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For Gretchen and Charlie.

You each make this whole adventure called
“life” worthwhile.
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These posters show bose ine art
and dazicn somelimes ooreres.
Wbl Lhey ulilize inleresting visugals,
textures. and colors, they o not
TSR |-,- COTTINTIIr = e 21
[patticular message.

Design: Archrival

Introduction

According (o Paul Rand, one of the most inflluential
graplic designers of all time, design “is one ol the
most perplexing pursuits in which (o excel” Nothing
could be more true. In this occupation, there are many,
unique and exciting challenges that await the practic-
ing professional, inchuding opportanitices to work on

a variety of projects. helping grow clients” businesses
through thought-provoking design that connects with
their target audiences, and making a creative impact
on how people perceive the world around them,
These 1asks are nol Lrivial, nor should one Lake these
responsibilities lightly—it takes a dedicated individual
1 be a successtul and contributing member of the
uriphic design profession.

There are three personality traits that should be
inherent in the complete sraphic designer: passion,
perseverance, and professionalism. Passion is whart
ignites and fuels the desire to create and it is the
reason why we get up in the morning and go to work,
In other words, love what vou do.To perseveres, one
must gvercome many obsiacles and challenges—as
designers, we [ce these tasks day in and day oul; nol
cvery project designed is going to be of portfolio gual-
ity or win accolades from our pecrs. It however, we

continue o solve the needs of our clients, no matter
how mundane they seem, bigger and maore glamorous
projects will [ollow, The most important chamcleristic
is professionalistn—the ways in which vou commu-

micate with and treat clicnts and in how you react to
criticism. Doesign is a relationship-basced business built

Intrecuction

on trust, respect, cthical conduct, and integrity, Bgos
are best left at the door; never assume that vou are
better or more knowledgeable about a subject matter
than the client. Instead, it is wise 1o be humble,

no matter how talented a designer vou are.

In addition 1o the awributes above, the complele
graphic designer must adapt w the ever-changing
necds of business and clients, To help cope with

the constant evoelution of the industry, today there
are literally hundreds of graphic design books on all
subjects related to the ficld—vyery fow subjects have
vet to be written about. With this wealth of informa-
ticn and resowrces available to designers and design
educators, it is difficult to gain an overall perspective
of graphic design.This book was conceived to provide
such an overview and o be used as a resource and
ecdlucational ool for graphic designers, design educa-
Lors, and students of design,



Different environments require unigue attributes to
make them successiul and it 15 the designer’s respon-
sibility ta think eritically about each application,

For example, when designing for subway terminals
and transportation hubs in large cities, well-iit and
easy-to-comprehend directional signage is essential
because of the visual chaos that usually surrounds
these highly populated areas

Design: Chermayeff & Geismar Studio




Chapter 1: Design for

Communication

Graphic design serves as a method for improving society
through effective communication that makes complicated
things easier to understand and use. Design persuades and
influences public opinion, as is the case with propaganda
or political design; design instructs people, as in how to
navigate or assemble something; and design identifies and
informs the public about a wide range of topics, from a
company and its products or services to which country has
the largest population. Through intelligent and thought-
provoking design, a designer is able to communicate

complex ideas in a simple and effective manner.
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Graphic Design

Is Not Art

Art |and design| represents a social necessity

that no nation can neglect without endangering

its intellectual existence.’

Graphic design is not the same as
fine art. It is true that designers
sometimes use the same tools as
the painter, sculptor, or photogra-
pher in the creation of their work,
and they may even include pieces
of art within a composition. Both
fine art and design are creative
endeavors; however, the purpose of
each is completely different.

Fine art is typically self-serving,
personally motivated, and expres-
sive. The true artist explores social
issues, makes a statement, or pres-
ents viewers with images of the
world around them. Although most

artists hope to sell their work to
people who connect with their art

— Jahn Huskin

on an emotional or visual level, the
art is usually created for personal
reasons rather than for a specific
buver. Graphic design, on the other
hand, is a vocation involving the
creation of visual communication
on behalf of a paying client with
very specific needs. In this sense,
the designer must address the
needs and desires of the client first,
which may at times mean making
design decisions that do not align
with their own. Whereas fine art

is purely subjective (“beauty is in
the eve of the beholder™) and open
to personal interpretation, design
must be completely objective with
clearly defined goals, objectives,
and measurable results,

Design identifies companies or

arganizations, giving them a unigue
presance, For Theater Brava, bald
colors and shapes supgestive ol
stage lights create immediataty

recoenizable signage on the bulld-
nE and streel [AMP banners

Design: Shinnoske, Inc.
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Graphic Design Is Not the
Same as Commercial Art

In some educational institutions, and even among
clients, the term “commercial artist” is still used to
describe the duties and responsibilities of the graphic
designer. First used in the early twentieth century, this
term is both contradictory and misleading—after all,
something that is commercial is produced for mass
and profit, while art is primarily meant to satisfy per-
sonal curiosity. “Commercial artist” more accurately
describes any visual artist whose goal is to sell their
work for a living.

While commercial art includes the separate disciplines
of photography, illustration, and design, graphic design
encompasses all three
phy (by selecting or commissioning photography),

the designer uses photogra-

achievernant
Design:
Chermayeff & Geismar Studio

creates custom illustrations or diagrams to aide in
comprehension of complex messages, and uses formal
design elements to construct layouts that merge im-
ages with the written word. This synthesis of the vari-
ous branches of commercial art allows for effective
visual solutions that both communicate information
and visually intrigue the viewer.

Commercial Art

Graphic
Design
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The Complete Graphic Designer

Although sometimes incarrectly
considered to be the first known ex-
amples of art, cave and rock painting
were actually methods usad by early
cidilizations to communicate with

one another

Graphic Design Is
Visual Communication

Business Goals
or Objectives

Business or
Organization

Visual
Message

Graphic
Designer

Visual communication combines speech, written lan-
guage, and imagery into messages that are aesthetically
pleasing, connect with the audience on intellectual

and emotional levels, and provide them with pertinent
information. When properly executed, graphic design
identifies, informs, instructs, interprets, and even per-
suades viewers to do something. It is important that the
sender of a message and the receiver speak the same

visual language—in this manner, the designer acts as
the interpreter and translator of messages. Reducing the
amount of information that is visually portrayed creates
a more concise and clutter-free design—the goal for all

forms of communication.

For effective visual communication
Receiver to eccur there must be a sender of
a message. typically a client. and a
recewver, such as the target avdience
The designer encades visual messages
by transiating the neéeds of the sender
into images and cantent that connect

with the receiver

Target
Audience




(REPUBLICAN) When executed poorly. design can create mass

GEORGE W. BUSH eszewt 3 - : confusion. The infamous “butterfly ballot”
DICK CHENEY' wrr repsmenT (RE FDH':‘" _ designed by the Florida Elections office {instead
——— g 4 PAT BUCHANAN oo - :
(DEMOCRATIC)

ELOLA FOSTER wne meunm
AL GORE repsinent e

JOE LIEBERMAN wict ssesinen

(LIBERTARIAN)
HERRY BROWN parsoes T
ARI OLIVIER e smpsinmur

{GHEEN)
AALPH NADER  peesinent | -
WINDMA LaDUXE vz eresiment
(SOCIALEST WORKERS)

JAMES HARRIS reesinen {1 -
MARGARET TROWE wice rrescesn

(RATLIRAL LAW)
JOHN HAGELIN pespin 3
NAT GOLDHABER ver eresmen

of a graphic designer ) may have inadvertentiy

led people to vote far the wrong candidate. Not

| 1AL ;
Dﬁf?él: rﬁnﬁi];EHDLDS i orly is the layout of the information confusing

MARY CAL HOLLIS wice peesmest at first glance, the textis set in all capsand is
difficult to read

=i ]

(CONSTITUTION)
e ] HOWAHD PHILLIPS seesibini

J. CURTIS FRAZIER e presscent
(WORKERS WORLD)
i 1] MOMIGA MOOREHEAD peesipent
GLORIA La RIVA e patszes

WRITE IN CANDIDATE
T vale Yar & weile in candidate, fallow the
directions on The long shab ol your baliad cand

Design ands in navigation, For its next-generation
ginbal positioning satellite (GFS) products, Gar-
min s technical engineers consuited with in-house

graphic designers to develop a new. easier (o use

on-sGreen interface UbihZing three-cimeansonal
views ol streals and less Slullered screens

Design: Garmin International

Communication

sign for

De

¢ 1 design is to create order and to
function according to a plan.”

—Sara Little Turnbull

atantora University Gracuate School of Business

Cesign instructs viewers by making complicated
processes easy 1o understand. Nustrative dagrams
and detaled pholagraphy indicate the steps imvialved
in assembling tems, wile clear ana concise contarnt
reinforces the visual messape

Design: Satellite Design
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lcons

lcons are realistic representations of objects or
things in the form of simplified illustrations or pho-
tographs that communicate quickly. Websites are
netorious for the use of icons such as a basket or
shopping cart to represent a site's online store,

Symbols

Symbols are arbitrary signs with no apparent resem-
blance to the object or thing being represented that
reguire the use of a common or shared language or
cultural experience to be deciphered. Letters of the
English alphabet rearranged into words and sentenc-
es are visual symbaols for sounds and language.

Indexes

In a book, the index i1s where readers can look to
quickly find more information about a particular
subject. In semiotics, an index references the subject
matter or object. For example, a highway sign con-
taining an icon of an airplane represents an airport.

T & G

Semiotics

semiotics is the study of signs and symbaols and their
impact on communication and language, Signs and
svimlols help designers convey unique messages
Lhrough shared experience and meaning and are one
ol the most ellective wols used in communication.
Culture, age, gender, and life experience are factors to
talke into consideration when choosing visual svmbaols
[0 COMMUMICATC d MUSSALEC.

The field of semiotics was first introduced in the
158005 by the American philosopher Charles Sand-

ers Pierce as the result of his work in linguistics. His
pioneering work led (o the categorization of signs into
three basic wypes: icons, svimbols, and indexes,

hese arz siz-sto-trrea ot the
wepes rehgor s e rep
2aenting Shr stanity, 1. daisr,
ane: lalamn &ty these
oyimbe 5 argi~zicst ve o' raligic -

NEENEr= .
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Chermayeff & Geismar Studio
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Intha ulbmate exercise of sermot
105, the AlGE { &merican Instituie
of Graohic &rtists) and the United
alates Department of Transportation
collaborated 1o craate a systam ol
icans for use in arparts and trans-
partation hubs that communicate
omplex messages to international

audrences, regargiess of language o

culture. These timeless examples of
[ SHEN have been in use sinoe 19724

AIGA/U.S. Department of
Transportation

The Meaning of Signs and
Symbols Changes Over Time

It is possible for the meaning of symbols to change Bright colors and simple graphics

GIVE as & WarmirmE 10 0 Winlr Qe

over time. One of the oldest symbols is the Wheel i o R B e e
of Life, otherwise known as the swastika. In Eastern sEiirrant s a6 Srnbio Srasse
cultures such as India it remains a symbol of life and are built and shipped thraughout the
prosperity and is considered a symbol of good luck. .;..I.I“Illuj..“lrr.“th
Hitler and the Nazis' misappropriation of the symbol b e v

to include acts of evil and hatred has forever altered o

Westerners' interpretation of its meaning. Because a

red cross was used to identify soldiers of the Holy Cru-

sades, the International Red Cross organization is un-

E
e
o
i
=
—
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able to use the symbol in Muslim-dominated or Middle
Eastern countries: a red crescent is used instead.

ALL THE PEOPLE
SMILE IN THE
SAME LANGUAGE

LOommunication, peace, and wnily
are the messages conveyed inthis
1S fi ::l':-'l 41}, the UBiguiious
Helvalica man with a simile and
wearing hats indicative of vanous
cultures 1= a simple yei poweriul
way toliustrate these themes

Design: Jovan Rocanov




HappmMess 1S a Convincing, emo-
tional guality used in agvertising
design. A strong visual of two
balts and awrench that forma
smiley face suggests that the
automobites in this ad are reliable
and dependable

Design: B. Communications
and Advertising

fopur | ey Peea sy & sgeranty
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The Complet

Messages must connect with viewers at many levels
bevond mere aesthetics in order to resonate and be re-
membered by viewers. The more the audience views a
message that speaks to them on an emotional level, the
more likely they are to comprehend and remember the
work. According to Marty Neumeier, there are seven
lavers of depth of meaning in visual communication:

-

9 F
B

D

KITCH®N FOIL

1. Perception

The aspects of visual solutions that make us look at

a piece, Visual hierarchy, contrast, color, and imagery
are all formal qualities that grab the viewer's attention
and draw him into the work. Multilayered imagery and

graphics, as well as other cooHooking visual “eye candy,”
may pigue the viewer's interest but fail to communicate.

2. Sensation

Images with tactile qualities cause viewers Lo experience
gut reactions to the work. Such images have the power
to either repulse or arouse the audience’s curiosity.

3. Emotion

Appealing to the viewer's emotions rather than his
reason has enormous power of persuasion. Positive
and negative emotions such as love, trust, confidence,
and fear are all emploved heavily by advertising to sell
products or lifestyles.

By replacing certain letlers of a product’s name
with images of fiood, the product s intended
wuse 15 made immedately ciear. Additionally., the

packaging lor this everyday housahold item

stands oul amang the competition bacause of
ts wisual interest

Design: Turner Duckworth




Color and scaling of type make
this poster appear 1o bow oubavard
at theviewer. Thres-dimensional
gualities draw the audience Into
the piecetor lurtner study and
axamination, resulting in a deeper
and more memorable connection
with the viewer

Design: Shinnoske, Inc.

4, Intellect

The power of words in design and subtleties such

as wit and humor appeal to both right- and left-brain
rationale. Likewise, images requiring audience partici-
pation and interaction reward the viewer with deeper

comprehension and understanding.
n-i' 1"1
Eelnilsn
5. Identification LI
3 : s i T LA TSEs
Everyone has a psychological desire to belong to a iTTeais
group, whether it is an organization or a movement. S eatey
Design that connects on an emotional and intellectual  jt
level, such as corporate identity and branding, often wre

forms deep personal connections with an audience.

6. Reverberation

Nostalgic imagery often elicits comfort and depend-
ability in visual messages. Referencing history and tra-
dition tends to resonate with the viewer as being true.

Design for Communication

7. Spirituality

This is employed when a work's moral and artistic
gualities converge to deliver a message. Everything
about the visual communication, from concept to ex-
ecution, works in unison. Pieces of this magnitude are
often timeless examples of graphic design.

Brandin

Visual communication that connects emationally and intellectually with the h urpﬂrate |
target audience 1S more compeliing and memaorable. According to Marty :
Meumaeier, there are seven layers of depth in communication. The morea B Advertising
designer is abie to peel back the layers and reveal the core idea, the more

gffective a solution will be. To effectivaly communicate with the viewer, differ-
ent levels of meaning should be embedded intoa design. depending on the Pﬂ'ﬁtﬂrﬁ
type of project.

Brochures

Direct Mail
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Atightly cropped image of amaouth
with a singie line of text creates an
eliective message about the power
of words and speech

Design: Ideo

Viewer interaction establishes mean
ngful connections with the audience,
enticing them o participate with the

visual message. The audio tones made

by telephone kevpads are whimsically
transformed into a garme that drives
home tha messaga of seeing "new
possibilitees.” The audience imteracts
with the work by dialing the numbers
(o create a musical melody

Design: Bradley and Montgomery

-|.p- -
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People are bombarded by thousands of advertis-

ing messages every day, so designers must carefully
choose their design strategies. Using the perceptive
capabilities of the human mind enhances the effective-
ness of visual communication. For instance, formal pic-
torial qualities of images affect the way in which the
mind processes information. In western cultures, the
use of shading or chiaroscuro creates dimensionality
on flat, two-dimensional surfaces, bringing them to our
attention. Likewise, rendering objects in varying sizes
presents different planes within a composition. This is
an oddity in most nations; in many parts of the world
spatial gqualities are interpreted as flat patterns.
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Images that are shocking ar sexually provocative often grab a
viewer s attention. For this promotional catendar titled "Haot Pink,”
I"".;u_'.;-:"_i. ol WeTIEN 5 i fal liT IERre Aovminaie each |:,':_I_::;:f ['I. s ol

the-manth are placed along a curvilinear path, suggestive of the

hourglass shape of a woman

Design: Ideo

o

Logos must communicate quickly and simply, and encompass
the essence of a company, proquct, or service, |n this manner,
also instill it with val-

ues, The logo for Inuizit communicates at different levels—first

they not only identity the organization, they

the viewer sees a red "0 then an eye. These are nol only the
company s initiais, they also communicata the iIdea of a person s
g

intelligence quatient, ar 10

Design: Cahan & Associates

Oakville Grocery

SINCE 1881

This attention-getting logo makes the viewer take notice because
af the inquisitive bunny pesking into a picnic basket. Our minds
are nardwired to notice and respand to Images of babies, whether
Ruman ar anima

Design: Turner Duckworth
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I'his lighthouse uses a candy cane
like stripe to distinguish it from
ither ndmarks ar features of 1h

surrounding landscape

Perceiving Visual
Messages

In order to process the ever-increasing amounts of
information we receive on a daily basis, the brain col-
lects, categorizes, and comprehends incoming mes-
sages subconsciously in the form of visual metaphors.
It filters visual stimuli by relevance, calling to attention
those items that are most important and require imme-
diate attention,

Human physiology allows for the quick detection

of rapid change to serve as a warning of impending
danger, A flashing red light at an intersection indicates
that motorists should stop. Lighthouses are painted in
striped patterns to prevent them from blending into
the horizon or surrounding land formations during the
day. In nature, venomous creatures such as snakes have
angular and geometric patterns to warn others of their
danger. Slow and incremental change, on the other
hand, is harder for the eye to detect.
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Context

Countries in North America and
northern Europe are considered
“low-context” societies, in which
the content of visual messages is
interpreted literally. Organization,
categorization, and the presenta-
tion of information for clarity and
comprehension are the most essen-
tial qualities of effective communi-
cation in these regions. Executive
summaries and bullet-point text are
preferred to long-winded, descrip-
tive paragraphs, and images requir-
ing little effort to decipher are pre-
ferred over visually complex and
symbolic ones. Instead of assuming

that audiences are intelligent and
relatively intuitive, designers tend
to create visual solutions that
communicate to the least-educated
person, often with redundancy of
information and design elements or
by replacing words with symbols.

High-context societies such as
Asia, eastern Europe, and Latin
America respond to an aesthetic
that utilizes many layers of depth
and meaning, in contrast to the
instant-gratification mentality of
low-context cultures. Shared cul-
tural experiences or educational
backgrounds allow visual messag-
¢s to be understood and compre-

Design: Brainding

Keep the embers burning

The design of this product’s packaging connects with
consumears in an unexpected way and appeals to the
intelligence of shoppers through wit. Instead of showing a
photograph of the product in use, this minimalist design
features items that are sticky and messy, and would require
the use of the product.

