions on how much space you need

between your main headings, sub-headings, and

text. Finally, you will have to decide where the text

is to be split and whether it requires more than one

column. Only now can we introduce another fac-

tor — a shape or a variety of shapes.

Naturally there will be many creative alter-

natives and ideas emerging from the interplay of all

these elements. Do remember that I have discussed

many methods of experimenting with shapes and

forms, so use these methods.

How, then, do you tackle the problem of putting

your ideas down on paper?

The headings will be produced once again as a

series of letter forms. Your sub-headings can be

either heavy lines or a formation of smaller letters.

Your text will once again be a series of lines.

The balance between these elements should be

considered first. Once you have realized some

pleasing layouts you can then consider the shapes.

These can be cut out and moved around the design

area. At this stage you may wish to run the text

around the contours of your shape or shapes,

merging them with harmonious unity. Another

option may be simply very formal columns of text

surrounded by measured space and separated in a
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Try out some alternative

layouts using perhaps just one of

the examples shown on these

pages.
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B ecoming aware of different typefaces

CHECKLIST

I Familiarize yourself with

different typefaces.

I Experiment with upper

and lower case letters.

I Draw parallel lines for

upper case letters.

I Do the same for lower

case letters.

I Practice with a chosen

typeface.

I Render the letter forms

in position.

I Position your line of

letters within the design

area.

Analyze the final effect.

You have looked at the use ofletter forms to repre- The other point I have not yet covered and

sent words and by now have had some experience which you must consider is the use of capitals,

of drawing them to create different visual effects, known as upper case letters, in conjunction with

When you are preparing a layout using words, you the small letters, known as lower case. Naturally,

will, in fact, need to be familiar with the typefaces when you draw a line of type for your heading you

that are available. will draw to the height of the capitals. Assuming

Typefaces are the different styles of letters as that the heading will be in upper and lower case,

they are printed. It is essential that the typeface you should also draw in the line for the placing of

chosen for, say, a heading be consistent throughout the lower case letters.

that heading and that the typeface chosen for a You are now ready to select a typeface. Lightly

piece of body copy also be consistent throughout, draw your parallel lines for upper and lower case

Usually you will choose a typeface by looking at a letters, and imitate visually with selected letters the

whole alphabet of letters in the same typeface, so typeface you have chosen. When you are confident

that you can see for yourself the style and image with this procedure you can then test it in the

created by each individual letter as it appears in design area. Look very carefully for the interplay of

that typeface. letter spacing and the white space of the design

There is an enormous range of typeface styles area,

available to you, giving you tremendous creative

freedom to express your ideas. Although you need

to be consistent with the style of typefaces you use,

you will often find that one style of face has many

different weights. You may even find that there are

also condensed or expanded versions of the same

face. For example, a popular typeface known as

Helvetica comes in an enormous choice and range

of weights, sizes, and variations.

Helvetica Helvetica

ntetefeai
Helvetica

Helvetica

Helvetica Helvetica
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Helvetica

Helvetica

I have chosen to use just one

example of type style for this

section. You may wish to explore

a number of alternative typefaces

to assess their visual possibilities.

Helvetica Bold, u/lc. Helvetica Medium Italic, u/lc. I Helvetica Medium Condensed,

u/lc.

HELVETICA

HELVETICA

-t e'.ca Medium Extended, Helvetica Medium Outline, Helvetica Medium, caps Helvetica Light Italic, caps.

u/lc. u/lc. (capital letters).

HELVETICA HELVETICA

' He .e: :a Bold Condensed. Helvetica Bold, caps. Helvetica Medium Outline,

caps.

Helvetica Extended, caps.
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T ypefaces for headings and text

CHECKLIST

Concentrate on one

typeface style

Choose a bold and a

light face.

Explore weights of type

for headings and text.

Experiment with

centering and ranging

your text lines.

Compare headings and

body text for balance

and imbalance.

I Left Samples of just some of

the typefaces in the Helvetica

family are shown set as blocks of

text and positioned in different

ways with varying spaces

between the lines.

Opposite Various possibilities of

Helvetica headings are combined

with rendered text. Think about

how the weights and shape of the

text will work with the different

headings

Until you become fully familiar with the range and

scope of typefaces and the ways of mixing styles

within a single design, you should practice by

exploiting the potential ofonly one generic group

of faces so that you can gain a fuller awareness ofits

creative possibilities. At this stage, you should find

a bold face and light face within the same typeface

style.

To begin with, produce the heading in the bold

face and indicate some lines oftext, which will nat-

urally be smaller, in the light face. You need only

indicate the first few letters of the text — the rest

can be drawn as lines. It is time that you started to

realize also that the lengths of lines in your text

may vary. There are three main ways of positioning

these lines. Centered copy means that the lines will

be balanced equally between the right- and left-

hand sides. Ranged (or flush) right means that the

lines of copy all end equally on a vertical line at the

Nos amice et nbevol, olestias Nos amice et nbevol, olestias

access potest fier ad

augendas cum conscient to

factor turn poen legum

odioque civiuda Et tamen in

busdam neque pecun modut

est neque nonor imper ned

libidmg gen epular religuard

cupiditati quas nulla praid om
undant. Improb pary mmuit,

potius inflammad ut coercend

magist and et dodecendesse

videantur Inviat igitur vera ratio

bene sanos adzum lustitiam,

aequitated fidem Neque
hominy infant aut muiste fact

est cond qui neg facile eff icerd

Helvetica Light, u/lc, centered.

access potest fier ad augendas

cum conscient to factor turn

poen legum odioque civiuda. Et

tamen in busdam neque pecun

modut est neque nonor imper

ned libiding gen epular re-

liguard cupiditati quas nulla

praid om undant. Improb pary

minuit, potius inflammad ut

coercend magist and et

dodecendesse videantur. Inviat

igitur vera ratio bene sanos

adzum iustitiam, aequitated

fidem. Neque hominy infant aut

Helvetica Roman, u/lc. justified.

right-hand side, whereas the lines on the left-hand

side remain unequal. Ranged (or flush) left gives

you the opposite of ranged right; it is also known as

ragged right. The visual examples shown on this

page will clarify this.

Draw your typeface for your heading and try

some different weights and sizes. Draw some

examples for the text. Again, try different weights

and vary the sizes. When you have exhausted the

possibilities within the style o^ typeface you have

chosen, place the heading and text together. See

how they compare and balance, and allow your

creativity to guide you to those that work best.

Clearly, some combinations will be visually disas-

trous, whereas others will appear so natural and

sympathetic that you may almost overlook them.

Try making interesting shapes with your area of

type, following the guidelines I have discussed.

Nos amice et nbevol,

olestias access potest fier ad

augendas cum conscient to

factor turn poen legum

odioque civiuda. Et tamen in

busdam neque pecun modut

est neque nonor imper ned

libiding gen epular religuard

cupiditati quas nulla praid

om undant. Improb pary

minuit, potius inflammad ut

coercend magist and et

dodecendesse videantur.

Inviat igitur vera ratio bene

Helvetica Medium, u

(ranged left).

Nos amice et nbevol,

olestias access potest fier

ad augendas cum

conscient to factor turn

poen legum odioque

civiuda. Et tamen in

busdam neque pecun

modut est neque nonor

imper ned libiding gen

epular religuard cupiditati

quas nulla praid om
undant Improb pary

minuit, potius inflammad

Helvetica Bold, u/lc, -
-

(ranged right).
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Helvetica

Helvetica
Or? 4M ci- we yot
quod a dtcfB **fri
SCSb <?uc Htnfrse

EAUSLA QUARTO pTIS
NO>?EUUOVA(?C>iSET

qudoS rr aiGAG (joint _

I Helvetica ught, u, Ic, text justified Helvetica Roman, u/lc, text justified. Helvetica Bold, u/lc, text r/r.

C>«d^ pun qui regime

ntt to cue K««l(s •vC*""0

etr» v«»3ole *»t

Helvetica

5g
nn

[fuH

eauswuhoo «o« rr

I I

Helvetica Extended, u/lc, text centered. I Helvetica Outline, caps, text r/l. I Helvetica Bold, caps, text, r/l
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iI ntroducing more typeface styles

CHECKLIST

I Become familiar with

serif and sans serif

faces.

I Be aware of the

measurement of type

size.

I See how many different

styles of typeface you

can discover.

Experiment with mixing

typefaces.

Assess the designs you

have made.

You are now aware of typeface styles, and I have

mentioned that there is an enormous range avail-

able. This range is divided into two main cate-

gories, namely serif typefaces, which have short

lines extending from the upper and lower ends of

the strokes of some letters, and sans serif, which

have none. These typefaces come in different sizes,

which are mathematically divided by a system

known as point size. Body copy would normally be

anything from 6 point type to 12 point type. You

can see this for yourself by studying some type-

sheets, which may be seen in typography books and

graphics suppliers' catalogues. By comparing the

amount of copy you have with that printed in a

magazine orjournal you can get some idea ofhow

much space you need for your copy.

The beauty of type is that it is ready-made tor

you to select according to your requirements, and

it comes in all manner ofvisual styles enabling you

to create whatever image you wish.

It is also creatively exciting to look at mixing dif-

ferent styles of type within one design. For exam-

ple, you can now produce that really bold

aggressive heading using a solid, heavy type,

against the soft and sensitive appearance of the

body copy, merely by choosing a light and sensitive

face. However, beware: there will be times when

typefacesjust do not mix, and these you will have to

discover. Remembering everything you have

learned so far, explore the range of possible and

impossible combinations by experimenting.

Antique Olive

BEMBO
Futura r^+;™^
Bodoni Optima

Rockwell
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Optima

BEMBO

Futura
Optima Light - C text, r/ 2mbo, caps, text justified. Futura Medium, u/!c, text centered.

Antique Olive

AntiqueC e Romar j : text Bold, u/lc, text, r/ Bodmi, u/lc. text. r/r.
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CHECKLIST

I Extend your knowledge

of the typefaces

available.

I Choose a number of

objects.

I Choose a typeface to

describe each object.

I Apply your chosen

designs to the design

area.

Enlarge and reduce the

space these occupy.

Produce a number of

versions in different

media.

C hoosing the right typeface for the design

So far I have disregarded the purpose of the design

and asked you merely to make aesthetic judg-

ments. Perhaps you should now consider the func-

tion and application of your design, because these

must influence your visual decisions. In other

words, what is the most appropriate typeface for

your design? As an example, imagine you are

designing a poster for a company manufacturing

concrete, and the heading to be used is the word

"CONCRETE." Naturally, you are not going to

look lor the most delicate and timid of typefaces,

because o{ the nature of the word, and the com-

modity itself suggests boldness and strength. By

contrast, an exhibition of flowers would naturally

inspire another approach.

Although the examples I have used here are

obvious, there is still a great deal ofscope for subtle

alternatives in your creation.

To discover the vast range of possibilities for

yourself, I suggest you spend some time choosing a

variety of visually tempting objects that can be rep-

resented by a word or words. Choose for each of

these a typeface that not only expresses the essence

of the object but also conveys visually a sense and

feeling of the object. Now apply the words to the

design area, remembering that proportion and

scale will affect the way your visual meaning is

being conveyed. Revert to the viewing frame to

assess how much space should be allowed to sur-

round your word or words.

Experiment with different media to see how the

tonal effects will redefine the meaning.

CONCRETE

Ryer Sola. caps.

OPTIONS



Canceiiaresca Script, u/lc.

URGE

Compacts, caps.

STOP

Cameo Rimmed Condensed, caps

: Condensed, caps. Charrette, caps. Slogan, u/lc.
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A dding a single color to headings

CHECKLIST

Choose appropriate

colors for the subject

matter.

Test various colors to

see how they appear in

your design area.

Link your color to the

size and proportion of

type.

Choose your media

carefully before starting.

Experiment with

professional coloring

media compatible with

printers' inks.

Make a selection of

studies for assessment.

Naturally, there will be situations when you will be

able to produce a heading using a single color. This

again needs to be considered very carefully. Let me
return to my example. The word "CONCRETE"
may be produced using color. Clearly, some colors

can be instantly rejected as inappropriate for the

subject. Pink, for example, would convey the

wrong image. On the other hand, it might be

ideally sited to the flower exhibition. The final

decision on what is appropriate will be determined

largely by the nature ofthe object to be represented

and the context in which it is to appear.

Another consideration should be the weight of

the type ofyour heading. Should you wish to use a

light color, pay special attention to the size and

proportion of the type since this may prove

unreadable if it appears too faint.

You will also need to work with color media and

instruments. You will benefit from starting with

colored pencils before moving on to more expen-

sive markers, although it is useful to note that now-

adays the markers are obtainable in a range of

colors that are compatible with printers' inks.

ALARM
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R eversing letter forms out of a single color

CHECKLIST

I Choose an appropriate

typeface.

I Create some interesting

shapes to surround your

type.

I Draw your letter forms

within the shape.

I Fill in the color around

the letter forms.

I Alternatively, fill in the

solid color and white out

the lettering.

I Move these around

within the design area,

enlarging and reducing

them.

A usetul method of contrasting your letter forms in

the design area is to reverse them out of a solid

color, leaving the letters themselves as the white of

the paper. Some interesting shapes can be created

around your letters, and this method is widely used

in the creation of company logos, magazine covers,

headings on posters, and so forth. The advantage of

this approach is that it will give you an opportunity

of making a special feature out ofyour important

heading.

To achieve this effect you can first draw your let-

tering and fill in the color around the image. Alter-

natively, you can produce a solid color in

permanent markers and white out your lettering

using a brush and designer's gouache. Again,

experiment with the proportions of the reversed-

out text within the design area.

Reversal

1MEO
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A dding colors to text

CHECKLIST

I Plan the layout of your

text.

I Choose a suitable,

readable color.

I Decide where the color

is to be used.

I Make use of shades of

color.

I Experiment with graphic

effects.

! Produce initial color

scribbles.

Produce color sketches

within the design area.

Moving on from the use of colors within headings,

you should now explore the variety of effects that

can be created by adding color to the text. When
considering your choice of colors pay special

attention to their readability. Some colors may

prove inappropriate or unreadable. There are,

however, some interesting creative experiments

you can try with your colors. For example, you may

wish to separate more important information with

the use of a color.