Design: Turner Duckworth

hended without literal explana-
tion or redundant information.
Designers appeal directly to the
intellect of their audience through
messages that are only relevant to
them, much like an “inside joke™
or story. They challenge viewers to
decipher visually sophisticated im-
agery or symbolism, which leads
to greater satisfaction, emotional
connection, and memorability,

Appealing to the viewer's infellect makes a logo more
memarable, Al first glance. this logo conveys the idea of fire
through flames. Upon closer examination, an allernate im-
age of lovers kissing is revealed. This dual visual reinforces
the company name and rewards the viewer

Design for Communication



THE VisioNARY WORK OF TERRI SWEARINGEN, DAVE FOREMAN,
WES JaCcksoN, HELENA NORBERG-HODGE, WERNER FORNOS,
HerMAN DALY, STEPHEN SCHNEIDER, AND Davip Onre

This book cover may appeal mare 1o high-con-
text audiences in that the viewer must decipher
SYIMDOIGM and imagary’ (0 récdive thecntenced
message. Light bulbs are normatly chiche whear
repr e Mg B s |_.:| it A ey s ok
cover takes the.concepl one step further by
covenng the buth in foliage, which Is representa-
tive of the environmeant, thus reinforcing the title
Wesaarr for a L nable Blanet

Design: Pentagram

. ’ by - Tl
o L 4 ..'-'|. 'l'h;il {'_t"*"
L o B .r:l:_

g

1;
1]

(= L

-

[he Complete |

BODEGAS BoDEGAS
TEBRAS GACDA TERRA AU

\

h
S

L

Qo0

High-context audiences require very little written
cony o recaeive-a message. In these ad concapts
lar arestaurantand wina bar, 3 bottheof wing and

simpie line illustrations form a bull (suggestive

of steak) and fish (suggestive of seafood). The : P
laglines ans almast unnecessary because of the j [T
SrOngE visUdal nmages and oolor associations -

Design: Jovan Rocanov




Cultural Considerations in Communication

Our world is becoming an increasingly smaller place
through mass communication and technological
achievement. As a result, it is not uncommon for the
designer to create a piece that will be viewed by
people from different parts of the world. Therefore,
understanding and incorporating the cultural experi-
ence of one’s audience is extremely important when
designing for international audiences.

A"culture”is a series of learned preferences depend-
ing on one’s geographic location, ethnicity, and educational
background, People with similar life experiences bet-
ter relate to one another through a similar vocabulary
of imagery, symbols, and cliches. Because effective
communication occurs through these shared cultural
experiences, learning the subtleties and nuances of
each country or culture will greatly enhance the
effectiveness of one's design.

The American saying. “laughter is the best medi
cing is effectively communicated in this poster
for a play called Wit. This message is conveyed
to the audience through a whimsical ilustration.
Design: Modern Dog

These tlash cards and annual report use whimsical ilustrations
te teach children basic words and concepts. Higher-contexd
societes are maore likely to regard the front of thesa cards as
being more communmcative than the back since they contain far
mare marmatbon spelled out in great detal

Design: Greteman Group
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Governments around the warld
have lang been patrons of the arts,
commissioning graphic designs for
paper currency and even postage
stamps. These books of stamps

for the Royal Mail use color-coding
and larpe typopraphy 1o guckly
communicate denaminations for
different types of stamps.

Design: CDT Design

The Communicative
Quality of Color

yPyramid.gov

STEPS TO A HEALTHIER YOU

Color has the ability to evoke
powerful emotions from people,
so when used properly, it can be

a highly eftfective tool for communi-
cation. Although cultural associa-
tions of color vary, there are some
commonalities in terms of color
preference and meaning. The three
primary colors—red, vellow, and
blue—tend to be the colors most
people are drawn to. For example,
the most popular color in the
world among adults, male and fe-
male, is blue. Among children, red
is the preferred color, while
vellow, the most luminous color in
the spectrum, tends to draw the
attention of infants and toddlers
with developing vision.

Red is the most passionate color
and tends to excite and get adrena-
line pumping through the body. It
is associated with both love and an-
ger: it can mean good luck, represent
lust or adultery (as in The Scarlet
Letter or a “red light” district), dan-
ger, and also helps to incite warfare
(the ancient Romans carried red
Hags into battle because of the
color’s association with blood).

Blue, the most popular color, uni-
versally symbolizes serenity and
tranguility. It has a calming effect
if used in moderation or suggests
a deep depression if the viewer is
inundated with too much blue.
Part of this color’s soothing quali-

The new Food Pyramid releasaed by the U.S. Food
and Drug Administration uses different color
wedges to represent the daily recommeanded
portions for vanous types of feods, a simplified
varsion af the ald, igher-cantex! Food Pyramid.



Color Meaning and Association

Brown

¢ flavorful, sugoestive of meat, chocolate
and braad

« @ssociated with earthiness
FICFNESS

warmth and comfort

»  mellowness

«  most cheerful color
if viewed briefly
 most fatiguing color if
viewed too long
» sugpestive of the
sun and gold
fear

Black
colar of mourning im Westaern culburas
color o wrning in Western culturas
« sugmestive of darkness, night, orevil

«  afepance. such as "black tie” evenis

White

Sty | sy ol D e e L Rl

COR0E worn 8t wedd|ings in ywesiarn cuitures
« symbolic of purity, cleanliness, or gocdness

«  color of mourning in Asian culluras

ties and appeal are attributed to
the sky and ocean. Blue is a cool
color and is often associated with
cold things, such as frozen food.
Additionally, blue is suggestive of
both quality and expertise (blue
ribbons are given to first-place
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—
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winners). Because of these positive

!

attributes, blue is the most popular
and widely specified color in cor-

Desi

porate identity programs.

Yellow is the most luminous color
of the spectrum. Because of its
high visibility, warning signs are
often painted this color. Yellow
traditionally represents the sun
and is a most cheerful color when
used in moderation. If used too

o aid in mighttime driving, most aulomobile
dashboard dispiays usa green-white or biue
while llumination because they are gasest
to see. As the eyves age, they tend 1o vellow,
making red-illuminated dashboards, such as

thosa tound N sports cars.ana Tighter jels,

rrGre chitheult 1o read
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Green is a cool color with soothing properties
similar to blue. This relaxing hue is associated
with growth and prosperity as well as health and
wellness. It can also suggest envy and jealousy,
such as the “green-eyed monster” described in
Shakespeare's Othello.

Orange is a warm color often associated with fire
and good things to eat. And so it is the most edible
color, which explains why many fast foods chains
use it as part of their color scheme.

Purple is universally associated with both royalty
and spirituality because in ancient times only
emperors or kings could afford garments made of
purple dye. The naturally occurring dye for Tyrian
purple is extremely rare because it is extracted
from small mollusks that inhabit the Mediterra-
nean Sea. It takes 9,000 mollusks to yield one-
third cunce (one gram) of purple dye.

Pastel colors are generally considered to be femi-
nine and are used to represent sentiments such as
caring and gentleness, Pastels, often used as colors
for nurseries, are gender specific: light blue for a
boy, and pink for a girl. Additionally, because pink
has a calming and sedating effect, it is often used in
hospital waiting rooms.

L ance Armstrong, seven-time winner of the Tour de France,
created the "Livestrong brand to help raise awareness of
and support cancer research. A cancer survivor himself
Armstrong designed these simple yellow bracelets, to serve
a5 a symbal af strength and a reminder of hopa

liberally, it can tire the eyes and make people irritable
(couples with yvellow kitchens tend to argue more
often when in those areas). Converscly, yellow has
also become synonymous with greed and cowardli-
ness (in tenth-century France, the doors of traitors
and criminals were painted vellow).

Colors are also often associated with different social
or political causes because of the strong emotions
associated with them. In the Ukraine, Viktor Yanu-
kovych’s party adopted the color orange and their
fight to have the vote recast was deemed the *Orange
Revolution.” In the United States, red and blue are
politically charged colors symbolic of moral or ideo-
logical beliefs, with blue representing the Democratic
Party and red representing the Republican Party (al-
though this has not always been the case—before the
1996 presidential election, the color schemes were
reversed and blue was the color of the incumbent
party). Yellow ribbons have been used to support the
armed forces, while pink and red ribbons have been
used to raise awareness of breast cancer and

the impact of AIDS,

Fallowing the 2004 LLS. Presidential Elec-
tion, people began o [dentily “red states
and "hlue states,” associated with the
idealogical belefs of the Republican and

Democralic political parties, respectively
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ThE RUIE 'Uf Desi gn Governments around the world recognize the impor-

. 2 tance of controlling and disseminating information.
n EverYday Lle To better facilitate user comprehension, they often

regulate various documents and packaging. Official

documents such as tax forms and visa applications
must be easy to use and comprehend. Nutrition labels
as well as product labels and safety guidelines must
appear on food packages. In each of these examples
of government communication, the standards require
that information be presented in a consistent man-
ner on every product so viewers do not have trouble
correctly deciphering the content or making informed
buying decisions,
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¢¢ Information designers are very special
pcople who must master all the skills
and talents of a designer, combine it with
the rigor and problem solving ability of
a scientist or mathematician, and bring
the curiosity, research skKills, and dog-
scdness of a scholar to their work.”
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In ths seres of posters for the United MNations,
statistics oninegquality are powerfully projected
[ Ehe vewer Thecugh the simple usa of type and
color. The tayout of the supporting typography
on the side af each poster 15 visually remimiscent
of a ruler or other measuring device.

Design: Chermayeff & Geismar Studio

Inequality in terms
of income, access

to health and educa-

tion, and access to
markets for trade is
trapping peopleina
cycle of poverty
despite their best
elfforls.

Halving extreme
poverty by 2015 is
doable but will not

happen unless gov-
ernment and civil
society act toclose
the ever-widening
disparity-between
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Design is often used not only to promote milita

Flatic causas Bul also soclal ones, These posters

raphic Desigr

e
LA

aducate the viewer about the monetary and hiu
man costs associated with smoking

Design: Greteman Group

omplete

.
=3

The (

{ Far nght) Design informs and educates the
public. lo create awareness about the effects
of miusic lyrics on abuse toward women, this ad
isas onpular alburms configurad as paris ol a

WM an s wardrobe

Design: Archrival

(Opposite page) Work created for nonprohil organizations or done pro bon allows designers craalive
freedom thal can be well worth the sacrifice in pay. And Partners arganized an exhibit and fundraiser
for the Books for Kids arganization, inwhich some of New York City's most infiuential designers were
dasked 1o create gesigns thal o smimunicated the wea of punctuation. After the exhibil, posters ware

distribuled in design publicalions and paper promobicns
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Road signs differ from country to country and so PAHK STREET

cdoes the amaunt of information the driver s asked

to comprehend. Inthe United States, highway RDU ND&BGUT
SIEMS are cimplified 1o make ne VIgalion saseer, |n

European countries, Signage | _I‘..".."'-.J & informa- EII'I'I"III'IghEIm

tion o the viewer E ourne + l

1IM15(M1)

_ (M14)| Walsham

Penderton A1183
A105

EAST m)

Nutfield

Los Alma Stanley
A1183

Wayfinding

Today, millions of miles of roads connect local commu-

DEE nities, cities, and even countries to each other. There-
in fore, road signs must quickly and effectively commu-
‘E nicate directions, regulations, and even warnings 1o

{% drivers. Language and cultural experience, as well as
E context, can often exacerbate this problem. The use of
& semiotics in signage design overcomes these barriers
E-;:i and allows for universal communication.

3

L As the world's population continues to live longer,

new challenges such as visibility and readability arise
in transportation system design. A study in the United
states indicated that by 2005, one-fifth of drivers would
be age 65 or older, and recommended that the letter-
ing on highway signs should be as much as 20 percent
larger. It also recommended that all current signs be
replaced with those that are 40-50 percent larger. To
remedy the situation and avoid increasing the size, a
new typeface called Clearview Hwy® was developed,
featuring larger lowercase letters that are easier to read.,

The lypeface ClearviewHwyE, was developed 1o 2
improve legbility of the previous typelace used
o highw "-',.- and directional signape. 1he new Izt
terforms achieve this through the use of 1 the taler M et ro po I I S
height (which allows for wider letters), 2 greater
word length, 3 opened up, thinner stroke weaight, !

and & the elimination of cut-wedge ietters so the
lowercasae "L 1s differentiated from the number "1 e r 0 p 0 I S



Sometimes, functional design can resemble 2 piece
of art such as this wayfinding pole for a shopping

while curvilinear plagues spiral upward from the
base. The post is centrally located within a courtyard
and each sign points toward a spacific destination
such as restrooms, an ATM, and Customer Service
Although the piece 15 beautiful, unlike art its sole
purpose s commurication

Design: fd2s

I'he London subway map is a design classic. The map's
simplicity enables users to navigate through the com-
plex network of underground railways that connect

Today, we still communicate through
pasted imagery and wards. Directional
sigrigge helps guide peaplethrough
large buildings as ilhustrated by this
kiosk, which directs tha viewer {4 the
approprats elevator. Modern technal
ogy has further enhanced this sign by
featuring a call button for assistance,

Design: C&G Partners

Yartls parts ol Londoan

rriall, Decarative stones have been affisad 1o the post,

Design for Communication




The use of two seemingly unrelated ideas

often leads to thought-provoking, memorable
and highly effective design. In these posters,
ordinary office supplies—paper clips—have been
arranged in unique ways to communicate com-
plex ideas about race, pender, age, and sexual
arientation.

Design: CDT Design
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Design is about getting the right idea,
and getting the idea right.”

harty Maumeier

Chapter 2: The

Design Process

Extraordinary design solutions rarely manifest themselves out

of thin air. While it is conceivable that a creative “eureka”
can and does take place, it is a rare occurrence; and even
then, it takes time for a skilled designer to develop and fur-
ther refine the idea. More commonly, graphic design is the
process of discovering ideas that will enhance the client’s im-
age, promote its products or services, or transmit a message

that needs to be communicated to the target audience.
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Extraordinary design solutions inwhich the image, message, and concept

comverge are the result of a comprehensive and thorough process of explo
ration and discovery. Ta visually cormmunicate the creativity of a copywriter,
this series of business cards uses a photograph of an open book as a
background, with a brief explanation of his services. Doodles and sketches
related to copywriting Tilf the rest of the card

Design: Kinetic
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Design: Shinnoske, Inc.
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Although it varies from person to person and from Conceptually ook cover 5|

firm to firm, a thoughtful and well-structured design e _
process, like the one we will explore in this chap- - P a _ ki ...! .
ter, is essential to solving visual communication if the boxok
problems. It is a tried and true methodology for the DEEgN: PR
exploration, experimentation, and, ultimately, discern-

ment of ideas appropriate for the design problem PRISEON LIFE AND DEATH FREM

—whether mundane, trite, or cliché, unexpected or
out of the ordinary. Referred to as the design con-
cept, the "right” idea is one that is so simple, logical,
and relevant to the problem that everything about it
communicates the intended message. Good concepts
reinforce and drive messages deep into the minds of
the target audience.

Visual communication relies on the designer’s ability
to guickly adapt, understand, and respond to the needs
of the client. It is essential to begin by looking at the
problem from all angles and then define the most
important aspects of that problem. By mapping out
these points early on, the designer will be able to gen-
erate a variety of appropriate ideas that will quickly
help determine the best route to solve a particular
design challenge. There are many steps and different
ways to work through the design process, and each
designer creates a procedure that works best. How-
ever, in order to be successtul. research, writing, and
drawing are all fundamental skills that every designer

needs to develop.

ERNEEN TENAS WARDEN JI™M WILLETY AWND RON RODEDLLE
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Begin research by answering the following
questions about your client:

* What is the client’s story or history?

«  What are the client’s core values that need
to be communicated?

+  What are the client’s unigue competitive
advantages?

» How does your client differ from his
competitors?

*  Who is the target audience?

«  How will the target audience benefit from
the product or service offered?

Research
5 o Develop
ISCUSS Thne CI’EEti\FE :
R s Concepts

Because the designer is respansible for all aspects

of the job, from concept to completion, it is mperatve

that he take as much bime as necessary to learm
the client’'s business to provide the client with an

appropriate and effective design solution

Conducting research early on is a vital step towards
being able to understand and solve visual problems.
Thorough exploration of the problem helps design-
ers develop a comprehensive understanding of the
client, its goals, and, ultimately, what an appropriate
design solution would be.This is especially impor-
tant when working with a new client or within an
unfamiliar industry. To effectively communicate the
client’s intended message, the designer must gather
the information necessary to properly define the
problem and generate appropriate ideas,

Refinements, Implementation,
Execution Print Praduction



Establish Credibility
with the Client

Becoming a truly valued consultant
and indispensable resource to cli-
cnts should be a priority for every
uraphic designer The more a client
trusts and respects a designer

and his work, the more enjovable
the relationship becomes and the
more he will be granted creative
Freedom. o accomplish this goal,
the designer must not only famil-
iarize himsell willy all aspects of
the design business, but must also
become an cxpert in the subject.
In addition to being proficient in
all aspects of design, the designer
must also become intimately fa-
miliar with his client’s business. A
gond place to start is with compa-
ny literature such as annual repores
and its website, It is also wise Lo do
some research on the Welb 1o lingd
oul how the client is perceived by
others and to tamiliarize voursclt
with any recent company events.
Lastly, numerous trade publications

Client
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Take a site tour of the company or organization’s
facilities. & short visit can provide a wealth of
information about its products or services,

|nterview employees to learn about the compa-
ny’s culture and employee perception. Everyone
from senior management to delivery drivers and
warehouse staff should be questioned about
their role within the company.

Examine existing and historical marketing
collateral, including annual reports. These are
available by request from the Investor Relations
department of the company and are sometimes
available on its website.

Industry or trade magazines offer an abundance
of information about a client’s target audience as
well as insight into the company's competition
and market share. These are particularly useful
for developing a visual vocabulary of the types of
images, graphics, colors, and type styles that are
appropriate to the job at hand.

The Internet, while convenient and easy to use,
should not be the designer’'s sole source of
information because material found online is
sometimes inaccurate. biased, or fraudulent.

94

It vou want to be a well-paid
designer, please the client.
If you want to be an award-
winning designer, please
vourself. If you want to he

a preat designer, please the
audience.”

T

are available and may offer the most imporeant insights
into various aspects of the business, providing the
designer wilh an indispensable perspective, Research
allows the designer 1o truly understand and establish
credibility with the client, and to develop the vermacu-
Lir to speak intelligently about what the company docs,
how it does it, and why it matters to its Customers,

Conduct Internal
Meetings and Interviews

Informational mectings are face-to-face discussions
that may include employees at some or a1l levels of the
organization. These interviews will allow the designer
to gain insight into internal procedures, processes, and
the client in general This is a good opportunity to get
the client to define the company's mission, history, and
essential qualities that need o he conveved in the de-
sign solution, as well as to define the arget andience
and goals for the piece being created, Do not be afraid
L ask questions,; assumptions make the designer look
Bath arrogant and unsympathetic (o che client's needs
and can result in costly and time-consuming mistales,
In cvery interaction with the clicnt, express seauine
interest in the subject matter and demaonstrace the
desire to be a valuable marketing partner. This will
quickly estahlish trust and enable the client to speak
freely and confidently about the task at hand.



FERSONAL

INTEREST
CHART

Define the Needs of the
Target Audience

Kesearching the needs and ex-
pectations of the target audience
allows for the creation of memo-
rable solutions that effectively
COIMIIUILCALE A COmPHny s Core
values, attributes, or unigue mes-
sages. Informal discussions with
current or potential customers will
provide uscful insight and help
determine any positive Or negative
perceptions about the company,
its product, or services that may
inform or become part of the final
visugl solution,

Design is a multi-tiered Llanguage, so
defining the means of the messagy
{typce, color lavout, and imagery)

is an important part of the final
work. Bffcctively comnmunicating

with the targer andience depends
upon the developnment of a visual
vocabulary that appeals to the
sensibilities of the viewer, ‘1o gt

a clear understanding of what the
larget audience will respond Lo,
look at all aspects of their lives,
from jobs to hobbics and interests,
Demographics such as age, gendcr,
income level, and education are
cqually important considerations.
Begin by collecting and analyzing
magazines. hooks, or examples of
marketing materials that address
the specific interesis of the argel
audience. This will help deline ap-
propriate design choices such as
colorn, typography, and the overall
feel of a layvout, It is also important
tor think about how the picce will
be used. Does the design need to
he eve-catching or does it contain
a lot of important information that

The yoa s lor adszenproecl ceoerd ncl snly
ontas cnocs andd cxneotations ot e targst ag-
ol srve Do alzo Che chenls mowsiny e g bl
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Design: Marty Meumeier

needs to be clearly organized?
Kemember that communicating is
first and foremost. s0 never let the
design stand in the way of getling
VUL TNESSAEC ACT0SS,

Defining the Problem

Comprehensive and exhaustive
research will enable the designer
to clearly define a visual problem.
Once the designer has completed
this step, it is wise (o present his
[indings w2 the client 1o confirm
that his information is accurate and
s design plan is in keeping with
the clicnt’s vision. Rescarch thus
hecomes the rationale for finding
the design solution that will be the
most appropriate for the problem.
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Developing the
Creative Brief
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2.0 EXPLENATION

Designers are given specific visual
problems to salve that muost meet
delined business objectives, be deliv-
ered within budgel, and work wille-
in a myriad of other possible con-
straints. These problems can range
in scope from designing brochures
or other marketing collateral to
developing an extensive corporate
identity for a company. Somenmes,
however, visual problems and their
goals may be more challenging;

lor example, Lhe company may

b trying (o increase their madket
share or appeal 1o an entirely Jif-
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ferent audience than they have in
the past, In these cases, it is vital 1o
have a thorough briel that clearly
oullines the paramelers. In some
cases, clients are not familiar with
what a brict neceds to address and
will unknowingly providc the
designer with an incomplete briet
or vaeue goals. In this situation, it 15
the designer’s responsibility to lead
the client in developing a creative
brief that outlines the task at hand
and provides a framework the
designer can work wilhin,
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Components of a Creative Brief

The creative brief is much like a road map for success
in solving a graphic design problem and as such, is an
invaluable resource for the designer. Every creative
brief should contain the following information:

1. General parameters
What is the budget? What are the deadlines?
What are the deliverables?

2. The specific problem that needs to be solved
Is it a direct mail piece, a website, or a corporate
identity that needs to be created?

3. A brief overview of the organization
What do they do? How long have they been in
business? Where are thev located? Who is the spe-
cific person the designer will be working with?

4. A list of business and design objectives
What is the client trying to accomplish through
the design picce(s) being created?

5.

Batween Friends ldentity
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The target audience and

demographic information

What are the gender, age range, education, income
levels, hobbies, and preferences of the target audi-
ence? What type of visual imagery do they respond to?

The unique attributes of the product(s)

or service(s) the company offers

What are customers’ perceptions (positive or nega-
tive)? Why would the target audience choose this
particular product or service over its competitors?

The competition

What are the competing companies, products, or
services? What strengths and weaknesses should be
discussed? Compile a comparative study of websites
that illustrates the visual vocabulary of imagery that
will resonate with the target audience.

Creative approach
What is the visual problem and what are the steps
the designer will take to solve it?

The Design Process
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Tre Complete Graphi

Concept
Development

Developing concepts, the most
important part of any design
project, ocours in the mind. not
on 4 computer screen, During this

crucial phase of the design process,

the designer should spend his time
generating ideas away from the
computer. Thoroughly analyzing
design problems through writing
cxercises allows the designer to lat-
¢r translate abstract ideas or rough
concepts into poignant visuals that
will connect with the target audi-
ence and deliver its message.

The Designer as Writer

Using the written word, the design-
¢r combines fragments of thoughts
orideas into refined concepts. It is
often easier to think ahout com-
plex or abstract ideas in words

that will provide clues as to how
L solve a design problem by using
visual symbols and metaphors. The

oncenly or g oornpzany brochure are
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Design: Indicia Design

maore literate and articulare the de-
signer, the more prolific he will be
in producing original ideas; many
op art directors at creative agen-
cies have rools in copywriling or
journalism because of their ability
te capture the essence of an idea in
d4s few wortds as possible.

Idea Incubation

rainstorming is the process of
generating ideas as quickly as pos-
sible, Wrile down every idea that
comes (o mingd, no maler how silly
or irrclevant it mey scem, because
it may Liter influcnee or spark a
great idea. Design is the process
of climinating incffective ideas or
concepts in order to narrow the
possihilities to a few sorong ones.
The following technigques will aid
designers in generating unigque
design concepls:
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1. Stream of consciousnhess/free association

Write down any word that comes to mind when
thinking about the subject matter including cmo-
tions, colors, perceptions, or phrases; anvthing

and cevervthing is appropriate. Revisit this list of
thoughts later to eliminate some of the unusable
ideas. T'his technique allows for unfertered thought.

2. Create an idea tree

Idea trees give visual structure Lo siream of con-
sciousness idea generation, Thoughts (ow in a
logical progression as cach idea builds off of the
previous once—ideas are pluced onto a page with
related words "branching” off of them. To get started,
write down the subject matter (the company or
product name might also be appropriace ) within a
circle. All related thoughts connected wnith that idea
are written down with lines connecting each 1o the
previous idea, Repeat this process for each word
until the ideas become very specilic or no longer
relate Lo the subject mater.

3. Use a dictionary and thesaurus

Duc to their descriptive nature, word definitions
aive the designer visual clues for possible solutions.
In addition to helping understand terminology used
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Design: Indicia Design

buzallh ezl

rm=nbs

wellness

crmiction

by the client, the dictionary is an indispensable tool
for translating written ideas into visual symbaols and
metaphors, Write down the definition for each word
[romm the [ree association or Lhe idea Lree exercise,
Underline particularly descriptive words or plirascs
within cuach definition, and write those words out on
the same sheet of paper with their definitions. Next,
use d thesaurus to find related words or synonvms.

4. Combine unlikely ideas

The Latin word for thinking is “cogitate,” which liter-
ally ranslated means “to mix together” ‘Taking two
ideas or words from the designer’'s brainstorming
exercises and combining them ogether ofien vields
unexpected and surprising results, Paul Rand was a
huge proponent of tis method of generating ideas,
referring to it as “combinatory play.” He belicved
that the more childlike a designer could think by
combining two or imore ideas, the more unigque and
creative a solution would he developed, particularty
during the sketching phase of the design process.




The Complete Graphic Designer

Whean designing a spread, skelches prove useful
for determining the position of elements such as
meadlines and visuals on the page. Lintess an im-
age s anintegral part of the page layout (i e. text
that wraps around or interacts with an image,
its placemeant may be represented by a box with
an "X through it as a placeholder.

Design: Indicia Design

Thumbnail sketches quickly help the designer
validate an id=a. In these sketches lor a layoul,
the aporxmate proportions of the piece and
image placement are explored. Sketches do
not nead Intricate detail and use annoctations o
lurther expand upon the Kdea

Design: Indicia Design
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Visualizing ldeas

Drawing is essential to solving
design problems since ideas must
be translated from written form into
images that communicate with the
audience. Because of this, drawing

is a fundamental skill that every
designer must possess and cultivate.
Putting pen to paper should be the
first step in the development pro-
cess because it allows one Lo recre-
ate what one sees as well as explore
perceived shapes, line, form, texture,
tonal value, depth, and color. Sketch-
ing also allows the designer and
client to envision the final design
solution prior to executing or pro-
ducing a finished design.

Sketching is part of the process de-
signers use to visualize and explore
various concepts. Quick thumbmnail
sketches allow them to quickly
ascertain which are the best ideas
and which elements, such as
perspective, subject matter, and
composition, need to be addressed
before presenting concepts to the
client or moving to the computer
for rendering or refinement. While
most designers use computer
applications such as Adobe® Pho-
toshop®, InDesign®, and [lustra-
tor® to execute their ideas, simply
having these proficiencies does not
make a good designer. A solid con-
cept is the necessary foundation of
any good design.




Ihumbnails not only determine the
placerment of design elements, they
also help determine how a dimen
sional plece will be constructed., as
with these brochure concepls
Design: Indicia Design

Thumbnails

Thumbnail sketches are small, roughly drawn visu-

als created in rapid succession. Form, composition,
spatial relationships, text placement, and even graphic
treatments are investigated to analyze whether or not
an idea is working or if further studies are needed.
Sometimes several sketches must be drawn to find a
waorkable solution, requiring dozens, if not hundreds,
of thumbnails for critique. Even so, thumbnails make
it possible to determine the validity of an idea much
faster than searching for the perfect image, scanning
and manipulating it using the computer, and placing
it into a design, only to find the idea is an inappropri-
ate direction. Experimentation through sketching is
an essential component of designing strong work, and
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the time invested up front always saves the designer

time overall.

I developing the logo for Lincoln
Park Zoo's 10th Anniversary
“Jarmmin’ at the Zoo.” the designer
executad these tight pencil sketches
[0 -":.-:r.!i'.'-f'_' AT TS |'i':"'Z'_i'-ri1i or

the mark, including typographic
solutions and the use of aifferant
animals and musical instruments

Design: Fernandez Design




The Complete Graphic Designer

In creating a new brand image
for Sheridan’s Lattés and Frozen
Custard. a brand positioning
siaternant was developed by the
creative team.

Design: Willoughby Design

Selling the Idea

Presenting ideas to the client for feedback is the

next crucial step in the design process. The designer
must be able to not only speak intelligently about her
work and the rationale behind it (if a creative brief

is followed, the design will meet the client's goals
and objectives), she must also be able to prove that
the visual solution works. To generate excitement,
acceptance, and approval, ideas must be refined and
executed in full-color, rendered mockups that help
clients visualize the final design solution. If a solution
involves special print processes or unique execution,
the designer must not only explore the feasibility and
costs of producing such a design, but must provide
samples as well.

Presenting Design Solutions

Client presentations are a delicate balancing act for
the designer because aesthetics and practicality con-
verge when executing design solutions. The desire to
produce ground-breaking and award-winning work
sometimes conflicts with the business objectives of
the client and the needs of its audience. As a result,
the graphic designer should strive to produce and

present the client with ideas that will sartisty evervone.

" Sheridan's is the
 "Hip® place to ga for
- Fresh Beliciows Treats,
 Simple Comfort and a3 =
- Fun Experience,

Time and budget allowing, present at least three fully
rendered and executed ideas for client feedback and
critique: a conservative solution that works well with
existing collateral and reflects the design sensibili-
ties of the client, an innovative and extreme design
that pushes the client's budget and aesthetic, and a
blend of those two options. Do not present too many
options because it makes the client's decision-making
more difficult and sometimes results in a design that
incorporates clements from several ideas into one,
thus watering down the effectiveness of the original
design. Be sure to present samples of any specialty
paper, inks, or unique finishes vou are considering,

Executing the
Concept or Idea

Once the research and concept development phases
have been completed, it is time to turn to the details,
Whereas pencil sketches allow ideas to be quickly pro-
duced and analyzed, executing a final design concept
requires careful attention to choreographing the design
elements to work in concert and communicate the
intended message. Equally important is that the design
can be reproduced on a mass scale. No matter how cre-
ative or innovative a design solution is, if it is unable to
be mass-produced within budget the design completely
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Eachof tha three original concepts
presentad to Sherdan's Lattés and
Froran Custard conveys (he core
values of the brand strategy brief
through visuals that appeal to the
target audience, including color
palettes, palterns, and designs for
slore signage and collateral.

Design: Willoughby Design
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fails to solve the client’s visual problem. So determining £

this early on is imperative. Bl Eﬂ nﬂ B[GWDGG
(Mo onerciis]

Most designers execute final designs on the computer
because it allows them to quickly and easily explore
variations and create final reproduction art. The pro-
ficient designer uses applications to his advantage to
quickly render computer generated “roughs” for the

client. Adobe® Photoshop® is a leading image manipu- %{:" N @
lation and editing tool; Illustrator® is ideal for creating ."'
vector artwork such as logos or single page documents;

and InDesign® is a page layout and design program for
longer publications.
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When executing a design, practical aspects of a project

such as printing processes or distribution methods E{f;gf‘__;
must be addressed. Contact local printers to receive

print estimates. Well-developed prototypes or sketches

of the picce, including paper selection and printing

techniques, better enable the printer to deliver a price
that meets the client’s budget. If mailing is required, the
designer should verify postage rates with the post of- H lc nuu -~

fice and confirm that no extra postage will be required, MOTORCYCLES

Executing a loge solution requires the explora
tion of several variations on a sngle iIdea. In
these examples, refined concepts are shown
with the final client-approved mark

Design: Gardner Design



Presentation Tips

1. Meatness counts

ltems arranged on presentation boards should be
mounted straight or in consistent locations across
multiple boards—pieces mounted at different angles
become a focal point for the client and distract from
the presentation. Likewise, pencil marks or excess glue
should be removed from all boards.

2. Provide samples of unique materials or print-
ing techniques

If a design utilizes unigue printing technigues. such as
metallic inks. varnishes, die cuts or embossing, provide
a sample of the technique. For folding pieces or multi-
page docurments, create a mockup or prototype that will
allow the client to visualize what the final piece will look
like.

3. Be confident

Approach each meeting as the design expert. Be
prepared to answer questions and explain the thought
process behind a design, Speak articulately and with
Proper grarmmar.

4. Be prepared

Bring a writing utensil, notepad, and the job jacket to
the meeting. Have all process work available to show as
rationale for the design solution presented.

Presenting ideas to a client, especially for the first time,
can be a nerve-wracking experience for the graphic
designer. After hours or days of work, the designer and
client meet face-to-face, sometimes in the presence of

a committee, to discuss the thought process that is ex-
plored through the visual problem. Designs are present-
ed for review and feedback. Here are some steps that will
ensure a successful and productive client presentation:

5. Show only the best ideas

Mever bring to a meeting work you would not like to
see chosen because it just may be selected. Show your
preferred choice first.

6. Show alternative options, not variations

of a single idea

Clients want a few options from which to choose, so
showing a similar design concept that is merely ren-
dered in three different color schemes or with few major
changes iz not satisfactory.

/. Don't overwhelm them

Showing too many options makes selecting a final op-
tion very difficult. Three or four distinct directions are
appropriate.

8. Help in the decision-making process
Elevating the design sensibilities of clients is an impor-
tant aspect of the graphic design process—this is why
a professional was hired in the first place. If the client
hesitates or has difficultly selecting a design con-
cept. [ead him to choose the most appropriate design
solution. If a project is a collaborative effort involving
multiple designers. be sure all the designers agree on

55
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Print Process
Considerations

Regardless of how innovative,
inspiring, or creative a design
solution may be, if it is unable to
be reproduced on a mass scale
and within a client’s budget, the
design has failed. There are sev-
eral printing methods including
offset lithography, letterpress, and
silk-screening. How the piece will
be distributed or transmitted, the
materials it will be printed on,
any unique finishing techniques,
and the look of the piece will all
bhe considered when determining
which printing method will vield
the best results.

Offset Lithography

This is the most common method
of reproducing artwork. Printing
presses come in a variety of sizes,
can print onto single sheets or

continuous rolls of paper, and al-
low for multiple colors. Full-color
reproduction is achieved through
the use of the four process colors
(cvan, magenta, vellow, and black);
how the colors overlap determines
the final color. Offset lithography
is the least expensive way to print
quantities of 500 to 100,000 pieces.
Offset presses print at 150-300 Ipi
(lines per inch, equivalent to 300
and 600 dpi. respectively).

Letterpress

Letterpress was the most popular
form of printing until the 1960s
when offset presses began to
replace them. In this traditional
print process, ink is rolled onto a
metal or wood plate and is then
pressed into a sheet of paper. Due
to the amount of pressure applied,
letterpress often flattens out the
paper in the areas where ink is
applied, giving a very tactile quality



to a piece.Thick pieces of paper or cardboard may be
printed using this technique. but only one color at a
time may be printed. Most letterpress presses still in
existence are used for high-quality, specialty picces
such as invitations. Letterpress typically uses transpar-
ent, solid areas of color ink, as it cannot accommodate
percentages of color.

Silk Screen

When permanence is an issue or unusual materials
must be used in a design, silk-screen presses are very
versatile methods of reproduction. They print on
almost any kind of substrate material, including metal
or fabric, and can even be applied to dimensional
objects. Solid, opaque ink is applied to a surface by us
ing a squeegee to push ink through a meshed screen.
T-shirts, ceramics, and plastics are all appropriate for
silk-screen printing. Depending on the material being
printed, halftone dot patterns should be very coarse
(no more than 60 Ipi).

Vinyl Applications

Much interior signage is reproduced using adhesive
vinyl lettering, which is cut into thin sheets of plastic
vinyl using a computer-directed blade. The back is adhe-

Using the letterpress as a pninting method gives
pieces a hand-made quality and evokes a classic
elegance, especially for formal invitations ar

announcements.

Design: Bystrom Design

In addition to its unusual format. this brochure
and pocket folder are silk screened on a natural-
colored, uncoated stock. When designing a work
thiat will be silk screened, it is best to use solid
colors and 100 percent of a hue rather thana
percentage or tint (tints do not reproduce well
due to coarse line screens and large dot pat-
terns). Thin strokes and intncate detail are also
difficult to reproduce with this techrque.

Design: Indicia Design

The Design Process
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Window graphics such as these were created
ISINE virmyl-cul graphics That are then apiied
lo the inside face of the glass. Only sald
color graphics may be used, a imitation the
designer should be aware of

Design: Gardner Design

sive-coated so that it may be applied
onto smooth surfaces such as plas-
tic, glass, or metal. Vehicle graphics,
interior signage, and window decals
are all vinylcut letters. Vinyl comes

in large sheets of presclected solid
colors (you cannot specify a CMYK
or Pantone color). Additionally, gra-
dations and tints are not possible.

Paper Selection

Choosing the right paper for

a visual problem is extremely
important to the overall concept
and execution of a printed piece.
Clients depend on the designer to
recommend the most appropriate
paper for a design project. Papers
are not just a surface on which to
lay ink, they should also enhance
the design. In addition to how a
piece will ultimately be used or
distributed, the designer must also
consider the paper’s weight, color,
texture, and whether to use coated
or uncoated stock.,

Flashic paper with adull himsh was
usedwith a black tail stamgp to cre-
ate a striking tone-on-tone eftect for
TS Drochure Conser

Design: Late Night Creative

Most printers keep both coated
and uncoated paper stock in their
inventory so they are immediately
available for printing. Known as
“house sheers,” these papers are
bought in bulk at reduced prices,
thus decreasing the overall cost
of a print job. Even though paper
comes in a staggering varicty of
textures, colors, and finishes, a
printer’s selection of readily avail-
able stock is sometimes limited,
Consult with the printer or a paper
company representative for a
wider selection of choices.

Coated Paper

Coated paper has a smooth surface
and special coating that results in
more accurate and vibrant color,
crisper images, and sharper detail.
It is an ideal choice for pieces that
incorporate photography, vivid col-
or, or require a high-end, finished
feel such as magazines or trade
publications. Brochures, catalogs,
and sales sheets are often printed



To promate the specially papers avallable
from a paper company, this invitation uses
spot color printing on cotton paper. The
100 percent cotton envelopes are transiu-
cent. allowing the typography and stylized
imagery o show through,

Design: Dotzero Design

on coated stock because color accuracy is imperative
to sales. Although widely popular for most print jobs,
it is not appropriate for all types of print jobs—the
special coating has a tendency to ruin office equip-
ment that uses a heat transfer process, such as laser
printers or copiers, and is difficult to write on using a
ballpoint pen or pencil,

Uncoated Paper

Uncoated stock has a more pronounced grain or
texture that allows ink to soak into the paper, thus
muting colors and creating a “softer” appearance.
Depending upon the job, this can be a positive or

negative quality, so take this into careful consideration.

Uncoated stock is appropriate for designs that require
a personal, elegant, or sophisticated look, such as invi-
tations, announcements, and personal stationery, Some
print processes, such as letterpress or silk screening,
are most effective when used on uncoated stock. Both
coated and uncoated papers are available in numerous
colors including many degrees of whiteness.,

Specialty Paper

Specialty papers include, but are certainly not limited
to, translucent sheets, cast-coated sheets with mir-
ror-like finishes, recycled papers, and textured stocks.
When used to enhance the concept of a visual solu-
tion, specialty papers are extremely effective; if they
are used as a gimmick, they waste the client's money.
These papers are more costly to produce and more
susceptible to trends so are often only available for

a limited time. Additionally, they must be ordered in
large quantities from the paper mill, adding more pro-
duction time to the print job.

If unsure about what type of paper is most appro-
priate for the print job, consult with the printer for
recommendations or request samples from paper
companies and distributors. Their knowledgeable rep-
resentatives will discuss the strengths and weaknesses
of each of their lines.