You may also be able to use two tones of the

same color to give a different visual emphasis to

various parts o{ the copy. You may even wish to

separate your copy and reverse one section out ofa

colored shape. There are any number of creative

formulas you can experiment with.

Before attempting to produce elaborate ideas,

you are well advised to produce some simple color

scribbles to formulate the basis of your idea. This

will also help you to determine the use of the

design area.

Finally: a carnival of color is not always the best

way to present a design, and the subtle use of com-

patible colors or shades of one single color can

often create the most dynamic effects.
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U sing color in headings in text

CHECKLIST

Decide on size and

shape of heading.

Decide on shape and

form of text.

Decide on the colors

you wish to use.

I Decide on the

arrangement of those

colors.

Experiment by seeing

the overall effect as a

pattern.

Explore the use of

space within the design

area.

I have discussed headings and text separately, and

you have explored various color arrangements and

options. You can now decide how to bring these

two elements together. Creatively there are any

number of ways you may wish to combine colors

in text and in headings, but the nature of the pro-

ject or the material you are trying to communicate

may limit your options. At this stage, you should

experiment extensively, even varying the colors

used within one word if this pleases you. You are

the creative source of this piece of work, and you
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will find out what is possible only by attempting it.

You can create visual patterns with dabs of

planned colors. View the words as a mosaic of

marks and see what you can exploit from this

framework.

Finally, make use of the space and tension

within the design area and allow them to dictate

somewhat the final size and proportion o( the

work.

Continue to explore the use of different-sized

typefaces and even different typefaces.
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B ringing type and illustration together

CHECKLIST

Choose some
illustrations to work with.

Cut these out.

Experiment with these,

making any changes

you wish.

Offer your illustrations to

the text.

Make some interesting

patterns with text and

illustrations.

Coordinate color of text

and illustrations.

Make some sketches

and layouts.

Assess final selection of

designs.

The freedom of combining type and illustration

lies in the ability to control both visual effects,

allowing them to evolve together in a complemen-

tary fashion. The beauty is that, at the early stage of

the design, one can predict the style,shape, colors,

and size of not only the illustration but also the

text. You can consider them both as separate ele-

ments, allowing each to make its own stand. You

can integrate the illustration into the text by con-

trolling its shape and color, or you can plan to over-

lay or integrate the text into the illustration.

How do you define illustrations? These are the

drawn or painted elements of your design which

are either commissioned or produced as original

ideas by yourself. The form in whch they are going

to appear is for you to decide, and your choice is

infinite.

To experiment with these elements 1 suggest

that you find some illustrations you like in a maga-

zine orjournal. Cut these out and use them as the

basis for your design. Naturally, you can alter any

element you wish, changing the color, shape, and

size. The next thing for you to do is to practice

applying headings and text. This can be quite sim-

ply done, using the knowledge you have already

gained. There is no magic formula; it relies on

excellent use of the space.

Explore cutting the illustration into segments,

dividing up the text to fit the shapes of the illus-

trations. Allow the illustration to overlap the

design space. Try all that is possible by producing

small sketches first, and make use of the viewing

device and possibly even of cut-out shapes.

NEWYORK

Airbrush
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NEWYORK NEWYORK

- a: color gouache without black outline. Watercolor

NEWYORK NEWYORK

i i: .,s.a
\ / - \t

Black pen and ink with color,

The examples shown here are

a good visual guide to how the

same image can be made to look

different, simply by using

alternative techniques. You may

wish to try other illustrations

yourself to express the idea. As

you can see, the final printed

poster made use of the flag as its

central theme.

Zz \ .'- :';.'-" I Black line dot and stipple.
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CHECKLIST

Collect a good selection

of photographs in black

and white and color.

Cut these photograpns

into interesting shapes.

Make sure you do not

lose the vital

information.

Move the photographs

around the design area.

Use your viewing device

to assess scale.

I Make some sketches of

the photographs, adding

text to the design area.

Try producing your text

on transparent overlay

paper.

Position this over your

photographs.

Make some final

sketches for your

assessment.

B ringing type and photographs together

When producing a design with photographs, you

need to adopt a slightly different approach from

when you use illustrations. Photographs offer you

another means of creative expression, but first you

must know what is possible with your photograph.

Normally, photographs are in full color or black

and white and will be displayed in a straight-

forward geometric shape.

Nevertheless, there are some creative alter-

natives when using photographs. They can be cut

out around the subject; they can be produced in a

single color such as sepia; they can be vignetted,

which means that the edges are softened so that the

photograph disappears into the paper. Photo-

graphs will most often depict reality, which limits

you slightly by requiring you to draw realistically

or find suitable material in the initial stages of your

design. I suggest that you find your examples in

magazines orjournals and build up a library ofpic-

tures, filed in various categories for future use.

The text and headings will be manipulated in

the same way as you have done with illustrations.

Often, though, some of the most attractive com-

binations of type and photographs are those that

are kept sparing and rather formal. Ifyou are using

color on your type it may perhaps be better to limit

the color in your photographs and vice versa. Try

experimenting with the photographs you have

found. It does not matter if you make mistakes at

first, for there is an endless supply of visual mate-

rial. For the sake ofconsistency in your design, you

may be able to imitate the appearance of a photo-

graph with a black and white or color sketch, add-

ing the type to this to give the overall effect ofyour

design.

Light sources are mixed for a 'sunny' effect.

EXPLOF- PTIONS



On these pages you can see

just a few of the ways in which

the same subject can be made to

look very different simply by

changing the lighting on the

objects or by varying the

technique used when

photographing.

5 jSeO T0' 3C 'OC^S A multi-image photograph using a split pnsm multi-image lens.

- standara : 3C ; : nrte pr jtograpt This black and white photograph is sepia-toned and vignetted.
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From these three illustrations photographs and illustrations. You

you will have some idea of how will discover the sensitive balance

this section develops into the use necessary m relating text to visual

of actual headings related to matter.
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SECTION TWO

THE VARIOUS AREAS OF DESIGN

The purpose or graphic design material is to com-

municate ideas, messages, visual statements and,

occasionally, pure aesthetics. Most design work is

specifically geared to the sale or promotion of the

product or service it is projecting, and at present

the industry is developing rapidly because compe-

tition among the manufacturers of goods and

suppliers or services is increasing.

Each individual organization is attempting to

establish a unique image and to promote its goods

or services in an original but elective form to com-

municate with its intended market. The research

that goes into deciding the characteristics of the

market will also influence the graphic approach to

the form in which the design material is presented.

This research will also clarify the medium for

which the work is intended.

The form the graphic work will take could tall

into many categories. First, most organizations

require an "image". This would normally be pro-

jected through their stationery, and it may even

influence the style and format of internal docu-

ments. If the company manufactures products,

these will need to be packaged, and the packaging

will be influenced by graphic images. Even the

deliver)' trucks will be styled to be in keeping with

the overall image.

It it is a service company, or perhaps a publisher,

it will handle book covers, magazines or brochures,

which all have to be designed, whereas restaurants

and shops require menus, pricelists and shop-front

designs. And ifa company decides to have a stand at

an exhibition, the graphic content of the stand has

to be designed. These are just some of the areas in

which graphics are used, but possibly the largest

single area, and the one that offers the greatest

scope for ideas, is advertising. It covers posters,

newspaper and magazine advertisements, promo-

tional material, which will come in the form of

showcards and point-of-sale displays, direct mail

leaflets, and, finally, the glamorous area ofTV and

film.

In the following pages I will show some exam-

ples of these areas of work, together with some of

the finished pieces, which you can analyze and

assess the decisions that have to be made.

MAKING A FINAL DECISION
The decision a designer arrives at is always subject-

ive. There is never a right or wrong decision, only

the one that works for the subject, the client, and

your own creativejudgment. There will always be

alternatives, which is why you should always

present more than one idea for any singlejob. I sug-

gest that you always produce a range ot solutions

and present them to the same high standard.
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D esign and composition

Below The illustration shows a

formal, measured layout of type

as set on a typical page. This is a

five-column setting, but the page

could easily have been divided

into more or fewer columns. This

form of layout is known as a grid.

Although the grid is formal, the

order can be interrupted with

graphic devices, photographs or

illustration.

A Tint band for first letter

of heading

B Base line for heading

C Base line of first line of text

D Central gutter

E First column of five-column grid

F Actual page size

G 1
• band for folio

H Base line for folio

I Type area

- ^d page size

K Base line for Running Head

L Text line numbers

Sometimes, when you are struggling with a piece which will give you the framework for your text,

of design work, it can be helpful to apply some Beware, however, of thinking too symmetrically,

rules to the organization of the various elements, for the design can easily become predictable and

Although this will not guarantee a perfect arrange- dull. You can always introduce interesting subtle-

ment, it will give you a framework in which to ties into a formal design space to make a more

operate. dynamic image. Other aspects ofcomposition you

Two main definitions that are commonly should consider are the balance ofcolor within the

applied to composition in fine art can also be design area and the depth that can be introduced to

applied to design. First, composition is the give the whole design a third dimension,

arrangement of various elements to express a Finally, the use ofa viewing device, or two inter-

feeling decoratively. Second, composition is an locking L-sections, can often help you in your

arrangement ofthese elements to create a satisfac- compositional decisions.

tory whole, giving balance, perfect weight, and In the following pages pay special attention to

poise to those elements. the way the designs have been arranged; by iso-

The design may often have to be arranged lating the use of the formal shapes in conjunction

within a rigid framework, especially when it with the other elements you should begin to see

involves a great deal of text. This can be achieved by some of the patterns of construction involved in

drawing a series ofequal columns, known as a grid, effective design.
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THE GOLDEN MEAN
For centuries arrises have struggled ro rind a form-DO
ula tor the perfect division ot the picture or design

area. Yirruvius. the Roman authority on architec-

ture, devised the method known as the Golden

Mean — sometimes referred to as the Golden Sec-

tion. Realizing that there was a need to divide up

space into equal sections to arrive at a pleasing aes-

thetic ettect. he developed a system of

mathematical calculation or picture division.

Although the calculation itself: is iairly complex, it

is based on the general principle of viewing a rec-

tangular space as being roughly divided into thirds

both vertically and horizontally. By placing the

main elements ot your design on one ot these lines,

vou will become aware ot the balance created

between those elements and the rest ofyour design.

For example, it your design incorporated a picture

of a church, you might use the spire as the tocal

point, placing it so that it appeared exactly on one

ot the two vertical dividing lines. The rest of the

picture area would then relate back to this domi-

nant element.

You will see this for yourself by studying some

ot the designs shown in this book.

A/ALKY
Edited by

JAMES LAWFORD,
Techniques.

AND
TRlUiMPHS OF THE

MILITARY HORSEMAN:
THE STORIES

OF THE GREAT CAVALRY
REGIMENTS,

THEIR
COMMANDERS,

THEIR
CELEBRATED ACTIONS.

Left This book cover f

Cavalry (published by Purnetl

Book Services Ltd, 1976) makes

obvious use of the Golden Mean.

B A

'

a 'jler, draw a line AB.

I Je " :
. ntc "/.o equal lengths.

. xnpass oomt on B and

Ira a 'A circle to find point C.

Draw a line from A to C and

with the compass point on C draw

an arc from B to meet line AC and

to create point C

Place the compass point on

point A and draw an arc from D

down to AB to create point E.

This exercise will help you

quickly to establish a method of

dividing up the design or picture

area into the sections known as

the Golden Mean. With a ruler and

compass, any length of line can

be divided into the proportions of

the Golden Mean.

You have now divided AB into

the proportions of the Golden

mean. Continue these divisions to

divide the picture plane both

horizontally and vertically, thus

giving you the proportions to help

with the composition of your

design.

DESIGN AND COMPOSITION rr



D eciding on the size and shape to work on

CHECKLIST

I Consider the medium for

your design.

I Consider the purpose of

the design.

I Seek out the restrictions

governing the size of

your design.

I Remember that the

shape of your design

can be controlled by the

design process.

I Avoid awkward shapes.

Try to keep your paper

sizes economic.

Whenever you are faced with a design brier, it will

normally include the medium for which the

design is intended. It is safe to assume that if you

know the purpose of the design and the medium in

which it will appear, the parameters influencing

the shape and size of the finished work will be

apparent.

There will also be rules governing the sizes of

specific projects. For example, ifyou are designing

a poster, you will naturally have to consider where

it is going to be displayed and whether there is a set

format lor the size ofthe work. The same will apply

to advertisements that are bought according to

size, packaging that has to accommodate its pro-

duct comfortably, brochures or stationery that

have to fit into standard-sized envelopes, and

books that need to be displayed on standard book-

shelves. So you can see from this list that there are

going to be some elementary restrictions govern-

ing the size you work to.

The shape of your design poses further prob-

lems, most of which can be controlled within the

creative process. For example, ifyou wish to use an

unusual shape for your book or brochure this will

have to be achieved by the cunning control of the

central area of vision. It may be impractical to

create, say, a circular-shaped book, but by using

optical devices, you can imply this shape in the way

you present your design. In other words, you can

create shapes within shapes.

There are also a few financial factors governing

shape. Unusually curved cuts or impractical shapes

are expensive to produce; similarly the unecon-

omic division of paper sizes can be expensive since

it causes unnecessary waste.

This design is a good example

of how a shape can be changed

optically by placing a shape within

a shape.
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Left The distinctive graphics in

these designs overshadow the

paper size by being very bold and

punchy.

:EYE
GEL

Above In this piece of work

you can see the versatile way in

which interesting shapes are

combined to form a three-

dimensional show card.

Left It is sometimes possible

to create something out of the

ordinary, and the shape of this

book illustrates the freedoms you

should explore.
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D eciding on the position of one heading

CHECKLIST

I Consider the subject

and what it

communicates.

Consider the positions

for the heading.

Try some alternative

sizes of type.

Try some alternative

positions.

Study the selection of

possibilities shown here.

Compare you own
choice with the printed

design.