The Design Frocess
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Colored translucent paper conceals and then

reviedls the benefits of using outdoaor lighting

products, As wisible Iighl Consisis of red, Eresn
and blue rays. these colors were used i this pece
to effectively reinfarce the concept of lighting

Design: SamataMason

Finishing Techniques

Unique finishing techniques, such
as die cutting, embossing, or add-
ing foils or varnishes, can greatly
enhance the execution of a printed
piece. Die-cut windows hide and
then reveal an image, thus promot-
ing user interaction, while unusually
shaped collateral surprises and en-
gages the viewer. Emphasizing cer-
tain elements of a design through
embaossing (raised impressions in
the paper), metallic foil, or varnishes
(clear coats of ink that add touches
of high gloss or dullness to a de-
sign) are all enhancements that may
be made to a final printed picce. It
is important to remember, however,
that these details are only truly ef-
fective when they help to reinforce
the overall concept. These details
alone will not improve a piece that
is weak in concept or execution;
they will just make it more expen-
sive to produce.



Far this high-end CEQ Summit pieca for Mokia
the desizn firm utilized several firmshing tech
riques such as e cutling the event logo out of i
the box ship cover, designing a umguely shaped
prograrmand tirerary thatl 1s bound using wire-oF
technigues, and choosing a custom printed
binder for the event collateral

Design: Yellow Octopus

Keeping a Design
Process Record

Design is often a compromise of ideas between the
designer and clients, so sometimes the best solution

is not selected for final implementation and print
production. Maintaining records of the design pro-
cess, whether in a job jacket or sketchbook, preserves
the evolution of ideas and creates a place for unused
ones to be cataloged for future use. Process cataloging
is also invaluable for resolving billing or ownership
disputes such as proving the amount of work that was
put into a project or when a design was first created.

The Design Process

Remember that good design connects with an intend-
ed audience. Developing a well-researched creative
brief, adhering to the guidelines set within, and com-
municating with the client will ensure that only suc-
cessful concepts and solutions are produced and that
precious time is not wasted on ineffective concepts.

A complex and intricate bhind emboss is used
Lo Carvey the (ea ol 3 siewalk That nas boen
decorated with names while the cement was
still wel. Embossing is a subtie technigue
whose tactile qualities engage the Senses anc
erfance the ovarall impact ot a piece

Design: And Partners
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A painter works with a brush on canvas, a sculptor, a chisel

Fage Layout & Design

and stone, and a graphic designer, a computer and a blank
page. While the fine artist typically has a personal opinion
or expression they want to display, the designer must con-
jure up a way to display someone else’s message and also

have it resonate with the intended audience. Printed collat-
eral for mass reproduction and consumption is the product
of concept development, composition, and creative execu-
tion. To this end, page layout and design are fundamental

skills the designer must master in order to

create effective work.
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This promohional pocket folder for Pitney Bowes uses
blind embossing of mail-related indicia on the outside of
the cover and a unique pocket in front for the brochure,
The brochure itself is veary cleanand corporata with
stromg visual images, bold colors, and simple graphics.
Design: And Partners
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Page layout is a general term used to describe the look
and feel of any printed piece of communication that
is designed to solve a visual problem. These solutions
can come in various sizes and shapes. From simple
postcards, one-page pamphlets, and sales sheets to
oversize posters, multipage brochures, and books, it is
a designer’s responsibility to determine and create an
effective visual translation of the client's message. The
wide-spread availability and popularity of page-layout
software has created an entire industry of nonprofes-
sional desktop publishers who know how to use the
computer programs, and have limited knowledge of
tvpography and page layout, but do not necessarily
have the talemt or eye for good design. The true graphic
designer has a thorough understanding of the field

to determine the most effective design for his client’s
needs, and the experience to educate the client about
the intricacies of page lavout and design.

A simple composition with bright
colors, daminant elements, and a
clear message makes this poster
stand out from others.

Design: Greteman Group



The playful use of typography can
add visudl interast toa pape fayoul
gspecially when mixed with the

Oramalic use of codor amd ||'I'|F_J.:l:-!"|"»|-'

Design: Greteman Group
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Vivid imagery combinad with nostat-
FIC IMmages draws Lpon the Ristory
and tradition of Plurm Creek Goll
Course. Oid West-styie headings and
imitial caps resnforce the her I[-'-.,..'-J." o
the converted horse farm

Design: Lodge Design
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The basics of page layout should
accommodate adequate white space
and margins to allow for easy reading
and comprehension, Text should not
e placed too close to the gutter. In
the event that a headline or prece of
text does nead Lo span the spread,
have the space between words cross
the gutter or loosen kerning between
ketters within the word

Design: SamataMason
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An Eye for the Stage
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Brochures redesigned for the Marion Koogler
MaNay Art Museurn in San Antormo. Texas, use
g simpbe grid struecture to achieve consistency
among the museumn's coflateral. The grid may
be used with one, two, or four columns of text
Thar My Caletraten 50 Vians - = Design: C&G Partners
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Column

Gutter

Row [

Horizon Line

I'he basic structure of a layout grid
uses columns and rows to help

adeterrming the placement of tex|
ard images. Each unit within the

grid 15 a module and certain graphic
alemertts may take up more han

one module. Hanzon ines establish

a refarence point for the Top-most

placement of hody copy

The Grid

Confronting a blank page on which to design a layout
is a daily challenge for graphic designers, one that often
intimidates even the most seasoned professional. There
are hundreds, if not thousands, of design possibilities.
Complicating matters further, most projects have mul-
tiple pages or spreads that require continuity through-
out the document or publication. To meet this challenge
head on, designers should employ the use of grids.

The grid is an invisible framework of guides used to
construct a page layvout or composition for a printed
piece. They give structure to the page and help ensure
consistency across the document. By having text line
up at the same point on every page, maintaining col-
umn widths, aligning images with text or other images,

There are times when it is appro-
priate to break the rules of the grid
in design, bul this must be well
thought oul 1o be effective. In this
case, to |llustrate the concept of
creative inspiration, or making the
“right brain heawier.” the designeay
has rotated the text of the poster
to give the (llusion that the right
side of each copy biock is baing
weighed down

Design: Kinetic

and placing page numbers in the same spot throughout,
there is an orderly rationale for the design. Text and
images are not dropped haphazardly onto the page or
collaged together, but are placed within different grid
“modules” that guide the viewer’s eyes through the
document, which makes for easy comprehension.

Grids may span an entire spread and divide it evenly
into modules. Grids sometimes exist only within the
live area of a layout as defined by ample white space
or the margins around them. The size and number of
grid modules at the designer’s disposal are completely
arbitrary. The purpose of creating a grid is to give or-
der to the composition. The more grid modules used,
the greater the possibilities.
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This fold out poster/brochure for sometimes a composition will use
g chess tournament uses a simple several grids tayerad on top of each
three-column grid with clearly ather, For these Nature Museumn
definad gria modules to organize pasters, gnds have been rataled
texl and images. Large amounts of off axis to help accentuate and
while space and colored text help highlight impaortant information
guide the viewer's eyes around the Design: Fauxpas Grafik

page and disseminate information
aboul the event

Design: CDT Design
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Page Elements

Typography

Graphic designers should embody a love and passion
for typography—not only for the way in which letters,
words, and sentences are arranged on the page, but
also for the design and emotional qualities of the let-
terforms themselves. Good typography is a true sign
of a talented designer, so it is important to make sure
typeface choices are appropriate and their implemen-
tation is flawless,

Typefaces have unique characteristics and expressive
qualities that allow the designer to identify and prop-
erly specify a font for use in a page layout. Composed
of many different parts, the anatomy of a tvpeface is
rather complex. The attentive designer places a priority
on selecting the right tvpeface for the visual solution,
one that will help communicate the intended message.
some considerations for the selection of a font include

Bk Bk Bk Bk

In some instances, typog
raphy s used as an ilustra
tion. as in these layouts
Letterforms overtap to form
sUrprising new shapes and
umigue colar combinations
Design: Shinnoske, Inc.

LS TR

the physical form a printed picce will take and the
type of paper it will be printed on. For example, in
book design, Garamond or Caslon may be used for
their well-proportioned letter widths and clean serifs,
which make reading easier. Newspapers use Times
New Roman or similar serif tvpefaces with large x-
heights and open counter forms so that when printed
on coarse newsprint, the ink spread (“dot gain™)
doesn’t fill in the negative space of certain letters,

Fage Layout & Design

By choosing typefaces that are similar to or coordinate
with those used in existing client collateral, the designer
can help establish a more cohesive, consistent brand
image. To find suitable matches, study the subtle nuances
of certain letters of the typeface. For example, the letters
¥, g, and the ampersand all vield valuable clues to

specifying an appropriate or nearly identical typeface.
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Type Considerations

Serifs vs. Sans Serifs

serif typefaces are considered to be friendly, approach-
able, and easier to read when used for large amounts of
text. Sans serifs are very clean, modern, and "corporate”
looking. Create contrast within a design or layout by mix-
ing the use of serif and sans serif fonts.

ltalics

Italic letters or words add emphasis to text. Right lean-
ing italics suggest forward movement in Western culture,
while left leaning italics convey the idea of slowing down.
In cultures that read from right to left, the opposite is true.

Justification

Text that lines up to the left side of a column with varying
lengths to the right is generally considered easier to read
for left-to-right reading languages ("aligned left, ragged
right ™). In cultures that read from right to left. the opposite
is true.

Center justified text is aligned on both sides of a column
and has equal line widths. Long passages of justified text
can be difficult to read because there are sometimes
large gaps between words, creating "rivers” of white
space that interrupt the flow of text. Justified text should
only be used for short pieces of copy.

Rag

The edge of a column of text is where lines of copy end.
A"clean” rag occurs in lines of copy when there is a nice
flow and transition of text from one line to the next and
in which there are no hyphenated words at the end of a
line. This is the most desirable format, and often requires
manipulation on the part of the designer.

Hyphenation

It at all possible. hyphenated text should be avoided.
especially in narrow columns. If a word must be hyphen-
ated to create a clean rag, that is acceptable. Never have
consecutive lines of hyphenated text.

Kerning

The amount of space between each letter within a word
is called kerning. When letters are too close together,
they become difficult to read, especially fram far away.
Likewise, letters spaced far apart are easier to read from
afar, yet mare difficult to read from up close.

Leading

The term “leading” comes from letterpress printing
when actual pieces of lead of varying widths were placed
hetween each line of set type. In the digital world, this
term still refers to the amount of space betwesn each
line of text. In narrow columns, too much leading tends
to make text disconnected. In wider columns, too little
leading can fatigue the eyes, making text difficult to read.
While there i1s no mathematical formula that dictates the
appropriate amount of leading that should be used in a
block of copy, leading looks best when itiz at least 2or 4
pnoints greater than the type size: for example, 12-point-
type with 15-point or 16-point leading will have optimum
line spacing.

Column Width

For ideal line width and readability, there should only be
approximately 12 words per line (50 to 60 characters)
within a column of text, otherwise eye fatigue may result.

Widows and Orphans

Widows are lines of text containing only one waord, To
help alleviate this problem, simply adjust the kerning of a
paragraph. Orphans occur when one to two lines of text
have jumped to the next column. Both of these scenarios
should be avoided.

Hanging Punctuation
When using pull quotes, "hanging” quotation marks to
the left of the copy block optically aligns the text.
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Align Left, ragged right text block

When serring larpe areas of rexr, it is best
 use Lext Lthat is rageed rghi, aligned lel,
This will create the optimum readibility
tar the viewer of the picce. Line lengths
should be no more than 50 characiers.
Hyphenation should be avoided, and
always have the appropriate amount of

leading berween senrences.

Rivers, widows and hyphenation

When psetting| large areas bl et i iy best
to use fext thaths rapped fight, alipned lefr.
Thispwill creare phe optimum readibility for

thefviewer of theypiece, Line lt:ngchs should

no maote fthany30 characiers, Hyphed™)
ation shouldihe avoided, and abways have

the appropriate amount of leading between

Apert-e

Lk L

Leading too loose

When setring lalrgn:: areas of text, it 1s best

o wse text char is ragged righr, aligned left.

This will creare the optimum readibiliny
for the viewer of the picce. Line lengths
should be no more than 30 characrers.
Hyphenarion should he avoided, and
always have the apprapriarte amounr of

leading herween sentences.

Leading too tight

When sctring large arcas of text, it is best

to use text char is la_,g:,d right, aligned lefr.

This will create the optimum readibility
for the viewer of the piece. Line lt'ng.'dlz.
should be no more than 30 characters.
Hyphenation should be avoided, and
always have the appropriate amount of
leading herween sentences.
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[he imape on this cover 15 arrest-
ing, powerful, and evokes feelings

it cantinersant, rebeiion, and
sonsequences. Tied conceptuaily to
the content of a teature articie, pho

tography adds an extra level of depth

and meaning to the visual solution

Design: Eason & Associates
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Imagery
Photography

Photography has the ability to capture the essence
of the world around us by freezing moments in time.
Photography is a powerful medium that, when used
properly in page lavout and design, can have enor-
mous impact on the reader—it attracts the viewers'
attention and entices them to explore the rest of a
printed piece.To achieve this goal, however, photog-
raphy must be unique and visually appealing, with a
distinct focal point. Short depth of feld, tight crop-
ping, and close-ups of the subject matter are all ways
to accomplish this goal.

Finding the right imagery for a layout is sometimes
a challenging task. Sometimes the client will pro-
vide the designer with "snapshot” images usually
taken with a point-and-shoot or digital camera.

Unigue crops, vivid color imagery,
and an angular composition attract
viewers to this ad promating the
7ath anniversary of a stocking and
IegRing company. Incorporating the
flowing robe into the shape of text
NEips "'l£.=|'| I,_'J"l" e fasl o [Ne Qe

Design: Ideo
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The message behind this Sesame Warkshop
annual repart is that the organization strives 1o
highlight the international and ethnic diversity of
its programming. To convey this, "Hello Friend” is
written throughout the opening pages in vanous
anguages over images of country-specific
aesame streal characters. A silver metallic var-
nish of all the different transtations for "hello™ is
printed over each sprigad 1o conbinue the therme
Design: SamataMason
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Typically, the quality of such images
suffers due to low resolution, a lack
of lighting, experience, or knowledge
of compositional techniques. If one
of these scenarios should occur, the
designer has the option to explore
the use of stock photography or to
hire a professional photographer.

Commissioned Photography

Depending upon the client’s
budget and needs, commissioned
photography can provide custom
imagery for page lavout solutions.
Traditional commissioned photog-
raphy is usually shot on location or
in a studio, and is art-directed so the
exact image the designer envisions
is captured. Bracketed exposures
allow different angles and light-

ing techniques to be used, all in an
attempt to find an image that is the
perfect fit for the project’s concept.
Because of the extra time involved
and the complexity of setting up
such an exact, staged photograph,
commissioned photography may be
cost-prohibitive for some clients.

Depending on the type of im-

age desired, or the reproduction
requirements of a particular piece
{(such as final size of the image or
the type of printing process that
will be used), the photographer
may choose to shoot images using
a high-resolution digital camera

or 2 35mm film camera. A variety
of single-lens reflex (SLR) film and
digital cameras are available today,
all with comparable image quality.
The biggest difference between
digital and 35mm photography is
time and money. Film negatives
must be processed, printed, and
then scanned into the computer
for manipulation. Digital cameras
capture data electronically and save
it into a computer file, which saves
both cost and time. Because of this,
most commercial photographers
are switching to digital format,

but some and are still holding out
because they feel the quality is still
not as good as with film. Regardless
of which format is used, excellent
quality can be achieved with both.



Stock Photography

Today there is a plethora of quality “stock” photog-
raphy available for use in page lavout and design.
While traditional commissioned photography may
be impractical for use in a visual solution due to
complexities such as special locations or the cost
of hiring models, stock photography is abundant
and easy to purchase and download from the Web.
Searchable by keyword, numerous websites that
contain tens of thousands of photographs on almost
any topic or subject matter provide an invaluable
resource and reference for designers.

The following are examples of websites where stock
photography and illustration may be found. Sim-
ply registering with the site allows the designer to
download low-resolution comp images for use in
client presentations and mock-ups.

ACEstock (UK) www.ace.captureweb.co.uk
Action Press (Germany) www.actionpress.de
AGE Fotostock (Spain) www.agefotostock.com
alt.type (Singapore) www.alttype.biz
Amana Images (Japan) WwWw.amana.)p
Apeiron Photos (Greece) www.apeironphotos.com
ArabianEye (UAE) www.arabianeye.com
Aura Photo Agency (Italy) www.auraphoto.it
Bildmaschine (Germany) www.bildmaschine.de
Contrast (Czech Republic) www.contrast.cz
Corbis (United States) www.corbis.com
Epictura (France) www.epictura.com
Fotosearch (United States) www.fotosearch.com
Getty Images (United States) www.gettyimages.com

Granata Press Service (ltaly) www.granatapress.com
Hollandse Hoogte (Holland) foto.hollandse-hoogte.nl

Images.com (United States) www.images.com
Imagepoint (Switzerland) www.imagepoint.biz
iStockphoto (United States) www.istockphoto.com

Photonica (United States)
Sambaphoto (Brazil)

www.photonica.com

www.sambaphoto.com

Sinopix (Hong Kong) sinopix.com
Stockbyte (United Kingdom) www.stockbyte.com
Veer (United States) WWW.Veer.com

This brochure for ScanChan
(Scandinavian Channel) uses
anaccordion fold, bright colors,
and mimmal amounts of copy
to deliver the brand message
that it caters to peopie of all
nationalities. On the reverse,
the viewer is greeted with
life-size faces of people from
a variety of countries,

Design: SamataMason
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This Magazine spread demaon

strates the difference Debween

stock photography and illustrabion
while nighlighting the advantages
ol using either in design

Design: Eason & Associates
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There are two types of stock photography: rovalty-
free images, which, once purchased, can be used
for multiple layouts or projects without further
payment; and rights-managed photography, which
incurs recurring licensing fees. Typically, rights-
managed images are higher gquality and have limited
availability and a set period of time in which they
may be used. This prevents two companies within
similar industries from using an identical image

in marketing collateral. Although the quality and
originality of images continues to develop, stock
photography is not without its drawbacks. As the
use of stock images becomes increasingly popular
with designers and clients, the price for their use is
also increasing—and because they are not specific
o any one company or client, they can have a
“generic” look. That being said, the work varies
greatly from agency to agency, some extremely
generic and some guite unique, so shop around.

Sometimes images are nol always
appropriate to use as dominant
elements in a compasition. In this
paster, black-and-white photography
has been integrated with a colarful,
geometnc llustration style o creale a
memarable poster for a performance

Design: Maodern Dog
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Using Found Images

Designers must always obtain
permission to use or buy licens-
ing rights for stock photography
or other types of imagery within a
design project. It is both unethical
and illegal to steal someone else’s
work, and using an image without
permission constitutes copyright
infringement. While the laws pro-
tecting original works of art and
design (including photography and
illustration) vary from country to
country, there are some uses that
fall under what is deemed “fair use.”

In the United States, students of
design may use copyrighted images
and illustrations within their work
for educational purposes as long

as the original artist or designer

is credited with the work and

the design solution will not be
reproduced, distributed, or sold.
Images that come from the United
States Federal Government are
considered to be within the public
domain and therefore are free to
use (i.e., pictures taken from space
that appear on NASA's website fall
within this category). Additionally,
images that are printed in old mag-
azines or advertisements may also
be within the public domain since
copyright laws afford only limited
protection of a work. Check with
your local copyright office to deter-
mine if the images you wish to use
are still regulated under copyright
or if they are in the public domain,
For current legal issues affecting
found images, contact your local
government or an intellectual
property attorncy.