Now you will be analyzing actual examples of

graphics and assessing the conclusions and deci-

sions to be made within the design process. As

previously stated, there is no right or wrong deci-

sion; there is only the one that is acceptable and

that works. In the example on this page, the

designer had to make a decision regarding the cul-

tural, visual nature of the subject or product and

also consider the desire of the company itself to

communicate. In the poster you can see that

simple, modest typography, used in a fashion that

imitates the space and tension of ancientJapanese

prints, achieves a natural sympathy with the

climate, culture, and country.

Clearly, with such good visual material, the

heading need not dominate the space, for the pic-

ture itself encourages you to find out more. This

particular example plays very much on the aes-

thetic interplay ofhorizontal and vertical tensions.

There are numerous alternative options open to

the designer, many of which are perfectly valid but

would offer a differentway ofsolving the problem.

It is up to you to find the solution that you feel

resolves the problem to the best advantage.

In addition to the poster, a number of alterna-

tives are shown. Study these, making a mental note

o( the subtleties and aesthetic arrangements that

work for you. Never lose sight of the main factor

the design must relay a commercial message.

Now try some alternatives for yourself,

improving on the ideas shown here.

Left and far left "hese

posters make dramatic use of

space, with a single heading

positioned almost as a signature

or symbol of the space itself.
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Right n this :rs:~ ;~e arge

r the flower dominates

. a owing

the words to be displayed almost

y.ely. and to complement

the picture area.

Below This formal design

:' and

i n which the

are displayed in

the same position on

3 this gives a

corporate identity to the product

nnge

Above This piece of work

elegantly echoes the designs of

the past, making use of geometric

patterns, and a simple color

combination, carefully spaced on

textured paper. The central panel

has been embossed on a lighter,

printed green panel. This shows

extravagant use of both materials

and print methods.
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D eciding on the position of two headings

CHECKLIST

Choose some different

typefaces.

Balance the weight and

size.

Arrange these, making

different shapes.

Invent some methods of

division.

Think of a heading as

an illustrative element.

Think of some
alternative designs.

Make some thumbnail

sketches.

When the main element of the design revolves

around two headings or statements, the problem is

to decide which of them requires greater promin-

ence. Naturally, one wishes to make the most

interesting and effective design, but a decision has

to be made as to which, if either, of the headings

needs the more prominent position.

The next consideration will be the space that the

words are going to occupy and also the style and

image that the subject is intended to commu-
nicate.

By comparing different typefaces, sizes, and

weights you will be balancing these elements visu-

ally, at first by trying to make these decisions in

your head. When you discover an arrangement

that you think may work, you will need to sketch

this for further development.

Looking at the series ofpaperbacks on this page,

you can see that the visual balance of the words is

The headings here have been

proportioned to give shape and

weight to the visual material. Your

eye is automatically brought down

from the mam heading to the

central image by means of a

triangular device so that you

receive the visual and written

message simultaneously.

separated by several devices. The first and most

obvious is the change ofweight of the typeface to

give greater emphasis to one aspect ot the informa-

tion. Second, the horizontal lines act as a graphic

divider, separating the headings. This also, incid-

entally, is used as a unifying element to connect the

designs in a house style.

The next aspect of these designs is the way the

type is applied. Each element has been centered

VISIONS



proportionally in its design space, thus allowing a

feeling or freedom and air around these very

formal shapes.

Finally, the overall impression is one ofgraphic

shapes and weights, not merely of words.

The other example shown here makes use of

both texture and three-dimensional space. The

main heading dominates the design area and forms

a vertical, rectangular illustration that merges with

its surface, while the second heading almost floats

above the surface, separating itself from the main

title. This is another way of viewing the design

space and one in which the two levels are deliber-

ately used to create tension in visual depth.

By the use either ofpure type or oftype manipu-

lated to become an illustrative element, which

would have to be drawn or photographed, you

have alternatives in creating your design.

Left These coordinated packs

keep the main heading constantly

in focus while relying on the

secondary heading to convey

details of the contents. The

company logo in its distinctive

frame retains its predominance.

Above The two headings

displayed in this advertisement set

up a tension that leads you

diagonally across the area from

top to bottom.

Left This poster combines

illustrated lettering, which shouts

the main message, with a more

serene description, presented very

graphically in the squared-ofl

formula, in the bottom right-hand

corner.
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P ositioning multiple headings

CHECKLIST

I Determine the size and

proportion of your

lettering.

I Try a number of

compositions.

I Introduce color.

I Introduce the other

elements.

I Experiment with the size

and position of these

elements.

I Introduce color to these

elements.

I Study the alternatives

shown here.

I Compare your own

choice with the printed

design.

When you are faced with the prospect of com-

municating a lot of information of more or less

equal importance, you will find certain restric-

tions. First, how large does the wording need to be?

How much ofthe design space will it occupy? How
do you lift elements out of this working without

disrupting the harmony ofthe layout? Finally, how

do you create a design that puts over the nature of

the subject with feeling and sensitivity for the pro-

duct or service?

Your initial decision will be to determine the

size and proportion of your lettering. This will

determine how much of the space you have left.

Your next option is to try some alternative layouts

or compositions. You can then alternate the weight

and feelings generated by the space with the subtle

application of color. When you are satisfied that

the main areas oftype are established, you can con-

sider the other elements. In the case of the

conference poster shown on this page, a formal

block of type has been created, which occupies

about two thirds of the space. The weight of this

has been softened with light, spacious type, and

subdued shades. The final line of this type, pro-

jecting the theme, is lifted skillfully offthe surface

by the use ofanother color. The leafshape, occupy-

ing the lower part, acts as a natural textured

contrast to the classical, sculptured lettering. This

is finally held in balance with a line ofsmaller type,

significant in that it occupies its own territory in

the design area.

< omple deliberately uses

wide spacing between the

headings to give a period feeling

to trie message conveyed.

PENCARREG
A SOI1 CHEESE M A D E WITH
O R G A N I ( : A L L Y P R O D U C E D

MILK FROM WEST WALES®
'
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Above The poster uses
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estar. s^ed formal design.

Right n this brochure the

image conveyed is very formal,

giving a feeling of institutional

stability. However, the mes:i:7

has been deliberately obscured to

force the reader to investigate

further.

Above ~'e;e pad sgwea

thn : mpress an and

the style of headings, with wide
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P ositioning a heading with a photograph

CHECKLIST

I Look for a visual link

between words and

picture.

I Try reversing out the

words from the picture

area.

I Try overlaying the

words.

I Try the words

separately, in different

sizes.

Try different proportions

within the design area.

Experiment with many
layouts.

When combining a photograph with a heading or

headings, you will have to unite the headings and

photograph in some way. For example, the heading

may describe the elements ofthe photograph, or it

may reinforce the statement being made by the

photograph. Here you will be looking for a visual

balance and link between both words and picture.

While considering the best way to display these

elements, you may wish the headings to occupy a

separate space from the photographs. On the other

hand, you may wish to unite words and picture by

Right The headings here

are integrated with the

photograph, linking the image to

the message.

printing your lettering over the top ofthe image or

by reversing it out, leaving visible the surface on

which it is printed.

The examples on these pages have made use of

some of these alternative approaches.

To experiment for yourself, try finding some

interesting pictures, invent a heading or two, and,

using the overlay method described earlier, play

around with the positions of these elements. Look

for the various ways you can either subtly or

dynamically interlink type with your photograph.

An illustrated course in downhill and

cross-country skiing MARK HELLER
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Right ~^e deverty integrated

photography tastefully blends with

the word, while retaining the name

as the most important part of the

Below These packages display

their contents in a minimal but

attractive photographic style. The

headings use the background of

the photograph, reversing the

message white out of black.

Left The versatility of the

product is described in two ways.

First, by the way in which the

terns are portrayed around the

mvididual packs, and second by

the way m which the packs link

together. The flexibility of the

product is established by the solid

strength of the headings.
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P ositioning headings with photographs

CHECKLIST

I Select a variety of

compatible photographs.

I Isolate the important

elements.

I Enlarge or reduce the

main elements.

I Decide which

photograph needs the

greatest prominence.

I Position the photographs

in both formal and

informal arrangements.

I Try these in the design

area.

I Consider the position

and size of headings.

I Try them inside and

outside the pictures.

I Separate the pictures

using your headings.

I Vary the angles of the

elements.

I Consider the best

There will come a time when you have more than

one photographic image to place in the same space

as your headings.

This can be approached in many different ways.

First, there is the formal separation ofphotographs

and headings and the dividing up ofthe design area

in equally balanced shapes, perhaps even by

applying the rules we discussed in the pages on

composition. Next, there is the informal approach,

which allows the images to dictate the direction

and shape. These may even be overlaid, so that they

are placed over one another to form collage

arrangements. While thinking of the photo-

graphic content, you should be considering how
best to approach the headings. Again, you may
wish them to remain formal in a conventional

layout, while the photographs are cut or posi-

tioned in dynamic and exciting ways.

Alternatively, the photographs may be formally

positioned while the words are arranged either by

overlaying them on the picture or by arranging

them outside the picture area in a variety of

opposing angles.

The most important consideration will be the

way you communicate the images for the subject.

The examples here, together with the various

alternatives, explore the most effective design

solutions.

Opplev Storbritannia fra innsiden

go as you please

The design here, although

based on a formal grid for the

initial type, diverges from the

strict, rectangular shapes by

introducing shadowed, cut-out

images and loosely dropped-m

visual matter.
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Right "ie background

images reflects :'the life

.= :;
_
~r -fa;-: s

integrated extravagantly across

.-otograph in a

Lett ~h,s abstract photographic

image symbolizes the struggle

while cunningly acting as a light-

textured background, that allows

the text to be overlaid in black.

Note the vertical strokes of the

typography, which reflect the

downward pull of the overall

image.

Above When ~v

.

jphs " a
. e *.o be displayed.

--

' '--"-" -' fonr . ; -t6:s to be
=~: '--'- - --. ;ass v :- s :::<

'- ".~e-3us photographs

the auter :i-~eier in

i'-.i :;;:- ;-

:
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M ixing headings and illustrations

CHECKLIST

Study the styles of

various illustrators.

Make up a collection for

reference.

Choose the right image

for your design.

Imitate some existing

styles.

Draw your image to

various sizes.

I Try different media.

Apply your headings,

drawn in various styles.

Offer these up to your

illustrations.

Reject those that are not

suitable.

Produce some layouts

for assessment.

One of a series of posters,

showing clearly how colorful,

loose illustrative images can be

incorporated with bold established

Illustrations and headings possibly offer more

creative freedom in the design process than is

sometimes found with photographs. This is

because you not only will be in control of the

shapes and sizes created by the words but will also

have the same control over the illustrations. These

can be made to occupy whatever shape or size you

wish to allocate to them. You can also look for an

appropriate technique, style, and image, often with

Trackiri Field Mice

<8> 1984 CAT GAMES
T>-<lft.rfK«tWIR™* (/.l* ?«!<..'

the view oflater employing a suitable illustrator to

create the right effect.

The bestway to discover the types ofillustration

being produced is to study those magazines and

books in which they appear. Make a collection of

work for use as reference material.

In the meantime, to get a feel for the possibi-

lities, I suggest that you imitate the style or styles

that you may wish to use in your design. You may

even use the examples you have found as the means

of creating some early layout ideas.

Remember, though, that the word illustration

can be applied to the most formal image as well as

to the loosest brush stroke. The range of possibi-

lities is infinite.

With regard to headings, here again the

freedom or restraint you experience when com-

bining type with illustrations is entirely your own

choice. However, there are a great many more

opportunities for experimentation when using

illustrations.

Try placing the illustrations in cut-out shapes

and moving them around the design area. Enlarge

and reduce them. Try them in a single color and in

many colors. Use different-textured surfaces and

different drawing instruments, and experiment in

the same way with your headings.

The illustrations shown here, with the alterna-

tive layouts, should give you some notion ofhow to

manipulate the elements. Do not allow the

experimentation to end here, but try designing

some layouts for yourself.
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Above The quasi-medieval

jstrat mi, combined with the

vibrant interplay of this two-color

s age 'rces your eye to the

formal typography displayed in the

jff-centra white panel.

Left The typography in this

image not only echoes the style

and period displayed by the

illustration, but also evokes the

feeling of a swishing saber in the

large C, which acts as a link

between heading, subheading and

illustration.

Left The most prominent

image in this book jacket is, quite

obviously, the author's name,

although the linking of the

illustration as a solid silhouette

acts as a good background to the

more realistic objects in the

foreground. One is left with an

impression of the author while all

the other information pivots from a

central point running vertically

through the book.
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P ositioning headings around a free shape

CHECKLIST

I View your free shape as

a negative form.

I Try inventing some
shapes from objects

around you.

I Create various versions

of this in different sizes.

I Experiment within the

design area.

I Produce a number of

headings in various

sizes.

Use your heading to

balance your

composition.

Try producing your

layouts in a variety of

colors and media.

The illustration in this

advertisement is deliberately

exaggerated to fill the design area

diagonally in a bold and dynamic
r

>g space top left for the

message and bottom right for the

Many creative situations will involve the combina-

tion ofa graphic shape with a heading or headings.

The shape may be as simple as an abstract mark or

as complex and/or realistic as a photograph.

Whatever this graphic element is, it will have to

be viewed initially as a solid, negative shape. What I

mean by this is that you should view the outline of

the free shape and use the area around your shape

to control the design. The example of the giraffe's

head and neck shows how the shape can be used to

divide up the design area. The nature of the shape

has allowed the designer an opportunity to split up

his picture area diagonally, leaving him with two

triangular areas, top left and bottom right, in

which to arrange his headings.

Other examples of this will emerge when you

place a heading with a company logo or symbols

devised out of free shapes.

Free shapes can be created from any images that

appear to you, simply by viewing them as negative

shapes. Once you have done this, they can be pre-

sented as illustrations, photographs, line drawings,

woodcuts and in numerous other forms. The

important thing is to arrange them within the

design area so that they present the viewer with the

right concept for the design brief.

It is possible either to use conventional methods

of composition or deliberately to flout them.

The positioning and typeface of headings will

be very influential in the power and importance of

the shape.

The world's greatest zoo
is inyourneckof

the woods*

SanDiegoZoo



i The Iree-shape

- in this music program

expands out of the central space

Bding, which also

- j own inventiveness m

the way the letter forms have

been displayed. Note, that

although this is produced in just

two printed colors, it remains

effective and stylish.