In order to effectively communicate a MEssaEa
e desigreer miust Use appropriale images and
copy that resonates with the targel audience

A film aficionada can relate to the annoying ar-
rogance of certain film critics. making the humaor
al [his mece raelevant 1o e aucignoa

Design: Bradley & Montgomery

I'he designer s use of a sithouetted
wiimian filled with a gatall of denim
[eans creates an iIntngumng image
for this pocket folder promating
Folgat Jeans

Design: Shira Shechter Studio

FAVER EXISTS

S UIPTONNGH T BE AsH !
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lllustration

Like photography, illustration draws

4 viewer into the printed page and
helps reinforce the message that 15
heing communicated. In addition
to the technical and compositional
techniques emploved by photogra-
phy, illustration has unigue sivlistic
gualities that may vary depending
on concept and execution, For
cxample, the media used to create
an illustration cstablishes a tonc or
moiod for the picee; pastels proj-
cot light, airy, and even whimsical
qualities, while bolder graphics
with defined or harsh outlines can
put viewers on edge, Cartoon-like
caricatures often have comical

Foectucig anillost-at on ta ramnst oasr
torm qu ck v comimu -izstss t 12 essence of
oo e oning sepeasnroorlin g oold asyd
rorredizlz rrznne

Design: ldea/Croatia
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ean il strator anesaen for s vy
srrnle prasii sl e —ehay e

ability te roc L cocorplizatssl s b

e ails ceealarmenl s,
cor-MJaTicstirg tre cssencs ot the
a enlonick e e el el vely

Design: Michael Schwab Studio

attributes, while realistic paintings
and illustrations convey warmth
and familiariy.

Regardless of how an illustration
is rendered, it is important that the
designer carcfully consider how it
contributes to the overall effec-
tiveness of a lavout. [Hlastration
can be more effective at commu-
nicating an idea or a feeling than
photography and is sometimes
more appropriate when a subject
is dillicull or painful, Seme clients,
such as domestic violence shelters
or agencics that help children,

dre not able to use photos duc to
privacy concerns and so must rely
on created imagery,



An illustrated mural adorns the wall at Tath Café
an lsrasl coffee and wine bar. The ilustration

Lses colors and stylistic commentions consis-
tenl with the café's identity, and shows happy
customers socialzing with one-another wihile
enjoying their cothes and wine.

Design: Shira Shechter Studio
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Design: Dotzero Design

FROM CAVE TO STAGE,
| CRITICS CLAIM BAT-BOY - €

HAS BEEN HE-DIS‘-’:UVEHED!’}“ X

AND LADY'S

HEART!

SEE THE STORY LIVE
T e

- —— i N - et i, i s 52 e S W R e

Lsinga tablmd newspaper layoul for the pramic

tion of the play, Bat Bay, there is a clear hie

Design: Archrival

When using illustration in page layout and design, the
versatile graphic designer may also act as the illustra-
tor for the piece. However, if time is of the essence or
if the project requires a highly stylized or complex il-
lustration, a professional illustrator or stock illustration
may be a better option.

As is the case with stock photography, there are ad-
vantages and disadvantages to using stock illustration.
It is relatively inexpensive and easy to purchase and
download from websites. It can be difficult, however,
to ind the exact image that will work with a particu-
lar concept. In this case, select an illustration style that
will fit the needs of the project (by searching stock
sites or stock illustration books) and then contact the
illustrator about creating a custom piece. lllustrators
are great conceptual thinkers and will often work
with the designer to develop an appropriate and origi-
nal solution to the problem.



Some ways of creating dynamic compositions
that use visual hierarchy are:

1. Size: Larger elements appear to be in the
foreground and closer to the viewer; smaller
objects appear to be in the background of a
piece and therefore appear less prominent or
important.

2. Shape: Unique shapes within a layout draw
attention. If square or rectangular copy blocks
are used, incorporating a circular element or a
free-form shape will break the monotony of the
piece and draw the viewer's eye to that object.

3. Color: Warm colors such as red or yellow will
pop off the page and look as though they are
in the foreground. Cooler colors appear to
recede into the background.

VIS ua[ H iera rChy 4. Contrast: Creating contrast between two
or more elements draws attention to them.
Once the designer has garnered the attention of Large shapes or text placed next to smaller
the viewer and drawn them into a page layout, it is elements create a dynamic relationship that
important that they remain engaged in the piece. By pulls those objects closer to the viewer, -
determining the order in which page elements are - : Gb
,F‘ ; P E‘ i : 5. Movement: Creating a logical sequence or &
best perceived, the designer can guide the viewer's e : : : )
: order within a layout guides the viewer's eyes
eves around the layvout from the most important to oZ
‘ _ igis T from one element to the next and creates a =
the least important pieces of information. This pro- . . 5]
; ey ; strong visual hierarchy. Arrows, rules, or Ge- >
motes effective communication and comprehension o e D : o
_ stalt principles such as similarity or proxim- ~
by the viewer. . . : : . b
ity may also achieve this goal. Avoid leading o

a viewer's eye off of the page to keep them
engaged with the piece.

Compositionally, visual hierarchy is achieved by con-
trasting elements on a page. Contrast in size, shape,
and color determine the order in which the reader
perceives and then digests the visual information. If
all elements are the same size or similar in color, there
will be no logical progression for the viewer to follow,
which may result in confusion or frustration. Typically,
the largest item on a page or spread will be the first
to be read, but this is not always the case—a small red
dot on a dark background can be just as effective at

catching the attention of the viewer. The hierarchy of
the page should logically present the information.

A giant gift resembles the frant of a

CIUSE Sip in This posier proammoting

a toy drive for cruse line employess

Design: Greteman Group T':_:}YS' A HGY




This ad campaign effectively communicates the
product and its attributes even though very few
elements appear on the page. Instead of lengthy
copy or headlines, it relies on visual metaphors to
compare the Sparks energy drink with batteries
that power and boost performance.

Design: Turner Duckworth
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Clean layouts and clear organization of content
allow readers of this Department of Health An-
nual Report learn more about the state of health
in England. Cyan-colored text highlights key
points on each spread, while easy-to-read charts
and striking photography emphasize the copy,
Design: CDT Design
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Even though it requires no extensive school-

ing, design is one of the most perplexing pur-
suits in which to excel. Besides the need for
(God-given talent, the designer must contend
with encyclopedic amounts of information,
a seemingly endless stream of opinions, and
the day-to-day problem of finding ‘new’ ideas
(popularly called creativity).”

Paul Rard. Design Form and Chaos

esign .;obs

In order to successfully craft effective designs,

D

the complete graphic designer must possess the
talent, resourcefulness, and flexibility needed to
continually respond to the ever-changing needs
of his client and industry. With each new tech-
nological advance or method of distributing
information comes the unique challenge of

using those innovations to their best advantage.
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this is a passenger

y Client Considerations

Clients depend on the designer to help solve their
marketing and communication problems and send
effective visual messages; designers depend on paying

clicnts to make a living, pay expenscs, and fulfill their
desire to create. The relationship between the two

[ .
w
A
i
o)
=

this is enough should be one of mutual respect, common goals, and

/ the ability to learn from one another. Realistic expec-
tations in terms of cost and deliverables need to be
established up front in any designer/client relationship.

s
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The Complete

hﬂ:ﬂmmﬁﬁ While working for a paying client, the designer is
typically not given free reign or complete creative
control to develop an artistic masterpiece. Sometimes
aesthetic compromises on the designer’s part must
be made to fulfill a communicative function. One way
to exercise full creative control is to work with “not

This brochure Tor Virgin Airlines uses
a chipboard book witha die-cut
window to send an effective and clear
message to potential customwers. The
Lse of extramely simplke symbals and
phrases ensures the audience will
take the moment to flip through it and
cannect with the brand, By focusing
on atleviating the common stressas
.l'.!'_;|,:\.- ;,'._,I ar'ience 1 1.'.r| lr "l'.l
SiFinge har atie 2ntion to taking c

12 catals, Wi HINIS Wke 10 spegE 10

CUSESMars most COommio o et

Design Turner Duckworth
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for profit” or “pro bono” clients such as the ballet,
symphony, food kitchens, and shelters. They usually
have very little or no marketing or advertising budget,
vel require effective design to raise money for their
causes. In these instances, the designer contributes
time and talent at a reduced rate or free of charge (pro
bono) to design pieces that promote the organization
Or its Services.

Design for not-for-profits is a noble cause that should
be approached cautiously. While many of these clients
offer “creative freedom” as a perk, there is often a
committee that must sign off and approve the work,
each member of which has his own agenda and opin-
ion. Additionally, once committed to working with a
nonprofit client, the designer is often repeatedly asked
to donate his or her services to the cause. Because of
these issues, it is sometimes more beneficial for the
graphic designer to relinquish some creative freedom
and receive full compensation for his services.

This ad for Pick Lip uses a large
Hustration comibined with preauct
photography I the background to
effectively showcase the company s
celection of bar stools and chairs

Design: Shira SHEEhtEf Studio

T'his poster for the Penrod Arts Fair

LSEs Intrcale Wpogr: |lh".-' IFyarac
IrMmagery, and brush strodes AW =L
twve of a painted canvas. An artist

palette is inferred through the use

of negative shapes, and the circular

pattern of color swatches complat-

ing the "C" makes its messaging

immediale & ettective

Design: Lodge Design

Common Design Jobs



Design: Kinetic

Start Practising Now.

Advertisements

Advertisements are page layoult
design problems that promote a
product, company or its services.
Creating an effective solution that
quickly communicates the who,
what, when, where, why, and how
of an advertiser's message repre-
sents a unigue challenge for the
graphic designer. Strong visuals
must be incorporated to draw
viewers into the composition, while
wellwritten headlines reinforce
the visuals and entice them to read
further. Most importantly, effective
advertisements should establish a
clear hierarchy of information.

Always be sure to contact the pub-
lication in which the ad will appear
to confirm the dimensions of the
ad and by what means it will be re-
produced. Advertising space varies
in size from fractional pages (such
as one-quarter, one-half or one-third
page) to a full-page spread, some-
times spanning multiple pages or
spreads. Designing newspaper ads
can be more of a challenge for the
designer in that they are usually
specified in " column inches,” which
allows for flexible sizes depending
on the publication.To determine
the exact dimensions for one of
these ads, divide the column inches
by the number of columns wide

to determine the height of the
ad—for example, a 36 column-inch
ad may be 12" tall and 3 columns
wide or 9" tall and 4 columns wide.

[} ro=smmm SUDWODTEr SLgE
P e
ot b performan

Design: Turner Duckwarth



Components of Effective
Advertising Layout:

1. Strong visual or graphics

Arresting photography or illustration makes the ad
stand out from surrounding competitors. Likewise, a
lot of white space can have the same effect, depend-
ing on the surrounding material.

2. Headline

Appealing to the audience’s emotions or intellect with
a well-crafted and conceptual headline will make for a
more effective advertisement.

3. Body copy

Supporting copy should be concise and to the point,
and a clear hierarchy of information must be present-
ed to the viewer.

4. Call to Action

What do vou want the viewer to do—make a phone call?
Visit a website? To inspire a reader to action, it is impor-
tant to first entice viewer interaction with a piece.

sarpable diffarence

o S S W "W LN T T NN e

e T e g e Are—————

To pramote the larger size ol the new Pantone® swatch
books, these pared down, eve-catching ads use whimsi-
cal ilustrations to commiunicate the gifference betwean
the old, srmaller version by comparing a skyscraper with a
house, 3 giraffe with a camel, and an airplane with a horsa

Design: And Partners

5. Contact information

No matter how clever or well designed, if an ad doces
not give the viewer a way to contact the company for
more information, it will fail to attract new customers,

6. Logo

The client logo should always appear on sales promao-
tions or ads, as they identify a company or organization
and establish consistency in visual communications.

7. Violators

Starbursts, turned-page graphics, and bold, garish
colors are all effective ways to call attention to a piece
of information. These are called “violators™ because
they typically do not resemble any other element on
the page. These must be used with caution, as they are
not appropriate for every ad. For example, they can
disrupt an elegant solution, 5o use them wisely.

Common Design Jobs



The Complete Graphic Designer

You are invited
to catch the
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Playing off the (dea of a "red eye”
thght, Turner Duckworth’s Red Eye
Party invitation resembles a board
ng pass A translucent envelope re
yeals the unigue format of the piece,
persuadmg recipients to open it
Design: Turner Duckworth
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The use of a square._transiucent
grvelope makes this invitation
giand out from all ather mail, Inside
5 a turn-wheel piece that users
miust interact with in order (o reveal
specific event Information,

Design: Gardner Design

Red Ey‘w Dk’
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RED EYE PARTY
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ENTERTAINMENT

Printed
Collateral

The creation of sales and marketing collateral for a cli-
ent is one of the most common jobs a graphic designer
is commissioned to do.That being said, they are by no
means easy to design or produce, as specifications for
collateral vary from job to job depending on the client,
target audience, and the function of the piece.The one
constant, however, is that the concept behind the de-
sign must always drive the piece and meet the ultimate
goals for the project, such as introducing a new brand
image or showcasing a company’s products or services.




Invitations and announcements are not just single

pieces; they consist of several components that

work together as part of the design. Keep these
considerations in mind when presenting design
options to a client:

* Pertinent information about an event must be
prominently featured on the invitation.

*  Provide specific details such as location, date, time,
and purpose in a clear and easy-to-find location.

«  Carefully consider which elements are impor-
tant to include.

* In addition to the piece itself, a reply card and
envelope, a map and directions to the event,
other information sheets may be necessary. These
should all fit into one large, outer envelope.,

= Confirm postage for any oddly shaped or sized
pieces. Pieces that fall outside of the propor-
tions established by the U.S, Postal Service
require additional postage to mail. Always con-
firm the rate for any uniquely shaped or sized

lnvltatlﬂn Des lg" pieces with the post office, as well as your -
client, so there are no surprises.

When designing invitations and announcements, it is + Whenever possible, provide postage for reply cards.

essential to make eve-catching exteriors that do not + Using pre-paid or stamped reply envelopes will

blend in with other mail or get mistaken for junk mail. increase the chances that people will respond

Specialty paper, unigue shapes, or stylistic conventions to an invitation.

that require audience participation ensure a design
solution will be opened. The exterior also provides

an opportunity to establish a mood or tone through
the use of typography and visuals, Because invitations
are usually not complex pieces with large amounts

of information, they are fairly open to interpretation.
They can be as subdued and elegant as a traditionally
engraved wedding invitation, or as wild as the imagina-
tion can conjure. Many incorporate objects that reflect
the theme of the event and push the boundaries by
printing on unusual surfaces. As with every job, it all
depends on the client and their budget, but it is impor-
tant to discuss the breadth of options so the end result
will be as compelling as it can be. A dynamic invita-
tion will alwavs vield a larger crowd,

Common Design Jobs

This kit for the opening of a children's
art center invites the recipient to use
his imagination io “create art” by
sculpting a targe block of ciay. The
simple typographic treatment uses
zelected red ietters within the waord
"create” to effectvely communicate
the purpose of the piece

Design: Cahan & Associates
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Ir_*dler l Ill-f*ﬁ':jll-l'-:;'tI':-r'-:-: L"*t" 2o Posters The first goal of every poster is to grab the atten-
{.“h rm”l:“.ln.ﬂxlrr tion of passersby and immediately communicate the
hald graphics and bright colors intended message. With our world becoming increas-
When viewed individually. the hand ingly cluttered with lights, signs, billboards, and flyers,
i mﬂ i : creating dynamic posters that stand out among the
II:LI IH;JJI:L;__T__.!__' ]';T.::';;-u:!._, visual noise and connect with viewers is increasingly
sign “stop | difficult. Because of this, a strong visual concept that
Design: Archrival requires little if any text to communicate and a clear
hierarchy are paramount.
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Because these posters were placed
in urban environments on cancrete
posts or brick walls, the designe
“hose hoid, br E:I-I cokors 1o attract
attantion and coarsallustirations
with visible halftone patlerns to

reimforce thekr urban appeal

Design: Archrival




Design: Michael Schwab Studio

Poster Design Considerations

Physical location

When designing a poster, take into consideration where
the poster will be hung. Will it be inside a building, well-
lit, among numerous other posters on a busy thorough-
fare, or will it be folded and sent in the mail? Determine
if yvour viewers will have time to stop and observe the
poster, in which case yvou can afford to create a more
intricate work; or if you need to catch their eyes and
communicate the message in a few seconds with a bold
and simplistic composition. Every scenario will require a

different design strategy for success.

Size

Large posters are more cffective at grabbing viewer
attention. The only restrictions are where the poster
will be displayed, the size of the printing press, and

the client’s budget.

Color

Posters utilizing bright, vibrant colors tend to pop
off a surface unless they are hung in a sea of equally
vibrant works. In this case,a one- or two-color piece
can be just as, if not more, effective.

Typography

In a world where viewers are oversstimulated by graphic
images and messages, a poster utilizing simple typogra-
phy will stand out and convey its information most ef-
hciently. Depending on the characteristics of a selected
font, typography has the ability to convey emotional

and expressive qualities. Sans serif fonts are very direct
and authoritative looking, while serif and italic tvpes are
friendlier and more approachable,

Imagery

Simple and direct visuals attract the viewer's attention
and compel them to read presented information. Gener-
ally speaking, images should dominate the composition
unless a typographic solution is used.
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A photomontage of imagery,
color. and textures combine to
acdvertise the Palace of Fine Arts
n san Francisca, The paster’s
Harrow 1ormal gives thewark and
cubjecta comrmanding fesl whike
the oainterlhy qualities comaay the
vanue's approachability

Design: Michael Cronan Design
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Hornall Andersan Design Works

Brochure Design

A brochure’s goal is to present a company, its prod-

uCts, or services in a unique and interesting way that _*
not only grabs the viewer's attention, but prompts m
them to contact the company. The combination of @

strong visual images with clearly written and concise
messages makes tor the best design solution,

TTATILE

o
Ll

A brochure should answer the following questions in
a succinct and easy-to-follow format: What does the
company do? How can the reader get more infor-
mation? And most importantly, how will the reader
benefit from their product or services? Creating a

b b At (1 —
strong written message is i111|1tr1uiw:_:l11d there are ;,'i sy A design:
two ways to ensure the content meets the needs of created a dimensional brachur
the picce—the designer can work with the client to dasbing 'I' _
develop the content, or the client or designer can hire |: |.-:= . II,-I_J!. Sl
a professional copywriter. Design: Aloof Design
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For a brand aof colortul outdoor

ights, this sales piece utilizes
netallic silver printing throughout
o contrast with the vivid color pho
lography that shows products in

action, Fold-out flaps for each style

of liaht show product specifications

(RroUgn the use o Iine arl diagrams
and charts. wnile a loop-stitch bingd-
ng allows the brochure to be stored
N a three-nng cancer

Design: SamataMason




Brochures do not have to be four-
COr toennance a clenl 5 image
Bluesiem Kestaurant achweved a
gh-end, elegant ook 2y combn

Mg artistic, black-and-white

layout. Atightly cropped duotone
image of grass makes 10r a ara
matic and thought-provaking cover

Design: Indicia Design

Types of brochures

1. Capability
Focuses on communicating the services
a company provides

2. Sales/Marketing
Presents detailed information about specific products
including features and pricing information

3. Image
Introduces a new brand or corporate image

4. Informational

Presents pertinent information about a specific topic
or issue the audience is interested in and provides a
way for them to get more information by directing
them to a website or phone number

loeducate and inform an the safety
and use of ariginal Mokia batteries
and accessoares. an instructional
card with a hangtag was shipped in
a translucent silvar mailer. & 2imple
wrap-arund label was usad for
addressea information, which did
rnat distract the viewar fronm thia
most important pieces inside

Design: Yellow Octopus

Entice the reader to open the brochure and read
more about a company, product, or service. The
designer has approximately six seconds to grab
the viewer's attention.

Establish awareness about a company, organiza-
tion, or product through interesting visuals and
well-developed copy.

Provide useful and relevant information so
the viewer will want to keep the brochure for
future reference.

Direct readers to seek out more information
through the use of a "Call to Action.” This can

include a phone number, email address, or website.