DOLPH LUNG
STALLONE'S FO

HOW TO BE A
DOLE SURVIVOR

Left The head, being the

central feature of the front cover

of the magazine, is surrounded by

the contents of the publication. By

using a mid-tone background It

has been possible both to reverse

out type and to overprint in black.

Right The shape used as the

main, central illustration for this

book jacket has been designed

intentionally to incorporate the

title.
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P ositioning headings and text with rectangular shapes

CHECKLIST

Consider the division of

your design area.

Experiment with

compositional

arrangements.

Apply some formal

rules.

I Research some of the

methods used in the

media.

I Produce many

alternative

arrangements.

Evaluate the results.

Bold type serves to emphasize

the geometric shape of the

photograph, and the hardness and

sharpness of the design

exaggerate the softness and

irregular shape of the

photographic image. Interestingly

enough, the minimal text has to

be searched for, but it deliberately

conveys a more modest stance

extrovert message.

You are now faced with the problem of positioning

a rectangular shape within your design area and,

separately, a heading or headings and text, and you

should carefully assess which of the elements will

occupy the most dominant space. There may be

restrictions that will affect the domination of any

particular element. For instance, the text may be so

extensive that it requires a great deal of design

space and quite a large type size to make it readable.

On the other hand, the strength of the message

Simple instructions

forchanging

your spare tire.

JouitheYMCA

being communicated could be visual, leaving the

text and headings as secondary elements. Finally,

an equal balance can be struck between both text

and rectangular shape. I am assuming that the rec-

tangular shape will, generally, be a photograph, but

you must accept that it could be any form of

graphics.

There are many ways of balancing these ele-

ments. As a guideline, consider dividing your

design area into thirds, and experiment with one-

third picture and two-thirds text and vice versa.

Try setting the text in columns, using a grid, and

offer a variety of rectangular shapes to this formal

arrangement. You will notice that many press

advertisements running over two pages of a publi-

cation often use one page to present the visual

aspect of the message, while the headings and text

appear on the remaining page. There are many

interesting formulas to conjure with, but always

allow the texture, tension, and perhaps the color to

determine visually the stress of the design area.

Produce many alternatives, allowing your creative

eye to assess and evaluate the result.
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Left Photographs do not

always have to be used to fill all

the design area. Here the

photograph occupies a measured

space of its own, while the main

text takes on its own space and

page. The copy alongside the

photograph has been placed there

with reverence and respect.

Left Here, the rectangular

shapes in the margins set a

theme for the double-page spread.

You can see that the structure of

the mam type is also set in

rectangular shapes. Everything on

these pages suggests formal,

traditional order.

Above The mam illustration on

the right-hand page shows a

border surrounding a rectangular

panel of text. The left-hand page

of modern text is designed

sympathetically to echo the

medieval formula. To avoid

overpowering its neighbour, the

modern text has been created on

a smaller scale, with a wide

border.
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M ixing headings and text around free shapes

CHECKLIST

I Make some geometric

shapes with your text.

I Apply your shapes to

cut into your text.

I Try different weights of

text.

I Try different emphasis of

shape.

I Try different proportions

for text.

I Try different proportions

for shapes.

I Decide on the most

successful layouts.

By varying the size of the

image that is placed in the design

area, you will be left with the

space for the copy, which can

then run around the shapes while

at the same time linking them

across the area.

The options available when mixing the informal

and the formal are both exciting and numerous. It

is at this point that you can allow the restraint of

confined areas ofdesign to be disrupted by dynam-

ically placed images. The first problem is to choose

the alternatives within the design area for your

headings and text. Once you have confidently es-

tablished a rigid structure you can set about

injecting irregular and possibly volatile images to

cut through the symmetry. The decisions you now

face are concerned with the image you are trying to

create and its relevance to a practical design brief.

This approach to design is useful when consid-

ering information that may otherwise be projected

in an unexciting and uninspired manner. What I

am doing is stimulating your visual faculties by

introducing dynamic pauses to what would other-

wise be tedious reading matter. The shapes

themselves act as controlled interludes that help to

support the text.

Mixing text and free shapes can eventually pose

some technical problems, since your text layout

and length will.,have to be calculated to form a

shape consistent with the negative shapes left by

the visual images. To investigate ways of solving

these problems, cut out, from a magazine, some

text that is printed in columns and find some inter-

estingly-shaped illustrations. Disregard the

content of the text but cut the words around the

shape ofthe chosen illustrations to see the line pro-

duced by these elements.

The technical term for text that runs around a

shape is simply a "run around." Try a variety of

options for yourself.
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Left The theme of this design

is based on playing cards. The

central free-shape image has

supporting text above, and when it

is turned upside down, the layout

is repeated with an opposite

image.

Above lustrations give greater

"r: : :
~ "the creation of free

shapes and, as you can see from

: e. the border and mam
characters determine the flow of

--_
lext
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Left Whatever size you want

your photographs to be, it is

possible to make the copy work

around them. In this double-page

spread, the mam images have

taken priority, and the text and

supporting illustrations play a

secondary role.
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M ixing headings and text with illustrations

and photographs

CHECKLIST

I Consider the media for

which the design is

intended.

I Mark out your design

area.

I Position your

photographs within the

design area.

I Create some structured

columns for your text.

I Produce a variety of

options.

Introduce some
illustrative shapes.

I Use color to emphasize

particular elements.

Counter-balance and

coordinate the colors.

I Vary the proportions of

the elements.

I Use the text to separate

the illustrative/

photographic elements.

I Study the examples for

guidance.

i '.Tied looking

;jart of the

ding the

' and

which

cleverly il phase

of the ad

The balance between photographic and illustra-

tive images has several technical limitations. A
photograph will probably need to occupy its own

regularly shaped space, whereas an illustration can

be produced without these restraints. The

important consideration is how to display these

without giving a messy, unnatural feeling to the

design.

The photographs you use will probably be rec-

tangular and will demand a formal and structured

layout. The illustrations, however, and maybe even

the typography, could be viewed as irregular

shapes, and you should use these more pliable ele-

ments to make interesting patterns. For example,

take your photograph and position it anywhere

within the design area. Then produce some regular

columns to represent the areas for text. With a

heavier instrument, mold these into interesting

flowing patterns, injecting the occasional irregular

shape, which could easily be the basis ofillustrative

creations.

At this point, you may wish to consider intro-

ducing color to the form. The photograph will

most probably be in full color, but why not con-

sider reproducing it in a single color or tone? You

should counter-balance tensions and harmony

between photographic and illustrative elements.

Occasionally the text may demand prominence.

This can be achieved by color control and coordi-

nation; but do not overplay the use of color in
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Right - r s :e:e r .\:> re

-."ounded by an

illustrative border. The text and

photographs within the borders

have been arranged around an "

underlying gnd.
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body text as it can become disjointed and un-

balanced. Use the blackness ofthe text to structure

the degrees of color used in the other elements.

In the following pages you can see that a great

number ot pieces of design work require the sup-

port of text and photographs and the creation of

illustrative or graphic elements. Nearly every form

and approach will require its own identity to

convey the perceived message.

In the end, successful design is the use of shape

and form to achieve the right balance of all the

elements involved. For example, if you are

designing a poster you must consider its potential

to be ignored, and you should, therefore, empha-

size its most stimulating element. On the other

hand, a menu or magazine page may require less

obvious impact, subtly enticing the reader to

become involved. The examples on the following

pages showjust a few of the areas that are likely to

present you with the combination ofelements we
have discussed.

Left The illustrative device

used at the top of the page seems

to connect with the blocks of text

to give the impression of a

threatening bomb. The random

design of the illustration is

formalised by the staid columns of

regular copy.

continued overleaf

MIXING HEADINGS AND TEXT WITH ILLUSTRATIONS AND PHOTOGRAPHS 87



Right The photographs break

up the formality of the columns of

type with a burst of color and

energy, which leads from the foot

of the page and allows the mam
heading to be placed at the end

of the spread.
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Above This example shows

how a block of solid color can act

in an illustrative manner, either

simply as decoration or to

emphasize a mam feature.

Gl««kl<Ubjo<J

Notafl*

Left This design makes use of

the rectangular shape of the

photograph, together with the free

shapes created by the subjects.

The extension to the right hand

formed by the text is equal in

proportion to the space above and

gives a diagonal thrust to the

overall image.
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Left The formula f<

spread evolves from the (

heading and the illustration and

photographs below. The balance

of image and type on both sides

is equal and formal. However, the

angled photographs and copy

make the overall appearance

irregular and busy.

Right A simple design with a

sensitive use of background color

can produce some sophisticated

results. The example here uses a

marbled illustrative background to

support the atmosphere created in

"-- iteriors. The classical and

simple lines of the text reflect this.

continued overleaf
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Right If you are limned to black

and white, you should look for

different textural qualifies. In this

example a light space

emphasizing the dense lines of

the woodcut leads into the gray,

formal display of text. The

illustration in the centre is in line

with the woodcut and links the

two pages together.
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Left This design is

underpinned by the eight-column

grid, which runs across the top of

the page and the illustration of the

tree and the mam heading make

full use of this basic grid. The

other illustrations and

photographs are able to float

freely in the bottom half.
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To shop in the open air,

go Underground.

Left and below left "nese two

posters use a six-column grid.

The top one is more

conventionally designed, with the

illustrations used as copy breaks.

The lower one uses the shape of

the dinosaur to break up the

design diagonally. Both are kept m

style by using the same illustration

source and typographic face.

Right "his page is based on a

four-column grid, but two design

factors make it very different: first,

the heading that runs vertically

along one column, and, secondly

the body copy that is all reversed

out of the color. The overall

colorful, sporty impression is

echoed m the photograph.

B 2] E3 f~} m B ES E3

continued overleaf
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Although the design of this

illustration is based on formal

composition, it is very loose and

artistic and has a delicate hand-

rendered feeling.

The central theme of the fish is

shown not only as a startling

image but in bold lettering. The

surrounding text grid is

punctuated by the silhouette

images of various fish, which

echo the main theme.
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CUNARD HAVE ALWAYS RULED THE WAVES.
NOW WE RULE RATHER MORE OF THEM.
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Here is another good example

of a four-column grid, broken up

by free and regular shape images.

ujhrand tvwtritujtvfuU

<afhntf itayrlhnvqi

miJImv te upheld them

and thai

This double-page spread

captures the flavor of the article

by lightly reproducing an underlay

of relevant, related images.

Placing the text more formally

over the surface, gives added

dimension and interest to the

pages.
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C hoosing a suitable typeface

CHECKLIST

I Become aware of type

and its historic context.

Decide what image the

type style conveys.

Familiarize yourself with

a range of typefaces.

Build up a personal

library.

Study the current trends

in type use.

Experiment with the

mixing of typefaces.

Reject unsatisfactory

combinations.

Try alternative word and

letter spacing.

Render selected type

styles before applying

them to the design.

Try a number of

variations.

Vary the size and weight

of the type.

Apply color to the

design.

Assess fmai results.

The le
re evokes

heading gi .
' .mage a

modern feel and expresses

mover -

You will now be aware that the styles of typeface

used in design are extremely numerous. Over the

centuries type has evolved from hand-formed let-

ters developed from Roman lettering through the

manufactured printers' type fonts, which are col-

lections of alphabets and numerals in the same

style. These in turn evolved from wooden, hand-

cut letter forms, through metal type, to the present,

when type is held in computer files. This is known

as photo-setting as it is presented for print on thin,

photographic paper.

When choosing the typeface or faces for your

design, you will need to assess carefully the image

you wish the type to convey. To understand this,

compare a design presenting a nostalgic or old-

fashioned product or concept, where the type used

should convey a link with the past and project a

comfortable, well-established image, with a design

presenting a modern, possibly high-technology

approach, where the type used is devoid of frills

and projects a professional, controlled image.

It is important to remember that the typefaces

of the past are just as available as those of today.

Typefaces are never discarded, and new ones are

frequently introduced. There are, however, dis-

tinct phases and fashions, especially in publicity,

and old faces are given a new lease on life and

become the everyday, popular images. Alternat-

ively, a newly designed typeface may very quickly

achieve great popularity. Become aware ofcurrent

trends by seeking out the typefaces that seem to be

in continual use in advertising and graphics.

There are a number of factors to bear in mind if

you are considering mixing different styles oftype

in one design. For example, it is unlikely that a

light, classical seriftype will mix with a heavy, sans

serif face. Also, as mentioned earlier, the style of

face should be in keeping with the nature of the

subject it communicates. You will discover those

typefaces that work together and are appropriate

to an image only by experimentation and visual

comparisons. To find a reference source for type-

r
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Left
The typography chosen

for this book obviously reflects its

title. It has been produced with

sensitivity and care taken with the

various weights of typeface.

faces, concacc your printers or typesetters, but also

begin to build up your own library oftypeface styles.

Examples oftype used in designs should also be

collected as reference material for the typefaces

used in a range of contexts.

The specimens shown will reinforce this visual

imagen -

. and the working sketches should give you

some idea of good and bad alternatives.

Finally, it is now important that you begin to

render type sules accurately and copy the forms

precisely. Also pay special attention to the letter

and word spacing, since this will also influence the

overall image. Try rendering some selected type

styles before working within the design space,

looking particularly at the possible variations.

Right A totally different

approach to typography is evident

here. The complementary letter

forms for the heading are carefully

mixed, while various typographic

weights are used in the body

copy.

continued overleaf
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Right The typeface used in

this advertisement is popular

today. It projects the right "image"

for a large number of consumer

goods, and it is bold, easily read

and has a certain feel and style.
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iKJKXiK UDVERT

ONLY

ONE OTHER

VEHICLE IS

SMAUIRTHAN
A MOTOR HOME.

BIGGER

THAN A VAN,

WTTHSIXFEE^

OF STAND-UP

HEADROOM,

KITCHEN,

WNETTE.SHOWER.

TOILET CLOSH,
SLEEPS FOUR,

WITH GREAT

FRONTWHEEL
DRIVE HANDUNC.