Common Design Jobs
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Publication Design

Architectural and graphic standard
guides for feceral bulldings are
compartmentalized into separate
VOILITHES, A sipease allows atl e

5 o be stored in the same place

for easy reference and portabiliby

Design: C&G Partners

Bold color and ilfustration
stvles appeal to children, This
plece marges the function of 3

faundation's annual reoort withan

actual chitidren's baok, Whimsical
llustration visually interprets the
story, while-facts for adults and
nformation abaut contributors
appear st the botlom of the page

Design: Greteman Group

A publication’s primary functions are to entertain,
educate, or present reference material in a logical and
easy-to-use format, Therefore, it is essential that the
design does not inhibit the reader’'s comprehension
of the material. Although some publications stray
from basic rules of typography and layout, it is best to
follow traditional design conventions unless the client
requests otherwise,

Clean and consistent layouts with a logical flow from
page to page can be achieved through the use of a
well-structured grid. By devising visual systems for
specific types of information such as captions, chaprer
openers, and sidebars, readers will be able to navigate
the piece with ease. It is also important to remember
that large amounts of text tend to fatigue the eves;
therefore ample “white” or negative space, proportion-
al column width, and appropriate leading for the type
size are important things to keep in mind.

All publications, from novels and annual reports to user
manuals and magazines, have a different audience and
a different function, so each requires a unique design
solution. Depending on the amount of information and
the target audience, the designer must create a format
that will engage the audience and deliver content in an
appropriate and well thought-out manner.



Publication Design
Considerations

Type size should be appropriate
for the audience. For a general
audience, font sizes should be no
less than 9 points in large bodies
of text, but elderly people tend to
have weaker evesight and require
12- or 13-point text. Children that
are learning to read also require
large print to help them decipher
individual letters and sounds.

Books or publications must be easily
navigable, To help readers find and
comprehend the information they
need, use sections or chapters to or-
ganize content. A complete table of
contents and an index for complex
works will clarify the structure and
increase the overall effectiveness of
the piece. Never underestimate the
value of folios (page numbers). They
are essential and should be easy to
locate on the page.

Shelf presence

Dust jackets and covers not only
provide protection for a book, they
advertise the content. Most of the
time, only the spines of books are
visible. Incorporating vibrant color
or graphics helps the piece stand
out from others on a bookstore or
library shelf. Make sure the name
of the piece is clearly legible and
readable from a distance.

A large masthead (logo) dominates

the front of How Magazine, demanc-

ng viewer attention When gisplayed
on magazine racks. The use of
llustration mstead of tradilicnal
photography for the cover also
helps establish shalf presence for
the publicaltion

Design: Pentagram

Aol does not appear on the cover
Instead, a circular swatoh of red
rubber (1he same used {o make
playground balls) has been inlaxd
In the chipboard cover abowve an
gmbossed dotted line, The simpie

1o entice and engage viewers

Design: Willoughby Design

The title for Rules of the Red Rubber

tactiie ambellishments are enough

Common Design Jobs
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Designed with the audence in

mind, these books appeal to
graphic designers—smaller type
sizes are used in each of thesea solu
tians because a clean layoul and
minimal text is preferred. Simplhified
Hustrations with large biocks of
color reimforce the content, while a

sohd grid structure delines an easy-
fo-fallow visual hierarchy

Design: Shinnoske, Inc.

Below: Willoughby Design
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Binding Techniques
Depending on the amount of text
and the width of a final publication,
the designer will need to decide
what type of binding to use. Some
options are as follows:

Case Binding
A durable but expensive solution
for longer publications

Perfect Binding

A moderately durable choice for
longer publications that is less
expensive than case binding

Saddle Stitch
A fast and low-cost solution for short-
er publications such as magazines

Side Stitch

A fast and low-cost solution with
a variety of sizing options. More
durable that than saddle stitch

Screw and Post

A fast and low-cost solution with
the benefit of being able to add or
remove pages after binding

Tape

A moderately durable and less-expen-
sive solution than case binding but
does not allow for a printed spine

Plastic Comb

A good solution for small runs
that do not require high durabil-
ity. Allows pages to be added and
removed after binding

Lincommantional materials and
binding techmiques add novelty toa
deslgn solution. For the MTY Euro-
pean Muske Awards brochure, a red
plastic cover and unconventonal
tinding make the pece stand out
Design: Cacao Design

Spiral

A moderately durable and mod-
erately priced solution that can
accommodate various types of
printed papers or substrates bound
into the same publication

Ring

A low-cost option that allows for
hand assembly and continual modi-
hcation of the contents
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Clean layouts and clear organiza-

ion of content allow readers of

R =

this Department of Health Annua
Report Lo learn more about the
stale of health in Englarsd. Cyan

colored text highlights key points

charts and striking photography

amphasize the copy

Design: COT Design

An nu al Repnrts Every corporation, no matter how large or small,

for profit or not-for-profit, is required by law to file
an annual report with their state or provincial gov-

::E’ ernment—rthis is especially true of publicly traded

{Df national or international companies. These documents,
) which both profile the company and outline funding
% and expenditures throughout the fiscal year, provide
E investors and federal regulators with the ability to

@ review the management’s decisions and analyze how
,i"; the decisions affect the financial health of the organi-
% zation, Because annual reports contain such a dense

E concentration of financial information, the portion fo-

cused on telling the company's story must work hard
at getting the message across clearly and concisely. To
get a good sense of how to portray a particular client,
rescarch competing companies’ reports and review
the previous year's report.

Portraying a company in the most positive, profes-
| 1] sional, and ethical manner possible is the burden
the graphic designer carries. Annual reports are the

':' " TR k b ':.‘l TF ik Tl
1 CIFCHTYO e T ._I:?._!.J-I;.-I'.L.lrll ihe

desiprners chose 1o fealure close-up

photography of plants that appesr

aimost as abstract elements and

Dlacks of copy ThREl miurmic Tned
shapes for this annual repart. To
lurther reinforce this idea, a layver of
plastic " grass has been attached
o the front and back covers

Design: Kinetic
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coup de grace of a company’s marketing budget, and
typically more money and manpower will be spent
on these projects than for anything else. Because of
this, it is essential to partner with a copywriter or
the client's marketing department to ensure that a
highly conceptual and appropriate theme or message
is developed. The production of the final piece is
also important and, for many, only the highest qual-

ity printing, paper sclections, and attention to detail
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will suffice. A single typo can cause an entire batch

of tens of thousands of books to be thrown out and
reprinted, so take extra care when reviewing the final
files before they go to press.

[t's mot anly whiat vou know, (ks

I @ pp DAM who you know, is the message

examgplified in this annual report for

wiTH kA e o 5 i - I leime Belacia
e B BATTERY VENTURES - e virsmos

cards 16 communicale ther thame,

zp w:“'_ 'M ‘r ;;-LT the repart features success stories

e T about some of the bank’s relation-

r .u:-—::" ;T.é'r"‘ 'I wr“‘S‘f"MA“ ships, The use of handwritten text

7 j'_.J'_.. 77/ it and a casual photographic style
' ' 4 adds a parsanal feal 1o the report

.l ‘ which further conveys the idea of

ong-non-orne r|EI! T iy I-|:_:\.|'|I |' 15

Design: Cahan & Associates
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Metgear manutactures wirelgss
netwaorking products that are
prominently featured in this annual
report. in an etfort to connect read
ers to the technology featureq, the
plece incorporates examples of how
specific peope use the products
at work and at home. The rest of
the report reles an thoughttul
byooaraphy and penercus white
space to communicate additional
information, including a product
listing at the back

Design: Weymouth Design

Components of an
Annual Report

1. President’s Letter

A letter from the company presi-
dent or chairman informs inves-
tors about major events of the
previous year and outlines the
company s vision and future plans
for the organization.

2. Background Information
People review annual reports (o
learn more about the heritage and
tradition of a company. Informa-
tion about office locations and key
personnel (upper management and
officers) should be included.

3. Financial Statement

By law, a company’s financial
statement must be included in an
annual report. This statement is
usually provided to the designer
as an Excel spreadsheet or table

|-l .‘ f |
=014l I I

detailing a company’s revenues,
expenses, officer and director
compensation, gross and net profits
or loss, business assets, and any
other data that verifies a company’s
financial health.

4. Charts and Diagrams

In addition to the year's numbers, vi-
sual interpretations of the company’s
performance in sales (products) or
subscribers (services) are presented
to current or potential investors of
the company. Diagrams such as pie
charts should be included for speed
and ease of comprehension.

5. Product or Service Offerings
Annual reports should tell potential
investors who or what the company
is, what it does, and why it matters,



Investors respond better to black ink, espe-

cially in financial statements. Never use red

text in an annual report unless the company
experiences a loss in revenue or profits and

specifically requests it.

The most common format is one that divides
the report into sections with the company
story first followed by the financial statement
sections.

Minimal copy and vivid imagery draw viewers
into the piece and make them read more.

Annual reports are typically perfect bound or
saddle stitched. Sometimes they are packaged
with other collateral for greater effectiveness.

The nsing concern aver air quality

and how Englehard's technology
helps clean and punty the air 1s the
main message of this report. Imagery
af children i front of a diesel-burm

ng schiocl bus (tradibonally not the
cleanest moges of transpartation )
juxtaposed with a briliant blue sky
that seems fresh and clean appeals
[othe audience s ematians, while ar
rows and wide-open layouls reinforce
tne report s thame

Design: Addison
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orght spot colars and simple u Negfgrma
Market Intelligence
from HPIS is the
industry standard for
accurate, third-party,
non-biased data.

My team utilizes this
data on a daily basis
for customer reviews
and tracking.”

iggrams i llustrate the sarates
yoomipany provides: Ample white
pace and minimal copy make

TEREs ating 1o raad

Design: Cahan & Associates




Courier s a leading book publisher that primarily
publishas school texthooks. This annual report s
fdesignadd 10 0ok e & Drmary education SChool
00K, A Drown paper wrapper, complete with
doodies, covers Lhe publication. while vanous
pageés have important information highlighted,
and fimancial performance is presented on ruled
ledger paper. This whimsical approach combines
8 unigue solution while utifizing the texthook

concept to presant the mformation n an easy-{o-

fnlkow format
Design: Weymouth Design
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The Complete Graphic Desigr

Catalog Design

In this Pottery Barn Kids calalog,
children are shown using the actua
portery barn ki products. | he use of proftessiona
models within a cataiog makes the
Mmages seerm more realistic and the
products more appealing

Design: Cahan & Associates

Brochures and catalogs have similar functions in that
their primary goal is to sell products or services to

a specific target market. The difference between

them is that brochures tend to feature only one line
of products or services, and are used as leave-behind
pieces by salespeople who will ultimately follow up
with a customer, whereas catalogs contiain a variety of
items from different product lines, and are delivered to
the customer without a sales person to help persuade
them into action. The catalog must therefore work
harder to engage the viewer through beautiful photog-
raphy and detailed descriptions.

Catalogs olten use imagery that

not only appeals 1o the audience
out shows the product in use, Narth
Faoe. ah gh-end ouldoor appars
company, provides customers with
4 variety ol infarmation by leaturing
dramatic action and close-up shots
that highlight product features and
fabrics along with color choices or
carresponding accessoneas,

Design: Satellite Design
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The Old House Style Guide for Rejuvenatian
chose a unique way to showcase its various
products. The turn-wheel format allows users to
select the decorating period they are interested
in and then provides uselul background informa-
tion aboul that era. Once a slyle is selected

oy turning the rotating wheel, appropriate
furnishings and fixtures for that time period are
displayed through die-cul windows on the back.
Design: Gardner Design

Effective catalogs allow users to
quickly locate the information they
need. The simplest way to do this is
to organize the content into clearly
defined and labeled sections that
are easy to find and differentiate.
These product categories may be
defined by the type of item, the
function it performs, or where it is
used. Graphically, the designer may
use large images, headlines, or col
or coding to indicate the various
sections. It is equally imperative
that the layout flow from spread to
spread is easy to navigate, which a
well-defined grid can ensure.

L i
[eino g e ey

i REE T '-r|:'|!'-‘-

v

: '__r._-.

Old~Houae

Aoy e eid

Common Design Jobs

Since buyers usually do not have
physical interaction with a product,
it is important that featured items are
represented accurately in the catalog
through clear photography and de-
tailed descriptions. Size, color, price,
and other distinguishing character REUVEMTION
istics should be highlighted in the v ———
body copy for quick recognition, : S g ' st il

REJUNE
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Catalog Design Considerations

1. Contact information

Contact information, including phone numbers and
website addresses, is essential to the layout and must
appear on every spread in case a customer tears a page
from the catalog and would like to place an order.

2. Detailed product photography

Every image should not only show the product in

its best light, but the tone of the photography must
match the tone of the catalog and convey qualities
that express the nature of the brand. Color is critical—
what the customer sees in the catalog should clearly
reflect the actual item in every way.

3. Navigation

Catalogs should be easy to use. Label all product images
with numbers or letters that correspond with descrip-
tions that appear near the photo or in a specific location

on the page.

4. Ordering information

sizing charts, billing information, shipping instruc-
tions, and payment details are essential for a success-
ful transaction. Make sure this area is well organized
and complete,

some catalogs consist of a narrative about a company ar its products
or establish a tone for the piece through imagery, Psychedgiic patterns
atorn the front of this bar stool and chair catalog, while gritty collaged
lustrations are interspersed throughout, running alongside the actual

preduct pholography
Design: Shira Shechter Studio
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This identity for a business consultancy called Katalyst
uses the idea of the scientific process. Small icons rep-
resenting different types of catalysts, such as sunlight,
chemicals, and so on appear on the front, while the
backs of the cards feature different icons and when put
together resemble a Periodic Table of Elements.
Design: Willoughby Design

Translucent envelopes have been effectively
used for AgriLite to communicate the idea

of how light interacts with plants (the back

of the letterhead has an image of a plant |eaf
and when folded the image shows through the

envelope). The designer of this piece carefully
considered the placement of the tagiine on the
back of the sheet so it appears through the
envelope in an appropriate location.

Design: Bystrom Design




Chapter 5:

Corporate Identity

Successful corporate identity programs consist of

Corporate ldentity

simple, unique, and memorable logos, graphic
elements, and color palettes that visually represent
the core values, philosophy, and principles of a
business. One of the most important attributes of
an effective identity campaign is the consistent
application of these elements across all forms of
company communication, from business cards to

on-screen presentations and employee uniforms,
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The Complete Graphic Desigr

An ldentity Is
Not a Brand

I'ne Mobil corporate identity program was devel-
aped by Chermaye(lf and Geismar in 1966 with
continued consultation and design over thirty-five

years. By developing a consistent identity that is

ncorporated into tha design of the company s
oroducts, services, and even store architecture
the simple vel unigue Mabil loga is now ingrained
nto the American consumer’s ) EYEHEe a5 a epra

sentation of a leading petrodeum company
Design:
Chermayeff & Geismar Studio

In recent vears, " corporate identi-
ty" has been used interchangeably
with the term “branding,” par-
ticularly by overzealous market-
ing consultants, public relations
specialists, and even some creative
agencies. The core difference is
that an identity is a visual system
used to identify a company's goals,
values, and personality, while a
brand is the impression the mar-
ket has about a company.

Consistency and
Corporate Identity

When undertaking a new corporate
identity project, it is imperative for

the designer to maintain consis-
tency. Consistency plays a vital

role in how a business or organiza-
tion is perceived by its customers.
While ultimartely the quality of the
products and services of an orga-
nization will determine its success,
the corporate identity should be

a direct reflection of those quali-
ties. If an identity varies greatly
from application to application, or
selectively appears on marketing
collateral, a mixed message is being
communicated. This inconsistency
can make the audience question the
legitimacy of the business.

Where most identities falter in
consistency is when transitioning




An identity system incorporates all the visual

glements with which a customer or client comes |l"'| 'DI"dEI" tﬂ bE EffECtW& SUEEESSfUF ﬂﬂT‘pﬂl’EtE iﬂEﬂtFt}I’
inta contact. For this |rish restaurant, the identity programs must consist of the following qualities in all

o = r L1 B 1= MLIE Il ;’ L : :rl:u iy i i i
| Id; “Tf applied to menus. glasses, brochures internal and external communications:
drid Sidriganeery

Design: Lodge Design * Distinction through unique logos
and graphics

« Clarity of message by using consistent graphic
elements

« Solidarity, longevity, and memorability

from an older, more established identity to a new one,
Instead of using similar color schemes, typefaces, or
graphic elements, some organizations try to change
their look abruptly, completely disregarding any equity
that may have existed in the old identity. This leads to a
tumultuous transition and confusion on the part of the
customer, Instead of haphazard implementation, a new
identity should evolve gradually over time to communi-
cate clarity, solidarity, and distinction.

Corporate identities should be designed for longev-

ity and a minimum life span of five-to-ten years. The

most successful identities have remained relatively

unchanged for decades, such as ABC (American

Broadcasting Company), Westinghouse, United ‘ ‘

Airlines, and AT&T. Some identities, like AEG (Allge-

meine Elektricitats Gesellschalt), London Under-

ground, and GE (General Electric) have been around

for more than 100 years.
The multicolored peacock has
represanted NBC (Mabonal Broad
casting Company) smce 1956, but

wasn t adopted as the official wen-
tity until 1985, Since then, it has
consistently Deen shown on-screan
during tedevision broadcasts and
commercial breaks. reprasenting
quality entertainment and news
Design:

Chermayeff & Geismar Studio
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The Complete Graphic Designer H

The modern corporate identity stems from the basic
human need and desire to communicate individual-
ity, ownership, and origin. As a sign of their nobility,
kings and queens had their monograms placed on
stately correspondence. In the same vein, heraldry, or
the use of family crests and symbols emblazoned on
shields, helmets, and dress, was a way for knights and
warriors to be identified during competition or battle.

However, this practice of representing oneself with
a symbol or mark was not just for the elite. From
the ancient Greeks to the middle ages, simple
monograms and marks were used as signatures
because most people were illiterate. For thou-
sands of years, farmers have branded and labeled
livestock with unigue symbols to claim them. This
long-standing practice also extended to artisans
of all types, including potters, stonemasons, glass
blowers, and metalworkers, who to this day mark
their work with symbols that have become essen-
tial in identifying antiquities.

Although corporate identity as we know it today
didn’t exist until the early twentieth century, and its
true potential to identify, differentiate, and influence
wasn't realized until the 1950s and 60s, its founda-
tion reaches back to the beginning of civilization.

PLUM
CREEK

GOLF CLUB

ke

PLUM
CREEK

GOLF CLUB

The best way to increase longevity of an identity is to
avoid stylistic trends that will date the mark. During
the 1990s, all logos that used a “swoosh” were per-
ceived to be progressive, technologically superior, and
geared for growth and expansion. In the early 2000s,
as “outsourcing” became a media and marketing buzz-
word, companies began using globes to convey the
idea of global reach or impact on the world economy.
Recently, logos have begun appearing more dimen-
sional by incorporating a highlight or sheen, much like
a shiny hood ornament on a car. Even veteran compa-
nies with long histories and established identities have
fallen prey to this new convention: UPS (United Parcel
service) recently adopted a new dimensional badge
that lacks much of the simplicity and elegance of Paul
Rand's original design from 1960,

PLUM
CREEK

GOLF CLUB
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Corporate identity communicates
a distinct image for a company
that must e appled to all forms
of visuzal commurncation, mcluding
printed collaleral and appare

For+CERT.hr. the Idea of first aid

for computers s communicatbed
IRroUgN Crasses. a cross-snaped
brochure, photography of imphed
grosses on wall posters, and

INrougn negative space on -5Nirs

Design: Ideo
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Consistent application of the company’s ar argani-

Zation's logo does not mean that the mark has 1«
appaar the same way on every piece of collateral. In
this identity for a country club, Lodge Design created
multiple versions of the logo for use in different ap
plications, the lopgo may appear in ane or twio colors
and in a vanety of formats,

Design: Lodge Design
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v the identity far Standard is prasant
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Design: Gardner Design
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This logo for Spirit Asrosystems. a company For obvious reasons, blue is a prominent color n
that manufactures components for commearcial avialion and aerospace companies. This loga for
airplanes, is suggestive of both a star and airplane CitabonShares, an airplane timeshare company,
Rich blues associated with high-altitude tHlight have incorporates a deep blua o rapresent the (dea of
alsa been incorporated into the color stheme, bath the sky and high-altitude flight. Stylized jet
Design: Gardner Design windows shown in perspective comprise the logo
mark and suggest the idea of a jet taking off,
Design: Hornall Anderson Design Works

|dentit'y D95|gn When a larger, mature company logically, our minds are hardwired

. i undertakes an identity reevalu- to detect and respond to sudden

COIISIdEI'atIms ation, it does so for a variety of change—when something is sud-
reasons. One may be that the denly new and different, we im- E
focus of the business or scope of mediately recognize the difference @
services offered has changed. Per-  and pay auention; conversely, slow E
haps the business is expanding and incremental change is much g
through acquisition. Sometimes, harder to detect. If a company g
when a new CEO or president has made big changes, such as in ke
takes over, they think that change  management or the focus of their
is both inevitable and necessary, business, a completely revised
Whatever the reason, the first mark will call attention to this fact.
question to ask must be: does the Sometimes, a company’s identity
identity need a complete make- becomes so static and unchanging
over or will a simple enhance- that it will actually fade in impor-
ment or modernization suffice? tance in the mind of the customer.

For this reason, companies will
How much change is necessary to periodically update their marks by
revitalize a corporate identity de- making them more dimensional or
pends on several factors. Psycho- changing the typeface.

When GoTo.com's name could no longer be
trademarked and its business model changed,

\ ."' , U r ar | C&G Partners was hired to repasition the
company and develop a new visual identity. The
name Overture was ullimately selected to con-

Eean:h , ?'!' AL vy the fact that the company makes introduc-

-H1'III 'l'll"-

tions to Web content, The two concentric "0's
nat only represent the name of the company
out also resemble a target,

b Design: C&G Partners
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Sometimes the designer does not
necessanly know how an igentity or
Ingo will b used, so it s essential
that logos are designed to work

al all sizes and for a varety of ap-
plications, In this case, the logo tar
txcalibur knives has been etched
Mo the blade of the knife itsalf
Design: Turner Duckworth

Choosing a Style

How a corporate identity will be used is a determining
factor for the physical look of the identity. It has been
argued that “form follows function” and nowhere is this
more true than in the area of corporate identity. The size
of the logo, the type of products or collateral it will be
placed on, and the amount of time the viewer will have
to look at and interact with it are all important things
the designer must take into account. Furthermore, it
must also appeal to and connect with the emotions and
expectations of the target customer or audience. If a
logo or identity is not relevant to the intended customer,
it will be ineffective and possibly detrimental.

Thoroughly exploring the client's industry and any
preconceived ideas and perceptions customers may
have toward the company is helpful in determining
the type of graphics or motifs that should be used.
This initial research will set the design on track from

an early stage by establishing a visual vocabulary or
point of reference for the new design. If a company
has built a tradition through design, the designer
must determine the elements that have the most
“equity” and build on those strengths. Referencing
the old identity reinforces the customer's perception
of an organization, and eases the transition from old
[0 new.

Graphic design, especially in the corporate realm, is
undertaken to solve unique business problems such
as increasing customer recognition, retention, or
sales, Corporate identity is a strategic way of solving
these needs. A designer’s ability to partner with an
organization and take a lead role in developing a new
corporate identity will cause him to become a trusted
consultant and advisor.



Restaurants. particularly those
that are not franchisas, require
identities that communicatea its
core values. For Scotl Howard, a
SHUTIPIE 10g0 S used n conjunc
tion withy striking, close-up food
photography —so abstracted that
thay resemble warks of art, Browr
and arange, two very appetizing
colors, are used as the dominant
color scheme an everything trom
menus to check covars

Design: Turner Duckworth
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DiGITALCROWD

Ug alloowd prow des Web hozling anc Inler-
e nnnEl TATioN, arestie g virtual oo ity
S H I U R EAL R Tt R Ryl gl
ricatocttro. chits grash o ot irereaoshately
lernl aaols fogo,

Design: Indicia Design

RTINS
reteorks and brosdoasts to 2 vaniesy ot d ferernt
rrarsste T oo s an anst-act L svicae inte
usdranzwtt-sto szt z e nenirozted. | o2
A icity of the oee aed ta baeleolars miskes
Lar arp e gl eccaza e g ol by

Design: Chermayeff & Geismar Studio
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The Essence of a Corporate ldentity: the Logo

The maost visible and commaonly
used form of visual communication
between a company and its custon-
ers is the logo. It identfies and distin-
guishes one company from another,
and tells a story about the history,
quality, and type of products or
services ollered. Because all ol Lhese
allribules must be communicated in
A single nrark, the designer is Boed
with a difficult challenge. In addition
to what it must convey, it must also
be casily and immediately deci-
phered at all sizes, whether reduced
in size to fit a husiness card. showmn
for a lwief second on television, or
emblazoned largerthan-hife on a hill-
board. Logos are the ultimate form of
visual shorthand and the first siep in
croating any identity campaign,

I. - -

Y S-S SV, VI B aJi
ALMAL INVESTMENT

There are two main types of logos:
logo marks and logotypes. Logo
marks are self-contained syvmbaols
of an organization that use unique
shapes and graphics o convey the
nanme of a business. Sometimes
marks use the initials of the com-
pany, such as for BI* (Brilish "elro-
leum) or ABC (American Broadcast
Company), and sometimes they
are pictorial and suggestive of the
products a company produces,
such as for Ossip Optometry. In
either case, logo marks must he
executed in a simple fashion to
achieve maximum recognition
and memaorability,

Therriark or A el lreesalrenl s ererorsle
inthatit resamblestrz conpanyi-izials 2z el
Qs A perscr, Acote doible mean ne tha oo
increazes custe mer wcal

Design: Paragon Marketing Cammunications



+  To tell the audience about a company or
organization—who it is and what is does

« To be unique so it differentiates the company
from competitors

« Tobememorable, ensuring immediate recall and
association with custormer perceptions

«  Tobe timeless in design to maintain longevity.
This means bucking current trends that might
date the mark.

Th

«  Most importantly, to be applied to all forms of
visual communication in a consistent manner to
convey solidarity and professionalism

Thim mar« Jaes necstivy cnans Oimain Dot otey's simple mack
uzes reoetil on o the coraeny's
it Els, RO T st A AT g
ante rreernia sl ey, he
Elack-and-wh oo mars s vorsatility
we l arbils hie g ooeorke ol
voes ot spl oat ans

Design: Lodge Design

a-dz ol i-dastirizltypetzcals

affectivnly conyny o compay's

Design: Gary Davis Design
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The Linilad States commissionad
the design ol a new corporale
dentity for the Department of the
Interior and its various ARENCIes
Each logo is distinct and works
ndepandently of the athers while
naimtainimng consistency within
the grolp

Design: Michael Schwab Studio




-\ STACK
=/+ DrcK.

By lza rg bl o olching The
“Eoecteszces” cad thenaturs
ol B voroery 5 e slaly
2v dent, naking thiz asucoessty
craien snlutine.

Design: Indicia Design

Logotypes are usually less absoract than logo marks,
and are composed of the letterforms that spell the
company’s name, Such is the case with the identi-
Lies for Boeing, Charles Schwaby, and Clearwire, Even
though these are predominantly tvpe treatments clas
sificd as logos, special care has been taken in sclecting
A typeface that evokes emotion and gives the logo a
unique, immediately recognizable shape. Sometimes
an embellishment to the dot of an “i" or changing the
color of one word or letter can result in immediate
recognition, such as with Clearwire’s logo.

Logo shapes help customers quickly identily the
company or erganization they represent. For example,
the distinctive bowtic shape of Chevroolet is instantly
recognizable, BP Amoco's brightly colored sunburst
can be seen on gas station signs from miles away. Even
lowros comprisced of nothing more than a circle and an
overlapping bar can be extremely effective and often
imitated as is tue of the London Underground mark.
simplicity in logo design makes for more immediate
and memaorable communication,

Trim lope o 2 cofoc he, ae o £0-
WEIL Dmes sorne ol s Degu e dan
cfrctiveness when tanslatesd o
Ernglishe s s wil 1 Ars s,
The cut ine of the cus Beaatitully
coordinzley wilb bz Ara s lex
Design: Paragon Marketing
Communications

Logos should be complex in meaning and
concept yet simple in execution. This allows the
viewer to easily recognize the mark, even from
a great distance. Three characteristics of a suc-
cessful loge and the order in which the viewer
should decipher them are:

1. Color
2. Shape
3. Content

(the arganization's name and possibly a tagline)

lear

Clenowine 12 g broadians wirelssy
v tler. T hel o eareoy this e,
hebzcoe ol the ™ " has segorrracs
irvisily e canopt Seoten ot L i
cicuz uzs ol cole helps separzls
the: ~ess avllalbics of tro company's
flerrie or e o] sle e
Design:

Harnall Andersan Design Warks
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JINEN SABOH

St
LaBaguette

Shnce 1 9E3

TriActive

Qbas

Association for Breastfeeding Advocacy
[Singapore)

A mother and child are rendered
gs apstract shapes in this logo
for ABAS Singapore. A geometric

typeface with similar circular forms

was selected to compliment the
design of the logs mark
Design: Yellow Octopus

For multinational marks, bwa lan-

guages must sometimeas appear in
arcker to be effective, Jinen Sshab is

a Japanase restaurant whose logo
ircorporates bolh Japanese and
English transiations of its name.
Design: Tokyo NEWER

I his lopofor a bread company
takes a very Modermnist approach
in differentialing itself from com-
patitors. A highly stylized wheat
stalk appears over g split field
background thal represents the
land and sky

Design: Paragon Marketing &
Communication

The design of a logo may often
Incorporate Re company name
i some fashion. In this logo for
a Wweb-based software company,

tri” represents the three differant

software programs (hat have

been integrated into one easy-lo-

use interface. Three interlocking
circuits dynamically and visually
partray this idea

Design: Jolly Design

Flava Laguna, a hotel and resort

in Croatia, literally means "hiua
lagoon.” This Beautifully rendered
mark 15 suggestive of both sailing
and luxury through the use of an
elegant serif typeface and cool hues
Design: ldeo

PLAVA LAGUNA

Choosing Color

Color plays an important role in the creation of logos
and identity systems. Certain colors are appropriate
for certain industries and companies; for example,
bright colors might be more appropriate for new, tech-
nology-based companies, while more conservative,
richer hues such as burgundy and forest green would
work well for financial institutions. The most common
colors used in all corporate identity programs are navy
blue and gray, which represent strength and solidar-
ity. Color is so important that companies try to claim
and trademark the use of certain colors: Coca-Cola is
associated with red, H&R Block uses green, and IBM

is referred to as “Big Blue."When attributing color to a
new corporate identity, it is important to examine all
competing entities within the same industry and to
try to select a color that will immediately differentiate
the company. Additionally, assigning a color that may
evoke certain emotions within the target market is an
equally important consideration.



™ CHASE
-/

Changing Attitudes about Corporate ldentity

What makes a logo and thus an identily sysiem sucoess-
ful is s issue that has been debated sinee 190% when
Peter Buehrens created what is arguably the first extensive
corporate identity system for AEG (Allgemcine Elck-
tricitars (rescllschaft, Germany). At that ame, Behrens

did something unheard of in the design industry—he
applied the company’s hexagonal [ogo to all facets of the
Company’s visual communication, including collateral,
products, and even factory architecture,

The first real explosion of corponte identily work began
in the 19305 and G0s, Saul Bass and Lester Beall, the: pre-
valiling designers of the time, thought that logos should
he abstract representations of a company and that their
meaning would be derived from the perceptions of the
customer (one need only look to the Chase Manhattan
lngo for an example of this trpe of thinking). Paul Rand,
then one of the preeminent corporate identity design-
ers, insisted that logos should say something about the
nature of 2 company’s business, This Modernist approach
o corporale identity kasted for nearly Tour decades, until
more and more businesses llooded (he markelplace and
bewin competing for the same customoers., It soon be-

e necessary for companics to develop more visuadly
Appoaling lowos that would grab attention and quickly
differentiate them from their competitonrs.

The: Chass K enhattan oonwess
develsoes - Uhe l20l= 2nd 5an
arl: frary mack bescr o Mocs st
e wr oz es he logo oo sl
o intorlecking trapessids and. &

e s ner o b lernly of Ls
des gn, hes rer s ned 2latieely
|_|'|n;:h._-|r|:._;|_—':; SLIFw e T, el pale czear
[Fany mesozers si-caeits incentian.
Design:

Chermayeff & Geismar Studio
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Design: Turner Duckworth
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Design: Cahan & Associates t, the first digital video re

Design: Michael Cronan Design



This “new” approach to logo

and identity design, where bold,
Aashy, layered graphics and colors
dominate, was based on the design
sensibilities of the MTV and Inter-
net generations. It was thought that
to make logos stand out from all of
the other, more conservative marks
already in use, these techniques
would communicate the ideas of
“new, different, better” Suddently,
orange, chartreuse, and other vi-
brant colors became acceptable to
corporations. The typical sans serif
type treatment used by so many
huge corporations became taboo,
personable and often whimsical
type treatments were preferred to
convey “fun,“friendliness.” and to
promote the idea that customers
were more than just numbers. It
didn’t matter if the company was
based on a harebrained idea or
shoddy fundamentals; entrepre-
neurs and designers adopted an “if

vou build it, they will come™ men-
tality toward corporate identity.

At no other point in the history of
identity design has this philosophy
been more evident than during the
1990s at the height of the Internet
dot-com boom.

As all things are cyclical, several
years ago, in an attempt to speak
to their audiences in a less-formal
and friendlier manner, compa-

nies began to shift away from the
extreme approach to corporate
identity design taken during the
late 1990s. Now, many corpora-
tions are trying to incorporate both
the modern aesthetic and greater
approachability by using conserva-
tive color schemes and “friendly”
logotypes. Only time will tell how

logo design will continue to evolve,

but the debate will surely continue
for generations,

The dentity for Breast Team
15 8 whimsical logotype that
Is visually descriptive of what
the company does, which is
make breasts happy by keap-
ing them healthy

Design: Shinnoske, Inc.

LIRS FIRIMNG
LEADERSRHIP

During the 1990s, logos that felt handcrafted or

more illustrative became acceptable to corpara-

tions in an attempt to steer away from the cold
and impersonal gualities associated with the

more abstract logos that had been =0 prevalent.

Design: Greteman Group

Corporate |dentity



A very techrical look was desired for Blackstone
lechnology Group s paper system, so.a modular,
grid- and grapn-like structure was incorporated
into the vanous elemeants of the system, includ
ing the hirm s business cands.

Design: Templin Brink

m Components of an
Identity Program

e

The Complete Graphic Desigr

Paper Systems

All of an organization’s printed
collateral for correspondence

with emplovees and customers
comprise the overall paper system,
which is often referred to as the
stationery system. At the bare mini-
mum, this generally includes let-
terhead, secondary sheets (in case
any correspondence is more than
one page in length), business cards,
and envelopes. In many cases, and
depending upon the client’s needs,
mailing labels for packages, fax
cover sheets, CD labels, note cards,
and forms such as invoices are also
required. When developing a paper
system solution, the goal is to cre-
ate a system that works on two
levels—as individual pieces and as
part of a cohesive whole.

The profile of a woman is used as a strik

Ing grapmc on ihs stationery tor a faston
consultant. Decaonstructing the logo and using
the logotype and mark as separate elaments
oS o7 more design nossibilities

Design: Brainding

Letterhead

The company's or organization's
logo should be prominently fea-
tured along with the company’s
legal name (including any suffix
such as Inc., Ptv., Ltd., etc.), address,
and phone number. Although many
company stationery systems have
the logo placed in the upper left
corner of the paper, it does not
necessarily have to live at the top
of the page. In some cases, it might
make sense for the logo to appear
on the side or at the bottom of the
letterhead, which is becoming more
and more common. However, logo
and contact information should not
be placed too close to the edge of
the sheet because they risk being
trimmed off when printed. It is also
advisable to allow as much space as
possible for the content of a letter,



since most companies like to limit
correspondence to one page.

Envelopes

Most envelopes for corporate
identities use standard sizes, such

as #1090 1/2"x 4 1/8") orA4 (210
x 297mm). However, some compa-
nics may have a need for, or simply
choose to use, an alternative size.
Regardless, the return address for
the company or organization should
appear on the face or the flap of
the envelope.The envelope usually
gets thrown away after a letter is
opened, so including a phone num-
ber or website on the envelope is
unnecessary. Keeping those specific
details out of the public eve is best,
especially given the increase in
spam, telemarketers, and junk mail.
Additionally, no artwork should ap-
pear on the bottom 5/8"(1.0 cm) of
the envelope due to postal regula-
tions in the United States.

131

Corporate |dentity

FOr - Architec 3 Clean =y musing black
M rad nas | M bl 1 10 represart T
OmipaEny, eraphie elgmeants remimiscant of Light

[hd I 1 LI i = | 1 | : ] 1

give the entity a more dynamic feel, This paper

SYELEMm S50 Ulili?es a8 pe sicy-stvie emviel 0 i

wiich the apening 1son theend of e envelops

a5 0pposed to the top

Design: Hornall Anderson Design Works
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Bahar & Bahar's paper system
ulllizes two spot-colors and a3
clean and stralphtiorward layout
The company name has been
reduced to a simplitiec graphic
mark, 28, which is applied
consislently across (he varnous
elements of the system

Design: Paragon Marketing
Communications

Stationery System Usage

Each piece of corporate stationery fulfills a different
need and, therefore, should contain varying types of
information about the company or organization. Below
are examples of the most common components used
by companies and organizations, but depending on the
unigue needs of the client, the designer may be commis-
sioned to develop additional pieces of collateral.

Letterhead

The logo, complete legal name of the company, address,
phone number, fax number, and website URL should all
be included on stationery. These elements comprise
what is typically referred to as contact information.

Envelopes

The organization's or company’s return address must
appear on the envelope, either on the face or the flap.
According to U.S. Post Office regulations, the return
address must appear above the area designated for ad-
dressee information. For regulations and requirements
outside of the United States, contact the design guide-
lines department of your local post office.

Business Cards

The same information that appears on letterhead should
appear on business cards as well as the person's full
name, title or position, and persanal contact informa-
tion (telephone and email address). Some people also
include their cell phone numbers.

Note Cards

The company logo and address usually appear on the
front or back of these folded, personalized cards. The
inside is left blank for handwritten notes,




Letterhead dossn't always have

to be white, sven if i 1s printad on
while paper. Because maost inks

are translucent. white paper stock
allow's printed colors 1o be richer
and more vibrant. In the case of this
paper system, the tan background
of the paper is printed onto the
sheet. This allows white to be usad
as a design element ar to make
certain elements pop off the page,
such as the rule dividing the sheeat
ar the white detail within the logo. Bl
Design: Dotzero Design ALt LA
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By printing the letterhead and busi-
ness cards an a soft, cream-colored
| paper stock and using chooolate-
I ol :;ﬁff'.?; N brown ink, this paper syslem for
Witherspoon Woodwoarks portrays
the quality and simpie elegance of
the company.,
Design: Late Night Creative
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Limiguse malerals, papar, and grint

ng processes have been chosen
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to effectively graby the audience's
attention. The idea of fayering
has been used on Dusiness cangs

and letterhead to promote client

meraction with the pigces

Design: Bradley and Montgomery
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Business Cards
Because business cards are often one of the first print-
ed items a potential client or customer comes in con-

tact with, companics tend to allocate more resources
to creating impressive business cards than they will to
other items in the stationery system. Unique folds, or
die cuts, specialty inks such as metallics or varnishes,
or even unusual paper are extras that can make a
business card stand out and be memorable. As the old
adage goes,"You never get a second chance to make

a first impression.” In addition to intriguing visual ele-
ments, the designer should communicate pertinent
information about the person in a logical sequence by
creating a visual hierarchy where the most important
items are communicated first,

Note Cards

When a more personalized letter is desired, employ-
ees will often use note cards for handwritten notes or
thank-you letters to clients or customers. Note cards
are usually 5"x7°(12.7 x 17.8 cm) folded stationery
printed on heavier paper such as an 80+ or 100=
cover stock with matching envelopes. Generally, note
cards are blank except for the company’s logo and

ment company, ks idenbity 1s very
clean and professional, with a
gensrous amount of white space
gl 2 MINImial Use of gray Nics

Design: Grapefruit
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Business cards make statements e amaas o
AL The indiicuans who carry Mexandru Condurache ML, 79403
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address, although an employee’s name mayv sometimes

be inclhuded.