TURBO DIESEL

ORGAS ENGINE,

ANDGETSA
WHOPPING

22MPG
ONTHE HIGHWAY.

ANDWEMAKETHAT
0NE,TOG

504 USharr, Phasar. 128fiTrapp

THE 22 MPC WINNEBAGO LESHARO AND ITASCA PHASAR.'

Left This typeface conveys the

flowing elegance of dance and at

the same time suggests our

preconceptions of Russia. Beware

of overstating a national identity

with type image
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Left It is important that the

typeface used projects the image

or product in an appropriate and

relevant way. Modern typefaces

can be experimented with subtly

to give a unique quality to your

design. The example shown here

retains both quality and

individuality.

Lett The typography used m
packaging or product labeling

needs to echo the image of the

product. Here, a range of designs

evoke an artistic, hand-made

quality through setting a style by

choosing the right typeface.

continued overleaf
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Right This page from a menu

shows how tastefully the interplay

of type weights can create an

image of lightness and space,

although in fact there is a density

of copy.

Below This piece of

typesetting in a well-established,

classical face, evokes a mood of

the past while conveying a

modern, technical message.

TWIS IS NOT Dl MMY COPY IT IS MEANT TO BE READ. IT IS

SOTA SL BSTITl TE FOR THE FINAL COPY WHICH WILL BE

INSERTED ATA LATER DATE, BIT THE ACTl ALCOPY WHICH
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WAS SET BY PHOTO-LETTERING. INC THAT'S RIGHT. WE SET

TYPE! IN FACT. MANY PEOPLE DONT REALIZE THAT PHOTO
LETTERING. INC. HAS BEEN SETTING TEXT SINCE THE LATE

60'S. OVER THE LAST FOURTEEN YEARS WE HAVE I PGRADED
AND GREATLY EXPANDED OCR TEXT SETTING FACILITIES AND
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0\ ER 700 TEXT FACES INCLUDING EVERY ITC TEXT FACE. WE
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SIMPLY BEAl TIF I L FOOD

iI
Barbeques

Greek burheqaes U tth appropriate
accompaniments 'includes lamb and

pork kebabs 1

Home made beefburgers u lib all the

trimmings

Home made country sausages

\4ixed grills 'include* steak, lamb and
pork chops •

so„lh Pacific theme barbeques

spare lbs in harbcyue sauce

Tandoon chicken

Salads

Basil tomato and cucumber

Smoked trench maize fed . hn ken

Caltfornian chicken

Chickenfitted tilth fresh l rub mousse

hutched chicken fanned on a Spinach
coutis

Smoked chicken avocado bacon and
croutons on a bed oj endive

Snips ofchicken and mango u nb afresh
time and Hinge r driving

1 m\ ken Ihena < Strips of chicken m a
fresh coriander, lemon and ofit e Oil

dressing u nb (ulienned c arrets >

rpoussinfitted uilb chicken and
herb mott

Smoked turkey, Pacificprawns spring
onion and chicon salad sen ed U tlb a

spicy chilli sauce

Roast English turkey serted utth
cranberry sauce

HcetrOOl and apple in sour cream

Beetroot celery and walnut

ttroccoli. avocado and red pepper

Celenac and radish

Smoked French turkey

Oriental duck tatad ( sirtp^ ofdue k u nb
bean-shOols mange -tout -ii cet and sour

sauce red and green peppet
minimum 4 coiersi

Oncon •range and watercress

Coleslaw

Courgette gnen bean tomato and
crispy bacon

I ourgetteand tomato
u ide selection sened in granary or

wholemeal bread
Cucumber in sour c ream

Endive and quails eggs " itb

dressing

1 rencb green bean, hmad bean
cauliflower and almond

German potato salad

Greek salad u itbjeta cheese

Melon cucumberand tomato

-^SCANDINAVIAN OPENSANW h tit S

\\ itb an extensive range ofdelicious
toppings

i
SPECIALmOh TUB HOI SI

brie baked in pastry 'idealfor
targe parlies 1

Mixedgreen (includes chicory iceberg
lettuce endue and radio. bio u ben

available)

Mixed green UithaVOCOdO

Musiyroom a la grecque

Nfeu potatoes m wholegrain mustard
sauce

Qj

Right Historically, typefaces

have been created that are firmly

associated with their era. The

faces used here quite dearly have

made full use of Art Deco style.
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Above When the message you

wish to convey is forceful, select a

typeface that reflects this. The

outline lettering below is, in fact,

the same typeface and makes a

clever visual pun out of this

serious subject.

CHOOSING A SUITABLE ^ -



D eciding on the right color

CHECKLIST

How many colors can

you use?

Identify the right colors

for the design brief.

I Experiment with these

colors to see how they

match.

Consider the image your

colors project.

Decide how much color

your design needs.

Assess the image

projected by your choice

in relation to the design

brief.

I Learn from the

examples around you.

Make some color

sketches.

Eliminate inappropriate

options.

:%sign expresses the

meaning of the word <•

• on of warm to

g a pastel shade

e image

projected.

Each project you undertake will probably involve

the use of color. You may find that you are able to

produce the work in full color, or economics may

dictate that it must be restricted to fewer colors or

even various tones of one color. Remember, for

each color you introduce a separate print-run is

necessary, since, when the four-color print process

is used, each color must always be printed individ-

ually.

Consider the color you choose very carefully —
it will possibly be a major influence on the way you

communicate your idea — and bear in mind that

not every color will be appropriate for a particular

design or product. For example, you will find that

cool, light colors, such as blue and green, are often

used to promote bathroom toiletries. The warmer

ocher colors can project a summery image on the

one hand or a leathery, classical feel on the other.

Advertisements and packaging for perfumes often

use a combination of these middle tones accom-

panied by gold and black, which give the feel of

valuable metals and polished ebony by using the

colors to represent natural materials. It would,

however, be a misuse ofcolor to suggest the use of

pink in the sale and promotion of, say, machine

tools.

In recent years it has become possible to use and

mix bright, natural colors together. You often see a

bright blue, yellow, and red all in the same piece of

design, and this has been highly influenced by

modern shop and living environments. I would

normally associate bright colors with modern

living styles and modern trends in mass communi-

cation, whereas darker colors, like the dark greens,

burgundies, and French navy, are useful ifyou are

depicting sophistication and qualify. If, for

example, you have a product that needs promoting

by means of a company image first and foremost,



Left 3ackagmg uses color to

give an appropnate product

image. The examples of

shampoos shown here reflect

their natural ingredients with a

subtle tint of color. The

illustrations are coordinated to

help the overall effect.

and people associace the company with quality and

reliability rather than with transitory high tashion,

the application or these darker colors could be a

possible design option. On the other hand, it you

are promoting lively, active products or organi-

zations, vou may need to strike a balance between

dark sophistication and bright, lively modernism.

At this stage, you will find it beneficial to make

some observations from magazines, billboards,

shoptronts and signs, packaging, and even TV
commercials. Decide what image was intended

and assess its suitability, and then build up a picture

of what products seem consistent with certain

colors. Look at design work trom the past to see

which colors can be used today to evoke the feeling

of those periods.

The examples on these pages should be a

starring point tor turther investigation. Finally,

always experiment with ditterent colors, assessing

and modifying the image vou wish to project.

Right Th s -asculme-looking

packaging is deliberately contrived

to put over a marketable image to

a well-chosen audience.

continued overleaf
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Right The black background

with the colorful illustrative

lettering in the form of bodies

dancing evokes a theatrical.

vibrant appearance. The green

acts as a complementary color,

and gives a feeling of footlights.

Above The color used here

blatantly expresses the purpose of

the product. One could not

a more suitable choice.

Below The packaging in this

picture has been designed and

coordinated to project an image of

quality and sophistication, yet it

still retains a modern, accessible

appearance. The green is just

lively enough to disassociate itself

from a dour establishment image.
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Tough messages can be

softened by the careful choice of

friendly color. This health care

pack is made inviting, and one

feels the creators must be caring

and considerate.

Natural food products require

packaging that reflects their

ingredients. This range of

products plays on the traditional

woven-basket effect that has a

warmth and stability with which

we can all identify and that are

reflected m the illustrations. The

color on the lid is echoed m the

product name.

DECIDING ON THE R!Gf-~



C resting a mood with color

CHECKLIST

I Decide on the mood for

your design.

I Associate this mood
with a selection of

colors.

I Study some recognized

examples of moods
created with color.

Try using tones of a

single color.

Exploit the subliminal

nature of color.

Experiment with the

visual possibilities of hot

and cold colors.

Discover the harmony

and discord that can be

created.

Balance your use of

color with the other

elements of your design.

I Try many possibilities

and options.

I Assess the effect of

your designs.

Colors also offer the opportunity to project a

mood or feeling. This can be as simple as choosing

colors that evoke the seasons, but colors can also

convey, by mental association, the feelings of

freshness and harmony as well as of coolness and

discord. Artists such as Picasso experimented

extensively with the use of color, and you will

probably be aware of his most obvious mood
paintings, which are those produced during his

Blue Period. All artists at some stage convey mood
through color, and your task as a designer is to

exploit, where required, the power of colors

dynamically to create mood, either by themselves

or in conjunction with images. Sometimes, for

financial reasons or through choice, tones of gray

can be exploited effectively, mainly to give the

impression ofweight and mystery. Add red to this,

and you produce a dramatic result that has both

tension and suspense.

Advertising makes full use of the subliminal

nature of the effects of color. You will often see

comparisons between, for example, a healthy, sun-

tanned body and an anemic-looking figure. The

rich color of the tan instantly evokes a mood of

well-being, which associates itself with the

product being promoted. The color of foods will

be carefully used to generate an impulsive desire

for that product.

Another important factor is the desire for rom-

ance, and you can consciously imply this in your

design work by the use of soft, delicate, pastel

shades of color, like those used in Impressionist

paintings. Modern technology, on the other hand,

in its desire to create a mood of professionalism,

uses color, often in a minimal, unadulterated

fashion, to convey a clean, sharp, and purposeful

mood.

Obviously, the amount of color you use will be

determined by many factors. The balance between

all the elements ofyour design must also be deter-

mined, and your attention should at all times be

directed toward the choice of shape, typeface, pro-

portion, color or tone, and finally image and mood.

Remember, all these factors are interrelated and,

it considered conscientiously, will help your

design to be successful.

i objective

I

a collea

:

104 MAKING Z



Left The designer has created

an impression of night-life and

excitement. He clearly intends you

to see this as a center of fun and

entertainment.

United shines toFlorida

United shines to Florida.
Left Colors can be used to

give different qualities to the

subject matter. It has been used

to suggest a mood of menace and

aggression.

Above These brilliant colors

evoke a feeling of pleasure and

leisure. The combination of colors

is well chosen to dazzle and

stimulate the senses.
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Here, in the third section of the a product pack produced as a

book, you will encounter the full hand-rendered visual alongside an

design process. The example example of the finished, printed

here shows a mock-up design for pack.
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SECTION THREE

THE DESIGN PROCESS

The first section or this book dealt with the con-

cept of space and how elements can be arranged

within the space to give effective, dynamic results.

The second section observed, through a process of

study, existing designs and how effectively the

visual elements can be portrayed in a relevant way

to their intended audience. You discovered the use

of different typefaces, the various areas of design,

the application o( colors, the use of illustrations

and photographs, and finally the way an image

should be projected.

Now you are going to explore ways ofevolving

original and appropriate designs without the sup-

port of existing examples. You will be asked to

collate the information you have gathered to

implement an original idea, from the first briefing

stages ofthe project, through the concept develop-

ment, to the application ofyour ideas in layout and

rendered forms.

To achieve this you must establish at an early

stage the particulars ofthe project, whether it is for

a client or for your own benefit. Assuming you are

designing this on behalf of another person, you

will need to identify that person's thoughts and

ideas about the design requirements. They will

have, through their involvement, inside informa-

tion which will be invaluable to you in the creation

of the most effective and appropriate solutions to

their design problems.

Bear in mind that whenever you are faced with

the complications and complexities of a design

brief it is your task to find, eliminate, and resolve

the problems raised in the most direct, dynamic,

and simple way.

GOINGTHKOUGHTHESTAGESOFDESIGN
The first and most obvious stage is establishing the

design brief. The next will be to understand the

requirements posed by the brief. Research the

market and media or the conditions and restric-

tions that may affect your piece of design.

Ascertain the elements to be displayed within the

design and its size and proportions. Now you can

begin to use your creative senses to formulate the

beginnings of a design and shape.

Draw up a shape in miniature, as thumbnail

sketches. Position the elements within the design

area. Introduce various typefaces. Bring in the use

ofcolor. Position any shape or design element that

is to be included. You should begin to see the basis,

in sketch form, of an emerging design. You will

then need to extract a number ofarrangements or

ideas that can be worked on to evolve a more viable

concept. Remember, your client or even yourself

wall need choices. It is possible to decide on the

most effective, interesting, or practical design only

ifthere is a choice. Finally, you will need to produce

good, well-presented visual ideas to convince your

client ofthe validity ofyour approach to solving his

problems.
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D esigning stationery

CHECKLIST

I Assess the projected

image and its function.

Decide on the method

and color to project the

image.

I Produce a choice of

designs.

I Produce some final

roughs on your chosen

paper.

Every organization, whether it is small or large,

will need something on which to write its letters.

The first consideration is to keep the size and shape

of your letter paper to conventional proportions,

which you should establish by consulting the

printer you or your client intends to use. The size

of other items of stationery — business cards and

compliment slips, for example — can evolve out of

the way your design is established.

Obviously, the first task is to determine the

information that is to be presented on the

stationery. Next, investigate the qualities, styles,

and colors of paper available to you. These are

numerous and extensive and will affect the visual

decisions you are to make.

Other considerations influencing the design are

some of the technical processes and options that

may help you express your image or concept. For

example, printers can emboss shapes or letter

forms out of the paper by a process known as

thermography. You could even die-stamp images

cut out of paper. More commonly, however, com-

panies will be looking for a practical and

economical approach. Remember, they are likely

to use vast quantities of stationery, and unless they

Below Here you see the logo

with the company name arranged

in the style chosen for the final

presentation. This combines good

balance with a sympathetic size of

typeface, while the logo unites the

company name with the company

image.

NEW

QUEBEC

QUISINE
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arc totally dependent on the image it conveys, they

will more often than not opt tor che least expensive

but most ettective presentation.

Tins brings me to color. As^aiii. try to limit the

number ot colors used in the production ot your

sutionerv. Balance the color or the paper with the

colors you intend to print. Sometimes the use ot

tull color is unavoidable, but establish this first

betore creating an exhaustive range ot designs.

I Below and right There are

many ways m which the type and

image may be used. Here are a

few of the possible options,

showing the text and logo in

varying positions. Each of these

ideas creates its own sense of

space and image.

NEW
QUEBEC
OUISINE

NEW QUEBEC QUISINE

NEW
QUEBEC
OUISINE

LIMITED

NEW _
QUEBEC
OUISINE

— N E W —
QUEBEC
OUISINE

continued overleaf
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L etterheads

CHECKLIST

I Establish the position of

any image or logo.

I Choose the papers for

the design; take advice

on suitable weight.

Make sure that your

design is compatible

with standard available

envelopes.

Draw up a number of

typefaces.

Divide the information

into visual priorities.

Establish the proportions

of your letter forms.

A letterhead is so called because the design will

occupy the head ofthe sheet ofpaper, allowing the

rest of the sheet to contain a letter or message.

Occasionally the foot ofthe letterhead will contain

a printed element, such as the information

required by company law, or even more design ele-

ments. Establish what is needed at the briefing

stage.

Mass-produced stock envelope sizes are avail-

able, normally made up in your chosen paper.

Make sure that your design fits comfortably into

an available envelope size. You will need to fold

your letterheads, so make sure that your design

works when the paper is both flat and folded, and

that an address can be typed to align itselfwith the

aperture in window envelopes.

You are now ready to start your design. Establish

the position ofany company image or logo. Select

some appropriate typefaces. Think about the paper

and colors you wish to use. Divide the information

The design for the letterhead

shown here is the one selected by

the client.

into visual priorities, establishing the proportions

of your letter forms. The position and size, along

with the way you present this information, will be

crucial to the effect you wish to convey. Produce a

selection o^ compositional arrangements and

colors as the basis for your final choice.

Finally, it is not uncommon for the envelope

also to carry your design, but keep this to one color,

since there are technical restrictions on printing

made-up envelopes.

QUEBEC

11
QUISINE

Nl* 0U8BBC ODIBIRB LiyITBD
H3B/MM
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QUEBEC

CUISINE

Above and right
_
iese

s show some of the

e /vays m which the logo,

. name, address and

company information may be

::s: :~e: : fase 're :-a:

-ads may be required

legally to display certain

itkxi details; you should

always check these before

proceeding with your design.

UUEeEL

OUISINE

(,'uenEc

Oi'ISINE

LETTERHEADS 1"



D esigning a business card

CHECKLIST

Decide on the size and

shape of your design

area.

Follow the established

image used in the

letterhead designs.

Produce a series of

complementary

arrangements.

Allow enough space for

the name and position

of the executive.

Keep this separate from

the main design.

Use the same colors

and typeface as for the

letterhead.

Produce a number of

alternative options for

presentation.

By varying the size and

position of the logo and company

name in the design space you

te a range of emphases.

Change the area of the design

space by using the card in a

landscape or portrait format. The

examples here show a few

alternative above

right, the i piece.

Normally business cards follow the style, color,

and image established earlier in the creation ot the

letterheads. Naturally, the information contained

on the business card will be decided by the client,

but the size and shape of most business cards con-

form to restrictions such as pocket or wallet sizes,

and they are normally required to be about the size

of die standard credit card, so that they are not

destroyed because they are inconvenient to carry

around or keep.

You will have to make provision for including

the name and position of the executive for whom

the card is intended. Always make sure that the

executive's name is clear and separated from the

main company design. Normally the position held

by the executive would appear less prominently

beneath his or her name.

Remember also that the card will not be printed

on the same stock as the letterheads but on a

heavier paper, and you should seek advice on an

appropriate weight of card. Although there are

many conventional approaches to business card

design, you should attempt original and dynamic

ideas to make your design stand out from the rest.

QUEBEC

QIISINE

SHARON DAVY

SHARON DAVY QUISINE

NEW

QUEBEC

QU1SINE

SHARON DAW

QUEBEC

QIISINE
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D esigning a compliment slip

CHECKLIST

I Decide on the shape

i of the

compliment slip.

I Consider a number of

alternative shapes.

I Suggest both

conventional and

ongmal shapes.

:esign using

different proportions.

I Keep the typefaces and

paper consistent with

the letterheads.

I Establish tne additional

space required by the

: r"

I Relate your design to its

function.

I Produce a number of

ongmal alternatives.

By now you have established a formula and design

tor the stationery. The biggest decision you now

have to make is the shape and size you intend the

compliment slips to be. Although there are many

unusual and interesting shapes that you could use,

tor practical reasons most companies these days

prefer their compliment slips to be accommodated

in standard size envelopes, and the slips will tend to

be cut to a third ofthe letterhead size, in horizontal

format

I do not think that this should restrict your crea-

tive suggestions, and some original alternatives

should be offered. Again, the image presented

Of EK EC

WITH 1

ISIXE

ONPLIMENIS

Ol'E3C<

OUSIVE

WITH COMPLIMENTS

would be established at an earlier stage in the

letterhead designs, but you should also determine

the message that is to be shown as well as how

much space is required tor additional written

information

Remember, compliment slips may be attached

as supplementary support to the main material

being dispatched, and you should investigate what

this material is likely to be so that you relate your

design to its function. Finally, the paper the slip is

printed on should be coordinated with that used

tor the letterheads.

OVE. B E C

U I S 1N E

WITK COY. H1KESIS

1 BBEl

« ' \ 1

The same procedure applies to piece aBove right which

compliment slips as to the conforms to the design of the

business cards. Here are three business card and gives balance

roughs alongside the finished and uniformity.

DESIGNING A COMPl I
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„
D esigning an advertisement for print

CHECKLIST

I Define the design

elements.

I Define the size and

shape of the

advertisement.

I Mark this out a number

of times.

I Produce a number of

alternative layouts.

I Vary the style of type.

I Balance the elements.

I For smaller

advertisements

experiment with borders.

Vary the tonal effects.

Advertising can be an expensive and risky form of

communication, because in a very short period of.

time and using a limited amount of space you have

to convey and communicate a positive message.

Advertising is sold according to size, the number of

colors in which it is printed, and the size of the

readership. For example, an advertisement in a

large national magazine is extremely expensive,

whereas advertisements in a regional publication,

whose readership will be limited, are less expen-

sive. The copy and heading are often the most

important factors in the preparation of advertise-

ments. Nevertheless, the designer has a crucial role

in presenting, in a space that will be pre-

determined by cost, the elements that are to be

used in the advertisement.

The essence of good advertising design is clear

and uncluttered presentation. The use o^ well-

considered typefaces is most important, and if

photographs and illustrations are to be included,

these should be relevant, clear, and in harmony

with the subject or product being advertised. A

note of caution: always be aware that your design

may have to appear in several different publi-

cations, where it will occupy a variety ofshapes and

sizes, so make sure that it is flexible and that the

elements can be adapted for different sizes.

Finally, if you design small advertisements that

are placed close to reading matter, you may be wise

to incorporate into your design some device, such

as a border, to separate your valuable space from

the text surrounding it. Most advertisements will

appear in black and white, which gives the designer

an opportunity to experiment in tone.

i The decision on the size for

your design will be determined by

the space your client intends to

buy in a publication. Bear in mind

that, as long as the space remains

m the same proportion, the actual

design area can be landscape or

portrait. The decision you have to

make is which will be more

suitable for the elements of your

design.
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OUR
LOWTECH

MASTERPIECE.

£^

OUR LOW-TECH
MASTERPIECE^

Rowney

Your client may decide on

booking many different sizes of

advertisement. In this case, it is

important that the ingredients

used m the design retain a visual

coordination whatever size they

may appear. The variations in

advertisement sizes are known as

"adapts" and the examples shown

here demonstrate the design

applied to different formats.

OUR LOWTECH MASTERPIECE

We re happy 10 admit thai this

beautiful brush is a long way behind
the times.

There s absolutely nothing new in

the way its made, slowly and carefully

by hand.

And me componenLs *e use,

frankly have been known bo the
worid for centuries-

Nothing in existence, natural or
manufactured, performs like the tail

hairofthe Kolinsky Sable when it is

skilfully fashioned into an artists' brush.
So naoirailv we use the real thing,

finest Kolinsky Sable

Likewise, no machine can grade
and form these delicate hairs anything

like as accurately as a skilled eye and hand
The result is one ofthe finest

brushes money can
buy. a brush with the

natural spring and
resilience to point

up to perfection and
retain its original

shape Its unique texture

also permits the maximum amount
ofliquid cokxir to be earned, and
allows a controlled, free flow onto
the painting surface

Ofcourse, thev arc rather expensive

id. due to the scarceness of suitable
Kolinsky Sable the larger sizes are not

alv. ays available,

t There are some alternauves to

Kolinskv sable which sell at a

fraction of the pnee and which
perform quite nicely for many

apphcaoons Indeed, here at Rowney
we make a whole range ofbrushes for

all levels otahiUr\

But. for watercolour in particular,

and for fine oil work, once youa e

experienced the beautiful touch of

Rowney Kolinskv Sables, you'll never

want to be without them

OUR REPITATIOX IS IX VOIRHAM

Rowney
FINEST KOLINSKY SABLE

.
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D esigning a newsletter

CHECKLIST

Consider the design

brief and intended

readership.

Establish the financial

restrictions on shape,

size, and number of

colors.

Design a masthead.

Treat this as a separate

design project.

Consider the shape and

size of your design area.

I Consider the layout of

the pages.

Draw your design grid.

Apply your copy to the

design grid.

I Establish the amount of

copy on each page.

Introduce the other

elements to your grid.

Consider the use of

color in your design.

Draw up the inside

pages.

I Prepare full-size visual

presentations of the

front and back pages

with a typical

ayout.

Large or even medium-sized companies often i The examples shown here use A Three column grid

publish a newsletter through which they commu- three alternative double-page grid

layouts. As most of the B Four column grid

information to be included in thenicate with their staffand sometimes their clients.

consider when you plan the

layout.

The newsletter provides a platform from which newsletter will be text, this will be C Five column grid

, ii-i the first design element to

the company can convey to a large audience the

social and business activities and developments

taking place within the organization.

The size of the newsletter will depend on finan-

cial constraints and the amount of information

available, considerations that will also affect the

frequency of publication.

Another factor that will affect your design deci-

sions is the amount of color you are able to

introduce into your work. Normally only one

color would be available for the main content of

the newsletter, although a second color may be

used in the main title ofyour front page, and you

may also wish to use the second color to help

emphasize other elements.

A
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First, you will need to design a masthead — the

heading or mam title that will become the estab-

lished style tor all issues of this publication. This

can be designed separately from the main work, for

your client will probably wish to see various

alternatives.

Next you should consider the shape and size of

your design area. Since tins piece ofwork will have

a limited circulation, it may be an opportunity to

introduce some original shapes or sizes to your

design. A word or warning, though: make sure to

consult with the printer to establish the practical-

ities ot printing and trimming the final piece.

LAYING OUT YOUR NEWSLETTER
Your first task is to determine the copy and visual

elements that are to be included. The copy should

be typed so that you can establish easily the

number ot words and so that the typesetters can

work comtortably trom the text. The simplest way
toryou to work out how large your typeface should

ttlJKl 1

Wlf IFC Grcup Off (e Past Starl

SPIRIT

Damn* Mtw LSD Giovt Off *>

I In.the design shown on this

page it is obvious how the visual

emphasis changes when different

grid layouts are used. These

layouts will also help to position

the mam title (or masthead) of

your newsletter.

Left The final, printed version

uses a formal 4-column grid

layout, but notice how the

formality is broken with the free

shapes created by cut-out

photographs. The blue is used to

take the eye from the importance

of the heading down through the

written information.

continued overleaf
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ecimus Corporation, a

GECC subsidiary, has
entered an agreement to lease

four IBM mainframe com-
puters to Sears Roebuck and Co.

Under terms of the deal,

Nothing is more valuable to GE
Credit's future and nothing cre-

ates more opportunities for

people than the excitement of

helping to expand our businesses — cre-

ating new growth initiatives that can

GECC President Gary Wendt
gave President's Performance

Awards to general managers of

four GECC businesses at the

Corporate lawyers. They're never in the spot-

light, so they don't get much recognition. But

people who work with them every day will tell

you that the bottom line wouldn't be the same
without them

Agree to Computer

Equipment Deal

Business School Grads

Make Quick

Contribution to CFSD

GECC
HE*DLINERS

Growth Initiatives

There are a lot ofdeals

that just don't fit the

standardmold. Deals

Because it acts as a single

investor, Decimus can offer

Above Pictures can be

produced as half-tones or blue

can be added in equal amounts of

tone to create duotone effects.

Tints of blue can also be placed

behind text or pictures to create a

light baC'
|

'or your

images

On this page we have isolated

some of the changes in type that

have been used to break up,

emphasize and add visual interest

to the masses of body copy

included m the newsletter Note

that the typeface used for the

body text m the mam newsletter is

all serif; however, in the special

feature section, it has been

changed to a sans serif face to

give this section an identity of its

own. You will also note that the

boldness of some of the

subheadings and the indented

drop capitals used to lead each

column of text are softened and

give an illustrative quality by the

use of the blue.

be is to find some existing examples and use these

as the basis for calculating how many words will fit

on a page. Type and depth scales are available to

help you calculate accurately the weight, style, and

size of type.

You will need to establish a design grid for your

text and design elements, and you should decide

on this first and draw it up before introducing any

other design elements.

The next stage is to design your front page. Bring

together your masthead design, your grid and the

design elements — photographs, illustrations, and

graphic devices — and produce a number of alter-

native layouts tor your tront page, gradually

introducing the use of color.

Remember, ifyou are restricted to the use ofone

color, make sure it is dark enough for your text to

be legible.

The inside pages will naturally be formulated

around the grid design established on the front

page. When you present your concepts to your

client you should show how the inside pages work,

since these will become the typical tormat for

future issues. The design procedure will revolve

around the application of body text, but try to

introduce interesting eraphic devices aphic dt md inno-

vations to prevent these pages from becoming staid

and insignificant.

Finally, you should always bear in mind that the

front and back pages will set the tone ofyour piece

of design. Make sure that the characteristics of the

readership are taken into account at ever)' stage of

the design.
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In these layouts you can see

the degree of presentation you

need to achieve m the preparation

of your designs before arriving at

the final ideas, right, which will

represent the finished printed

piece.

spirit
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D esigning an insert for direct mail advertising

CHECKLIST

I Divide the information.

I Determine which

information has the

greatest impact.

I Decide on the position

of the secondary

information.

I Experiment with size,

shape, and folds.

Check technical

specifications.

Consider the paper or

board to be used.

Present a variety of

ideas.

4 Pag

Designing an advertisement for direct mail adver-

tising offers an immense amount of visual

freedom, although there will be some constraints.

The client uses inserts for many reasons, for they

present a format within which can be shown in

short and sharp detail the product or service and at

the same time offer the customer a convenient

means of reply, which is usually incorporated into

the design in the form of a pre-paid response card.

Normally, the content of the insert is determined

in advance, and this may affect the presentation

and importance of the visual elements. However,

the excitement of this kind ofwork lies in the con-

struction of the insert and the freedom it gives to

explore dynamic visual images through color,

illustration, and photography.

The first stage in designing the insert is to divide

up the information into areas ofimportance. Nat-

urally, the portion of the insert that is seen first

must have the greatest impact and entice the

viewer to investigate further. When the message

has been successfully conveyed, you must guide

the viewer through the information and on to the

direct response card, where he will either apply for

the services or goods or commit himself to a pur-

chase.

Take some time in experimenting with the size

and shape ofyour insert, trying various folds giving

you different shapes. You will need to bear in mind

some technical considerations, and the first of

these will be the dimensions of the pre-paid reply

card. Investigate the permitted proportions with

the postal authorities. You should also find out if

there are restrictions governing the minimum
weight of paper that can be sent through the post,

even though your client will want to keep the

insert as light as possible for financial reasons.

1 These examples show some

of the possible ways of folding

your insert to gam the best effect

from paper or card of standard

dimensions. This may be

conditioned by the publication into

which it is inserted.

Landscape 6 Page Portrait
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It is important to use the front

of your insert to gain maximum

impact for your message. Here

you can see various approaches

to solving this problem. The final

example conveys impact both

from the heading and in showing

the product effectively.

Finally, the client will probably wish to see var-

ious alternative approaches to the insert design,

and this may be an opportunity to consider dif-

ferent visual approaches. Illustrations, for example,

can offer another dimension to the presentation of

reality, while carefully controlled photography

can help to suggest a mood and atmosphere to the

viewer. When you present your visuals, make sure

that they convey as closely as possible a true repre-

sentation of the finished work.
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At last...a practical art magazine that

will fire your imagination...

Subscribe now and

rtrcrivt yvurflrtl

issue ol Iht Artist's

and Illusit.iiuf's

Mla saiinf FREE!

-->••

At last... a practical art masazine that

will fire your imagination...

I I II I I I I ITTTI

The function of the inside of

this insert is to describe in more

detail the product while guiding

the reader to the subscription

section where the intention is to

sell the product. You can see that

different layouts for this offer up

alternative effects.

D
Subscribe now

receive >tiur ftra

iiiUtMidhe Artist

jnil lllu'lratiir's

Vauaiine FREE 1̂
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„\tlast
apracticaiartmagazinethat

Vanous changes have taken

place in the final presentation and

as you can see, the pnnted inside

spread again vanes from those

that were previously presented.

You can also see from the

remaining pictures the importance

of the back cover design along

with an envelope which would be

used for sending your

:
. lbs motion.
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D esigning a full-color brochure

CHECKLIST

Consider the means of

delivery of the brochure

and its readership.

Consider its size, shape,

and proportions.

Design some
alternatives for the

covers.

Produce a number of

grids for the design of

the inside pages.

Decide on the typeface.

Produce a number of

alternatives.

Explore the visual

effects of color.

Combine these elements

into a formal design.

Present your cover

designs together with a

typical inside spread.

What is a brochure? It is, in effect, a booklet or

pamphlet that describes a service or product and

assists in its sale. In addition, it should convey the

quality and character of the service or product

described.

In preparing a brochure for your client you will

need to identify the items or services that are

offered and obtain a full description. Your first

consideration should be how the brochure is deliv-

ered to the potential customer. If, for example, it is

to be on display alongside competing products or

services, it will need to be sufficiently different

from those, but relevant to its subject, to attract

attention. Your design may, therefore, be condi-

tioned by existing designs. Alternatively, if your

brochure is being sent direct to the potential cus-

tomer, there will be far fewer physical restrictions,

apart from the fact that it may need to fit into a

standard envelope.

When you have established how the brochure

will be presented, you can proceed with your

design. The first step is to design the front and back

covers. Look at the shape and experiment with the

color and paper qualities. Produce a number ofalt-

ernative concepts, ranging from simple

sophistication to complex, informative designs.

Decide which o( these will be the basis for your

design, for this will affect the entire visual content

of your brochure.

Landscape

I Select a shape for your design:

this may be landscape, portrait or

square, or you may even wish to

try a less conventional format.
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NAT I ON A

L

MUTUAL
LIFE

~"r "spiration for this front

cover is derived from the text to

be included in the brochure. The
:' e for the idea should be

t pressed : jsing different

Jes :" arrangements. The

alternatives shown here in rough

form give you some idea of the

Jes r route Right The final

design uses a woodcut illustration

with the fish depicted m silver. The

typography is kept very light and

unobtrusive and the letter forms

have been carefully spaced to

emphasize this visual caution. The

back cover has been used solely

for the delicate company logo.

continued overleaf
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Continuing with the theme of

the flowing river, the inside pages

of the brochure carry illustrations

using the same formula

throughout. The text needs to be

arranged to retain the light, open

feel of the front cover. A number

of grid arrangements have been

indicated in these roughs.

laying out the PAGES intend to use color. This should be considered very

When you have determined the style to be used for carefully at the rough layout stage, and you should

the cover, you will need to discover a formula for experiment with the alternatives as thumbnail

the design of the inside pages, which should com- sketches before applying them to your final design,

plement the visual effects set up in the earlier

stages. On the other hand, you will be influenced

by the amount of text and visual information to be

included. Again, you will need to decide on an

effective arrangement for your type. Produce a

number of grids and select one that gives you both

sufficient space to fit the copy and enough scope to

achieve the style and character ofyour design.

CHOOSING THE TYPEFACE AND COLOR
When all the spatial design decisions have been

made, you will need to choose the typeface and

color. Produce a number of alternatives for the

headings and text to be used throughout the bro-

chure before proceeding to your final designs. You

should also prepare alternatives to show how you

Dju r |i i, |i «j u> i>

SS 35
3

4

e

4
•a

m E=
1 5=t=t

£» ~lH5
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The
r;.j~ ayouts for the

ere balance the

- text by positioning

a block of text on the left while

allowing ' s :o fall

freely on:-
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Lorem ipsum dolor sit ammet, tempor inncidunt ut

labore et veni mole stiaeh consequat, vel euismod tempor

inc idunt ut enim ad nost rud exercitation ulla sum corper

duis autem vel cum irure dol incidunt ut labore et atib

saepe eveniet mut sper repudiand tenetu veniam, laboris

nisi ut aliquip ex ea atib seape eveniet ut meer re lorem

ipsum dom savior si amet, incidunt ut labore et dolore

mapn.

u\unt ut labor?

uip ex ea atib seap«

Perpetua Roman, u/lc, justified, 10/I8pt.

Lurida praeterea fiunt quaecumque tuentur arquati,

quia luroris de corpore eorum semina multa fluunt simu-

lacris. Fugitant uitantque tueri; sol etiam caecat, contra si

tendere pergas propterea quia uis magnast ipsius, et alte

aera per purum grauiter simulacra feruntur, et feriunt

oculos turbantia composituras. Praeterea splendor qui-

cumque est acer adurit saepe oculos, ideo quod semina

possidet ignis multa,

Gill Sans Regular, u/lc, justified, 9/17pt.

Corpore eorum semina multa fluunt simulacris. Fugitant

uitantque tueri; sol etiam caecat, contra si tendere pergas - .j *0

propterea quia uis magnast ipsius, et alte aera per purum Y' . iti>

grauiter simulacra feruntur, et feriunt oculos turbantia "^

composituras. Praeterea splendor quicumque est acer

adurit saepe oculos, ideo quod semina possidet ignis

dolorem oculis quae gignunt insinuando. Urida

praeterea fiunt quaecumque tuentur arquati, quia luroris

de c< semina multa fluunt simulacris. Spol-

endor qi est acer.

When a typeface to

complement the brochure design

was selected a number vof

possibilities seemed relevant. In

the three ilustrated, left, you can

see the various effects the change

of typeface can make. Each is a

traditional face, but used with

differing line spacing and setting

decisions. Top left is the chosen

face for use in the brochure.

Another component of the

design is the use of captions

running around illustrations An

example of how this works is

shown above.

• The final visual materials will

be produced using a woodcut

style overlaid with washes of

subtle colored inks. Below The

example shown is a test piece for

the final printed work. You would

need to be quite clear about the

visual presentation of your final

illustrations so that you are able to

locate and brief an illustrator who

can work to the style you wish.

CjRtehl

7WK

Century Med j ed, 8/l4pt.
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The final printed pages

demonstrate the use of many

subtle but effective ideas.

Top left You can see the use of

blue as a solid background,

enabling the type and some of the

woodcut to be lifted out m white.

In the other pages shown the

mam text is formally displayed,

while some of the key information

darts across the page following

the illustrations and picked out in

a color. The theme of the river is

used faithfully to the end. where

even the folios (or page numbers)

are reversed out of small fish

illustrations.
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D esigning a poster

CHECKLIST

I Establish the information

to be conveyed.

I Decide on the size,

proportion, and shape.

Research the locations

for your poster.

Simplify the information

to be communicated.

Produce scaled-down

versions of the design.

Consider the space and

its effects very carefully.

Select the typefaces that

work for your design.

I Make sure that the

message is conveyed

clearly and dynamically.

I Present a number of

alternative designs.

When you are designing a

poster the first decision to make is

the size and shape of the design

area. This may be governed by

the display site. For this example

pes have been explored:

proportioned

p and one

At its best, poster design is the territory ofthe truly

creative, and it has been used in the past as a public

display of individual talent — I am sure you can

recall some ofthe great exponents ofthe art. When
you are designing in this graphic form, the poster's

purpose and application should be your first con-

siderations. The poster will normally be on display

in a public area, and it will have to compete both

with its surroundings and with other posters.

You should use this medium as a means ofcom-

municating your message directly to your

audience, but before you begin your design you

will have to take several factors into account. First,

you must establish the actual information to be

communicated. Next, decide on the size, propor-

% Portrait

tion, and shape. Then you will need to know the

possible sites and locations in which your poster

will appear, since these may play a part in the deci-

sions you make. Your client will be happy for you

to employ your artistic talents, but at the same nine

he will expect his message to be conveyed by the

simplest and most direct means. Remember,

unlike a brochure or a newspaper ad, which is

intended to be perused, your poster may be viewed

for only a split second by a passing motorist.

The poster may well cover a large area, but you

should follow your usual practice of making a

series of initial thumbnail sketches before you

produce a large, but manageable, scaled-down

version of the final presentation.

Landscape

^M FINE TUNING T- E DESIGI.



Your design will revolve around the proportions

ofthe elements that are on display, and you should

new these as negative forms, as described earlier.

The essence ofyour design and the force ofits mes-

sage will be controlled by the calculated stress and

tension that you achieve within the design area.

Typography will probably play a vital role in

your design, and you should consider the shape,

and style of the typeface, and the image it conveys,

since the written word may be your first priority. If,

however, the visual imagery is the element that is to

attract attention, you must be sure that your audi-

ence can easily grasp some meaning or derive

interest from what you portray.

The information to be included

on this poster has been

established. The three examples

use alternative typeface styles and

vary their position vis a vis the

illustrative content. The design

elements of the poster make full

use of the visual imagery from the

show itself.

continued overleaf
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The

PHANTOM
OFTHEOPERA

The
PHANTOM
OFTHEOPERA

Musk: byANDREW LLOYDWEBBER

A selection of alternative

designs allows you to begin to

distinguish the various elements

involved and degrees of

effectiveness of each. You can

see the style of typeface that

projects the message in the most

dynamic way
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A distillation of the most

effective elements from the

previous designs comes together

in the final presentation. Note the

finished design has removed the

hand and enlarged the mask. This

final touch eliminates superfluous

detail and emphasizes the most

important images conveying an

effective and dynamic poster.
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D esigning for packaging

CHECKLIST

Establish the shape,

size, and proportions of

the product.

Remember to consider

label and product

surface design if

necessary.

Research the market.

Establish the price,

quality, and image of the

product.

Consider the possible

packaging shapes.

Consider the shelf

space available.

Produce some mock-ups

of your package shapes.

Consider the technical

and constructional

factors.

Explore some existing

examples.

Produce a flat-plan of

your container

construction.

n see from these

exa ' ':rOUS

shapt • jctions

that cai .';ly to

packag< . /ou wish

to name

This is an area of design that will give you an

opportunity to explore the possibilities of using

two-dimensional surface design to produce a

three-dimensional display. The first part of your

brief will be to establish the shape, size, and pro-

portions of the product you are going to package.

You may be able to influence the client's intentions

in this area, although this is likely to be a very rare

luxury, since the product is normally already

designed. If the product to be packaged is in a bottle

or container, you may also be instrumental in

influencing the surface and label designs that will

be applied. For this project, however, you should

assume that you are going to package the product,

and I shall concentrate on the problems this

involves.

First, you will need to investigate and research

the market for your product. Look for its competi-

tors and assess the position ofyour product in the

market. Establish its price, quality, and image

within that marker, for ifthe product costs twice as

much as its competitors, its quality, in terms of

value and image, must be perceived to be twice as

good.

When this research is complete, you will need to

consider the shapes that can be created to contain

^M FINE TUNING IE DESK/.



:ortant. when a decision

on pack shape is made, that you

lesign area and

e Before

undertaking the surface graphics.

- atlon here describes, as

' Aon

page 134. From this you can see

both the make up for the pack

s "at require a

design. Any pack you choose as

your product container will require

a three dimensional mock-up.

A Front F Tuck flap for

B Side front flap

C Back G Base flaps

D Side H Side flaps

E Front flap 1 Glue seam

the product. Beware, however: most stores and

supermarkets have very limited shelf space and

will be looking tor the most economic proportions

in packaging to display on their shelves.

DRAWING THE SHAPE
Produce a number ofshapes that are ideally suited

to your product, trying to be as inventive and orig-

inal as possible. Produce a number of full-size

constructions out of plain card or board to assess

the \isual effect these create. When you are happy

with a particular shape or design, you will need to

consider the technical, constructional factors, and

these may force you to reconsider your choice of

shape. However, before reaching a decision, you

should dismantle a number of available examples

to see if there are any constructional devices that

you can put to work for your own design.

H

1 I

CONSTRUCTING YOUR PACKAGING
When you have finalized the container for your

product and investigated the viability of its manu-

facture, you should draw up a flat, accurate plan of

its construction. This can be traced onto various

surfaces to make up sample packs in a variety of

materials.

THE LAYOUT OF YOUR PACK

Establish the visual ingredients that have to be

incorporated into the design ofthe surface ofyour

pack. Remember, the advantage of a three-

dimensional surface is that you do not have to cram

all the information onto one surface. It is better to

use two opposite facing sides to display the most

important messages, leaving the remaining sur-

faces for technical and legal information. On the

other hand, you may be lucky and have to display

CHECKLIST

Make a number of

sample packs in a

variety of materials.

I Produce a number of

surface layouts.

Divide up the

information.

Consider the visual

effect of multiple display.

I Choose a range of

typefaces.

Evaluate the style and

image they convey.

Introduce color to your

layouts.

Consider the color

associations of your

product.

Research the colors

used by competitors.

Reverse the elements

out of darker colors if

you wish.

I Apply your ideas to full-

size mock-ups.

Re-assess your design

ideas.

I Extract the best visual

ingredients.

I Use these to produce

more designs.

Produce a final pack or

packs rendering the

designs to all surfaces.
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The emphasis in describing

this product range is the link

between acceptable branding

style described by choice of type

and the various options in

positioning the visual content.

BRAN
6"

FLAKES

BRAN
FLAKES
—

BRAN
FLAKES

<§3§!§)

Here you can see some of the

visual options produced using

various typefaces and alternating

the position and size of the visual

matter.

only minimal information, which will allowyou to

use all the surfaces for your design. When laying

out the information, try to play each surface of the

pack against another, which will give interesting

visual variety when the packs are displayed in for-

mation. Finally, experiment with the proportions

ofthe visual elements, to decide on the best design

arrangement.

CHOOSING A TYPEFACE
The next consideration will be to make the right

choice of typeface. By this stage you will have a

good idea of the proportions the visual elements

occupy, so the decisions you are now faced with are

those concerning style, weight, and product image.

The choices of typeface can be accurately assessed

only by producing a number of examples of the

main heading to evaluate the styles and images

they convey.

BRAIP
FLAKES
with lv)c

added vildtTiins

andiron

5O0 e e
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C O L O R

Having established the layout and type possibi-

lities, you can now consider the colors you wish to

introduce and experiment with. As we have

already seen, the mood or qualities implied by the

product will influence your choice of color. For

example, a domestic product may demand pack-

aging that is in a color or color range that projects

an image in the customer's mind ot its function and

ettect. Beware ot using unsuitable colors, and

alwavs consider the nature ot the product and its

eventual use. Clearly there are some established,

sate, visual tormulas, and you should look at the

competition and benefit trom their experience.

Make tull use ot the reversing-out technique

when applying a dark color to your design area.

WORKING IN THREE DIMENSIONS
Having made a variety of design decisions, you

should now see how theywork full size and applied

to the surfaces ot a number of three-dimensional

mock-ups. At this stage, to make the necessary

visual comparisons, you will need to produce only

two surfaces for each of your design alternatives.

As Ihe concepts evolve, more

detailed versions of these

packaging ideas need to be

realised. These visuals show, with

color and precision, the final effect

of one face of the printed

package.

BRAN FLAKES

iiiCD

BRAN
FLAKES

t BRAN FLAKES
I w ; lianas

HBRAN
FLAKES
with Sultanas

continued overleaf

BRAN
BREAKFAST
CEREAL

jgaaasii

foos e

J
n ilhjniir

added i •//«///////»N^,
andiron

BRAN
BREAKFAST
CEREAL

m •••
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The nexi task is to test the

designs in a three dimensional

format. Each of the concepts will

be made up into packs

constructed to actual size,

allowing decisions to be made on

how the edges, top and bottom,

can be used to enhance the

overall effect. The examples

illustrated here show the level of

visual rendering this form of

presentation should demand.

BALANCING TYPE, LAYOUT. AND CO L O K

I he result of transforming your two-dimensional

design ideas into three dimensions may well leave

you with different ideas about the validity ofyour
design approach. However, the examples you have

made up can be used as the basis for further de-

velopment, and you should extract those factors

that present the most relevant ingredients to help

you reach a final design solution.

Nevertheless, this will be an opportunity to

explore the most visually pleasing and effective

conclusions by manipulating the typefaces, lay-

outs, and colors extracted from the besr ot the

shorr-listed design alternatives.

Finally, you need to produce a presentation of

your proposed solutions. These should be carried

out covering all the design surfaces with a highly

finished rendering of your chosen design.

138 FINE TUN!'.



BRAN n
FLAKES

These are the final printed

packs for the range of products

showing the results of the whole

process, from concept and visuals

to the final package.



L inking the designs to other promotional material

CHECKLIST

Always consider your

client's further

requirements.

Try to produce designs

tnat can influence future

work.

Regard type as a

unifying element.

Use the same typeface

in future work.

Consider the spatial

effect in your design.

Make sure tnat color

plays a key role in the

coordination of other

design material.

Always make sure that

the work you present to

your client is I

highest possible

standard.

I You can see how some

. impact

party n

rytl

In those pages I have viewed design as it is applied to

individual promotional or display items, although

you will often find that once vour client has

developed an appreciation ofyour graphic work he

will be encouraged to use your services for other

design projects. To be ahead of this eventuality,

always consider the designs you are producing lor

your client as part ot an overall process o^ co-

ordinating and developing an image for all the

graphic material he requires. By doing this, you not

only will give priority to his business but will

always be one step ahead as the company evolves.

On the other hand, the design briefmay be to co-

ordinate the visual presentation or many items

from the start. Whatever situation you find, there

are some elementary factors to consider.

First, the stvle ot typeface needs to be sufficiently

distinctive to create a family image throughout the

entire range ot material. The layout and the teeling

ot space created in this process should be echoed on

all items. The other elements — illustrations,

photographs, or graphic devices, for example — are

not quite so important. The color you choose will,

however, be absolutely critical. By carefully using

the color in the same proportions, consistentlv

throughout your designs, you will be well on the

way to finding effective design solutions.
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EMIRATES
GOLF CLUB DUBAI

Design Manual
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I Taking the concept o!

coordinating design even

vou can see from this exi

I Taking the concept o;

coordinating design eve r further

you can see from this exciting

ranae of promotional designs, th<

COOrainauny ucaiyn cvj. -<• -

you can see from this exciting

range of promotional designs, the

various surfaces, shapes and

materials used to create unity in

application This design has even

been woven into carpet giving the

image a new dimension m its

quality of appearance.

EMIRATES
COL' CLUB DUBAt

EMIRATES
CO-F CLUB DUBAI

-v'Wiri r:- f-

*****
** * * *

1 *

4 *

% *

, •

* *

- *



INDEX

advertisements, 71, 78, 80, 86,

96

designing, 114-15

direct mail inserts, 120-3

aggression, implying through

color, 105

airbrush, 58

Antique Olive Roman, 49

ArtDeco,98

B
Bembo, 49

blocking in type, 36

Bodoni, 49

body copy, 18-19

book jackets, 79, 81

borders, 87

briefs, 107

brochures, full color, 124-9

brushes, 7

business cards, 112

Cameo Rimmed Condensed,

51

Cancellaresca Script, 51

capitals, 44

captions, 128

centered copy, 46

Charrette, 51

color:

brochures, 124-9

choosing, 100-3

creating mood, 104-6

headings, 52, 56-7

newsletters, 116

package design, 137, 138

range of promotional

material, 140

reversing out, 53

stationer)', 109

text, 54-5, 56-7

colored markers, 7

Compacta, 51

compliment slips, 113

composition:

design and, 64-5

golden mean, 65

coordination of design items,

140-1

crayons, 59

D
decisions, 63

design:

basis of, 11-61

and composition, 64-5

typefaces and, 50

design briefs, 107

design process, 107-41

direct mail advertising

inserts, 120-3

drawing board, 7

elements, choosing, 1

1

embossing, 108

em-ing, 36

envelopes, 110

equipment, 7

excitement, implying

through color, 105

F
Flyer Bold, 50

food, use of color, 104

frameworks, 64

Franklin Gothic Condensed,

51

free-shape illustrations:

headings and, 80-81

mixing headings and text

with, 84-5

Futura medium, 49

golden mean, 65

gouache, 7, 59

grids, 64, 90-4

newsletters, 116, 117

H
headings:

adding color, 52, 56-7

around a free shape, 80-1

changing size, 34-5

changing spacings, 34-5

mixing with illustrations,

78-9

multiple headings, 72-3

multiple headings with

photographs, 76-7

with a photograph, 74-5

positioning, 14-15, 32-3

positioning one, 68-9

proportrons, 18

relation to text, 36

and text around

free shapes, 84-5

and text with illustrations

and photographs, 86-7

and text with regular

shapes, 82-3

two headings, 70-1

typefaces for, 46-7

Helvetica, 45, 46-7

illustrations:

adding to type, 58-9

definition, 58

mixing headings and text

with, 84-5

mixing with headings,78-9

inserts, direct mail

advertising, 120-3

instruments, 7

L
layout paper, 7

leisure, implying through

color, 105

letter spacing, 34-5, 95

letterheads, 110-11

lighting, 7

line and dot stipple

illustrations, 59

lines:

combining with shapes,

26,30-1

introducing more, 28-9

positioning, 14-15

proportions, 16-17

logos, 108, 109

lower case, 44

M
magazines, 81

mastheads, 117

materials, 7

menus, 98

mood, creating with color,

104-6

N
newsletters, 116-19

color, 116

laying out, 117-18

mastheads, 117

o
Optima Light, 49

P
packaging, 69, 73, 75, 97, 101,

102. 103, 106

balancing the design, 138

color, 137. 138

constructing the package,

135

designing for, 134-9

drawing the shape, 135

layout, 135-6, 138

research, 134

typeface, 136, 138

paintbrushes, 7

paper, layout, 7

pen and ink illustrations, 59

pencils, 7

photographs:
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adding to type, 60-

1

combining w ith headings,

74-7

mixing headings and text

with, 8o-7

photosetring, 94

pleasure, implying through

color, 105

positioning headings:

around a tree shape, 80-1

mixing with illustrations,

78-9

multiple headings, 72-3

multiple headings with

photographs, 76-7

one heading, 68-9

with a photograph, 74-5

and text around tree

shapes, 84-5

and text with illustrations

and photographs, 86-7

and text with regular

shapes, 82-3

two headings, 70-

1

posters, 68, 71, 73, 78, 91

designing-, 130-3

sizes, 130

typography, 131

presentation, 7

proportion, 16-17

R
ranged left, 46

ranged right, 46

rectangular shapes,

positioning headings and

text with, 82-3

research, 107

package design, 134

reversing out, 53

Rockwell bold, 49

romance, implying through

color, 104

sans serif typefaces, 48, 94

serif typefaces, 48, 94

shape, design area, 12-13

shapes:

combining with lines,

26-7,30-1

introducing into layouts,

22-3

overall, 66-7

proportions, 24-5

sizes, 66-7

sketches, thumbnail, 14

Slogan, 51

space, balancing, 16

standards, 7

starting work, 7

stationery, 108-9

business cards, 112

compliment slips, 113

letterheads, 110-11

sub-headings, 42

technology, implying

through color, 104

text:

body copy, 18-19

color, 54-5, 56-7

headings, 14-17

mixing with headings

around free shapes,

84-5

positioning first line, 14-15

positioning with headings

and rectangular shapes,

82-3

proportions, 16-17

relation to headings, 36

typefaces for, 46-7

textural qualities, 90

three dimensions, working

in, 137, 138

thumbnail sketches, 14

type:

adding illustrations, 58-9

adding photographs, 60-1

typefaces:

becoming aware of, 4-

brochures, 126, 128

choosing, 50-1, 94-9

for headings, 46

mixing, 48, 94

packaging, 136, 138

posters, 131

range of promotional

material, 140

sans serif, 48, 94

serif, 48, 94

for text, 46-7

u
upper case, 44

V
viewing frames, 24-64

w
watercolor, 59

woodcut style, 90, 125, 128

word spacing, 95

work surface, 7
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AChoosing the proportions of your

design area.

a Selecting the size and shape

relevant to the job.

Find out how design

works and how you can

make it work for you.

OPTIONS
Choosing a shape to work on

Choosing the right proportion for

your line Choosing a typeface for

headings and text

DECISIONS
Deciding on the size and shape to

work on Selecting a suitable typeface

Deciding on the right color

PRACTICAL APPLICATIONS
Designing stationery, a business

card, a newsletter, a full-color

brochure, an advertising insert for

direct mail, a point-of-sale package
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a Balancing space with the weight

of your line.
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Choosing a color compatible

with the product.
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a Using your knowledge to adapt a deswn to a wide

range of stationery.
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