Fax Cover Sheets &
An often-overlooked yet integral part of an identity
system is the facsimile (fax) cover sheet. This sheet will z
have the company’s logo and contact information as ::f
well as space for the recipient’s name, fax number, num- ‘L

)

ber of pages being transmitted, and a short message.
Because of the method in which this piece of collateral
is being communicated, its design should be minimal,
utilizing pure black-and-white artwork. Text that is a
tinted or light color, or grayscale images such as photos, _
will not only slow down the transmission speed of the .:.;r -creening the information on

fax but may not reproduce well when received. plastic cards with magnifying prop
. !_ .| i £l T | i
Pocket Folder or Press Kit s A i

The pocket folder is usually a 9" x 127(22.9 x 30.5 cm) Design: Kinetic
or slightly smaller folder that has inside pockets to
contain all of a company’s collateral, including slits for
the insertion of a business card, informational CID, or
brochure when appropriate. Because these are expen-
sive to produce and are sent out less often, shelf life is
an important factor to keep in mind. The folder should
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cansists of an "R that is missing

ane leg. The mark, which resembies

1

bath an "R"and "C. is consistently
placed on the left side of each piece
of collateral. For the company s
unigque pocket folder, the logo

nas been turned inta a repaating
pattern that is printed in gloss on a
matte sheet. The resulting tone-on-
loneelfect issubtle yet elegant and
Atriguingly tactile

Design: Templin Brink

=% 14

feature minimal contact information such as a website
address or toll-free number that will not change. If

the company relocates, this will prevent the company
from having to reprint these costly items.

Another consideration is that the folders may need o
serve a number of purposes, such as a container for
press releases or leave-behind information. A generic
design that features elements of the identity allows for
maximum adaptability. It is best to avoid incorporating
the graphics used in a current marketing campaign or
advertising message, because these tend to date the
piece and will ultimately limit its shelf life.

Most printers have standard “dies” or templates for
pocket folders—there are many options to choose
from, including one, two, and even side-loading pocket
folders, Prior to developing a design, ask the printer

to provide an electronic version of the template. If a
client has a bigger budget, or a specific solution is nec-
essary, it is possible to do almost anything. There are
many ways to customize folders, including the shape
of the pockets, types of closures, embossed graphics
or words, die curts, or unique printing technigues. The
only limit to creativity is the designer’s imagination.



Vehicle Graphics

Incorporating vehicle graphics into a corporate
identity program presents a unique set of challenges
to the graphic designer. Any company that is in the
transportation industry or that moves people or goods
from place to place needs to have easily recogniz-
able and identifiable markings. Delivery vehicles, such
as cars, trucks, and even airplanes, are all extensions
of a corporate identity that announce a company's
presence. Due to varying sizes and types of vehicles,
graphics may be produced in a number of ways: they
may be painted, applied as vinyl stickers or magnets,
or “wrapped” in giant skins of printed graphics.

Painted Graphics

Without specialized paint schemes that reinforce the
corporate identities, all airplanes would look alike and
be nearly impossible to identify with the naked eye.
This is often an expensive part of an airline’s identity
campaign, because there are huge amounts of material
and labor involved and paint has a tendency to fade
over time. After changing the color scheme of their
cargo jets from navy blue to mostly white, FedEx saved
millions of dollars in painting costs.

EOS is a luxury airhne that thes
business customers betweaen
Mew York and England. The clean
and modern s2nf typelace used
in the identity for EOS reflects
the elegance, class, and taste of
the airline’s target audience—the
COFporate execulive

Design:

Hornall Anderson Design Works

A fold-over graphic standards
Brochure s used to commurnicate
proper applications for placing the
Eurntd identity onto all 15 vehicles
Design: Grapefruit
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The Complete Graphic Designer

HAWAIIAN

Hawalian Alrlines flies routes be-
twean the Hawaiian Islands and the
United States as-well as 1o several
other destinations in the South Pa-
cific, which most would consider to
be a tropical paradise, 1 hat theme
5 conveyed through anelegant
graphic of a Hawanan beauly with a
hibiscus in her hair painted onto the
tail fin of the airlines fleet of jets
Design: Addison

I the case of the West Side
Crpanics identity, more emphasis
s placed on vehicle graphics
cince that 1s the primary method
af communication with potential
customers—aelivéries "fram Lhe
farm to your door” Because of
this, wrap graphics are the best
mar P.L-'_-l:l."-g optian

Design: Grapefruit

Vinyl Graphics

The least expensive option for producing corporate
identity vehicle graphics is vinyl graphics, which are
cut from large sheets of selffadhesive color vinyl and
then applied to the vehicle. No gradients or tints of
colors may be used because vinyl is only available in a
limited number of solid colors. Systems that use spe-
cial Pantone® or metallic colors may not be available
s0 it is essential to inquire about their capabilities.

Vehicle Wraps

These large-format, full-color prints are applied to
vehicles much like a giant exterior skin that covers all
panels of the vehicle. These graphics are usually pro-
duced and sold by lincar measurement and, depending
on the size of the vehicle, can be quite costly.

Graphic Standards Manual

Successful identity programs must have reproducible,
predictable results, regardless of which advertising
agency, design studio, or public relations consultancy
is producing materials. In large companies or organi-
zations, there are often multiple people and depart-
ments that need to use the logo for various marketing
purposes, but it is inefficient and costly to have an
outside designer produce every memo or presentation
that executives need on a day-to-day basis. One way to
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Fokechu! Train's new corporate
identity utilizesa basic colar
scherma (red and biack ) and bald
typography. The letterforms of the
train’s name are used throughout
thecabs on signage. Banners, and
even as a background pattern. Con
gistency is an essentidl alemeant ol
successiul corporateidentity work
Design: Shinnoske, Inc.
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When Canoco and Phillips
merged to form the thira-largest
integrated energy company in the
world, the new identity had to be
applied across various formats
and media. The graphic stan-
dards deveioped for the company
ncluded creating the paper sys
lem, employee uniforms and hard
hats, aswell as guidelines far
using the identity in advertising
Design: Addison

ensure a campaign remains consistent, even with mul-
tiple designers, is to create a graphic standards manual.
This document is designed to show all acceptable uses
for a company's logo and identity in every possible
situation, as well as show some unacceptable exam-
ples. Graphic standards manuals contain a Kit of parts
for recreating the identity including all of the graphic
elements that may be used to enhance it. The goal of
this manual is to ensure proper implementation of the
corporate identity,

Logo proportions, sizes, and spacing issues should all
be stipulated in the standards manual, Additionally, the
designated color palette, including sample swatches of
colors and their respective Pantone® numbers, CMYK,
and RGB values, must be outlined. Most identities will
have two color palettes for use with the identity, a
primary palette that will include the logo’s “corpo-
rate” color scheme and a secondary palette that might
include accent or complementary colors,

Approved typefaces that correspond with the logo
and logotype should be indicated with the appropriate
layouts for letters, press releases, and other common
correspondence. A good idea is to show scale versions
of every piece of a company’s identity including the
exact dimensions needed to recreate those pieces.



I Some of the items found in a graphic
standards guide are the following:

1. Logo construction
2. Color usage

3. Type usage

4.

Detailed specifications for recreating
components of the identity

5. Examples of common documents
and forms

Most graphic standards guides that

are shown in design annuals or

publications are extensive, custom-

built binders containing dozens, if

not hundreds, of pages.Typically,

these huge standards manuals are

created for very large corporations Conocchnange
that have offices throughout the

world and several advertising and
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muarketing agencies of record, as
well as hundreds of vendors that
produce items bearing the com-
pany's insignia. More than likely, CenocoPhillips

smaller companies such as start-

ups or medium-size companies will

not need such an extensive manual

because they may only have one or

two firms creating their marketing C“WF,

collateral. Instead, a simple one- | Miﬂl

page flier used as a quick reference e ey
guide for employees and vendors e

Faag

will keep the campaign consistent. .

Every situation is unigue, so take P—— '
stock of the identity campaign and
be sure to cover all the bases, no
matter how limited or vast.
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Design: Michael Cranan Design

Color: Pantone Hexachrome

Black M
Type: Trajan Pro

Colar: Pantone 7512 U
Type: Trajan Pro Bald

Colar: Pantans 420 U

Color; Pantone Hexachrome
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Type: Myriad Pro Regular

Calar: Pantone 7512 U
Type: Trajan Pro Bald

Calar Pantone Hexachrame
Black M
Type: Myriad Pro Semi Bold
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=" Black M
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Terranova-Nectarine uses small glass bottles
with engraved brass caps to project an aura

of elegance, an attribute common to skin-care
products. Different scents are represented by
silk-screened symbols on the vials.

Design: Michael Cronan Design
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Shopping bags and gift wrap promote
retail brands such as these for Shin-
segae, a Korean department store.
Customers not only use them for
their shopping experience, they also
save them for future use. exposing
the brand to others.

Design:

Chermayeff & Geismar Studio




(44 :
Products are made in the factory,

brands are made in the mind.”

—Walter Landor, founder, Landor Associates

randing

Branding is about perception—the perception of a

company, its products, or services. Connections and
emotional appeal must be made between a com-
pany and its customers through the consistent use
of graphics. For some, a brand is about social status,
convincing customers that they can afford a certain
lifestyle or that they can appreciate luxury. For

others, brands are about attitude and individuality.
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The Complete Graphic Desigr

sportsteam brands help identify
plavars on the field of competition
bul to be truly efective, they must
b marketable as both memora-
Dilia and merchandise, | ey evoke
spirit and unity amaong the team,
[ans, and cormmnity.

Design:

Hornall Anderson Design Works

Brands have the power to make customers identify
with a product or a service, to feel as though they
belong to something important. They affect pur-
chasing decisions, persuading a person to buy one
product over another, often to spend more money
in the process.

The sheer power of branding on an audience’s psyche
is a complex, creative challenge for the graphic design-
er, one that goes well beyond the traditional identity.
Brands are much like corporate identity in that they
require visual consistency. However, the application of
a brand extends well bevond rtwo-dimensional, printed
collateral; it includes the entire customer experience,
evervthing from the logo and packaging to customer
service and the retail environment. The packaging
communicates to the user how a product looks, what
it feels like when he picks it up, and how well it works
or tastes; all these elements work together to help the
user form an opinion about the company, its product,
or service, This is known as the “brand experience.”




The Importance
of Branding

In today’s ultra-<competitive mar-
ket, everything has a brand; even
celebrities such as Paris Hilton or
Lance Armstrong have a“brand.”
The reason for this is simple:
branding sells. It creates a distinct
image of a product or individual

in the mind of consumers. For this
reason, companies spend hundreds
of millions of dollars each year on
advertising and marketing to rein-
torce and evolve consumer brands
s0 they remain “fresh.” According to
Thomas Hine, author of The Total
Package, in an average half-hour
trip to the supermarket, consumers
are bombarded with the brands of
up to 30,000 different products.

[he MNoodiin® brand extends to all facets of the

restaurant from ntenor signage and store layoul

to packazing and stationery, Wawy lines in coun-

ter shapes, shelves, and even the * s within the

Dranc s I0go Nave Deen INCorpor At toy comeeny

the naadie therme

Design: Sandstrom Design

Performance

Advertising

rand Experience

| he brand experience starts with the core values

and promises of the brand symbolized by a recog-

nizable and urigue mark, The |

and packame amnd

retal ermironiment help io sell the prommose, whike

advertisi i 15 Used 1O resmignoe

|'|-|:.:'|'-'!'.' hicweever it is the !."-'r':l"'

Fi= PR R Ii#
Ne ImMeEssa@e. Wit

nance and use of

L || icL, SErveTE, O | -":._:_-:l'lli;' i, anc wihather 1

futhills its promisas Inat will geterrmine its success

147

Branding



y
i
Lo

e Granhl

ole

“e Lo

T

21 lustrate the eftsctive-sss of
sl soesy ol brancding e, Jzy

Zabkin otttz De ol nGrags creatss

N—_ =

AnuiFcallas " Frasd Treps" tha
Azks pardcipsris to dentity brandz
sased a v ewing anly frzgrmaata n
thair opos Tha arerds repre
so~tod hors oo ude & Jeroara,
AR 2 a00gle, Nosia, Sarsung.

Witaunisri. ke socl Starsnks.




The vibrant green colors used iIn
this cosmetics brand logo ang
its distinct leaf shaped "N are
memoratike and immediately
recognizable

Design: ldea/Croatia

Branding Adds Value to Business

The difference between a U.S. $.49 cup of coffee
purchased at a convenience store and one bought at a
coffee shop for U.S. $3.00 is not necessarily the quality
of the product, it is the customer's impression of the
brand. In this regard, brands have the ability to signifi-
cantly add real financial value to a company. Brands
with positive appeal and vast exposure around the
world are at the forefront of customer purchasing deci-
sions, translating to higher sales and increased stock
values. According to an InterBrand survey, some of the
most valuable brands in the world are Apple, Google,
Ikea, Starbucks, and Al Jezeera. Successful branding
through design accomplishes the following goals:

1. It identifies and distinguishes the company or
product from its competition, thereby building
customer recognition.

2. It gives meaning to a company by incorporating
all of the organization’s core values and distilling
them into a memorable form that resonates with
the target audience.

Cne of the most valuable brands in
the waorld s Coca-Cola, The distinct
scnpt logotype and brght-red
color is unmistakably recognizable
around the world,

Design: Cahan & Associates

=LEVIENTS

3. It positions the company in the mind of consumers
and makes a promise about performance, image, or
value. Brands that are considered to be premium
products or services demand higher prices.

Branding

4. It creates product loyalty through positive customer
experiences. A happy customer will tell three of
their friends about their experience and make repeat
purchases, while an unhappy one will tell ten people
about it and buy from a different vendor.

5. It communicates longevity and dependability, Com-
panies that have tenure or have built a tradition for
service instill more trust in the consumer.
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Wildllite imagery and an aarthy calor
paeiie ol brown, orange, yaeliow, and
green has been ncorporated mbo he
retail emamnment and graces
posters and packaging

Design:

Hornall Anderson Design Works

“Terravida literally means “earth™
and “ife” To reinforce the message

lo patrons, the collee brand uses Im-
agges of nature juxtaposed with active
peophe as part of its visual vocabukary
Design:

Hornall Anderson Design Works

The Terravwda logo incorporates a
a3l shape as part ol the "A. that
when imverted becomes a ™V and a
flarme, to balster the brand image of
a natural product or actnve peaple
Complementary visuals are placed
anto cups and product packaging fo
consisiency in messaging

Design:

Homall Anderson Design Works




Brands Become Ingrained in Culture

One of the ultimate expressions of a brand is when a
company or product name becomes synonymous with
all products or services in that category or when the
name is used as a verb. People “G ¢” information on
the Internet,"Fedex™ packages, or make “Xerox™ copies
of important documents. Although there are many
different brands of Internet search engines, overnight
delivery services, and photocopiers, they are often
referred to as these original brand names. Sometimes
this is because the company or product was the first
to market a particular product, and other times it is
because the brand has saturated the marketplace and
become “generic” to consumers.

The brand names for these everyday
products Nave DECOME SYNomymoUs
with the products themselves. People
ask for a "Kleansx” o blow ther nose
or use "Band-Aids" to cover a blister
or smiaé wound

Pattery Barn Kids. an extension

of the Pottery Barn brand. uses a
similar type treatment. Soothing
pasiel colors and fanciful illustra-
tions suggestive of a childs nursery
have been incorporated to appeal
to this new market segrment,
Design; Cahan & Associates

Branding
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The “Mach 3" series of men's shav
A0S 15 AN Esarmipe ¢ 1 asubsia-
gy manuiacturadt and encorsad
bty Gitlette. " Turbo,” “G-Forea,” and

Extreme” are subsidiary brands
dentified by ditterent p P
E5IETTS W COrs

Design: Wallace Church

Arcedik is 2 Turkish compary that
ranufactures and selfs home
ippliances in Europe and Russia

S rmaraithic identity S appaed Lo

it 15 products, retail stores, and

coliateral because its established
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recopmibion and crediSilty
Design:
Chermayeff & Geismar Studio

Branding Basics

Types of Brands

Depending on the product, service, or target market,
there are many ways to approach the process of brand-
ing. The brands of older, larger organizations already
possess tradition and heritage, while voung companies
or start-ups usually require brands flexible enough to be
adapted for product or service extensions. Taking into
account the history, needs, and target audience of the
client will enable the designer to determine what type
of brand he is working with and thus what strategy will
be most cffective:




1. Monolithic Brands

Brands with a dominant, established
presence in the marketplace and
within the minds of consumers

are known as monolithic brands.
Products and services are marketed
under this brand name duoe to its
recognition value and customer loy-
alty. The brand name is used in con-
junction with a descriptive product
name, such as Kraft® Macaroni and
Cheese or Campbell's® Chicken
Noodle Soup.

2. Subsidiary Brands
Subsidiary brands are those in
which there is a parent organiza-
tion with a branded subsidiary or
division. Each brand is equally im-
portant to the consumer and must
work in tandem to build a positive
brand experience. Automobiles
typically designate their products
with sub brands; for example,
BMW uses number designations
for their automaobiles, such as the

*A-series” ortS-series”

3. Endorsed Brands

Endorsed brands are products or di-
visions that have their own power-
ful presence in the marketplace yet
still benefit from being associated
with their parent organization or
brand. The Macintosh computer and
iPod each have their own market
share in the computer and consum-
er electronics categories but are still
referred to as Apple products.

4. Pluralistic Brands

Pluralistic brands are large corpora-
tions like Procter & Gamble, Tyco
International, and Mitsubishi that
are conglomerate holding compa-
nies for many established consumer
brands. When this occurs, often as
the result of a merger or acquisition,
a brand becomes pluralistic. The
parent company's brand is transpar-
ent to the end user and unknown to
most people except investors.

Vanous models of automobiles usa subsidary

brands to differentiate and develop eguity in

Eolh names
=eaboard, a pluralistic brand, is a muttinatonal
agribusiness and ocean transportation company
Seaboard Foods s one of the largest park produc
arsin the Linited States and encompasses two
consumer brands, Praine Fresh and Daily's

Courtesy of Seaboard Foods, Inc.

PRAIRIEFRESH

PREMIUM PORK

g

JAILY'S

PREMIL M MF ATrSs

Branding



The Fassil brand lakes aumgue approach to

pranding in that its actual logo 15 not apphed to ary

of its products’ packaging. Instead. the Fossil brand

achieves consistency and recogrbion through

incorsistency, relying on nastalgc imagery and
lustrabon to appeal to ks core audenca.

Design: Fossil Design Team
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Maost house paints are sold un
mixed and buyers choose a white
or neutral shade that the store
than custam mises tothe chosen
color. Mary Carol Artisan Paints
are sold premixed with the spe
citic colors prominently leatured
an the outside of each can, The
plegant and somewhat sparse
design is rerminiscent of fine art
paints and thus communicaktes
sophistication and quality
Design: Willoughby Design

Brands Exist within Defined
Product Categories

Products are organized into market segments called
categories. Automobiles, wireless communication, com-
puters, and shampoo are all considered different types
of product categories in which brands compete against
one another. But brands must also compete with other
products on store shelves, each vving for customer at-
tention and mindshare. It is the designer’s responsibility
to provide the visual distinction required to sell a brand,
an increasingly challenging task.

Branding

The Drop Top image of 8 man and
his dog in an open-air autpmao-
Dile playtully commumcates the
spirit of the brand. A mited use of
color and distressed graphics in
this microbrewery beer six-pack
speaks to the target audience and
affectivaly comveys the modest size
of the business.

Design:

Haornall Anderson Design Works




|: CHTSUImers til avifate [owar |
Droducts wilh sumple g aphnics

Upon closer examinmation, the

Vieser ings that these wine Dottles
Appear 1o be 2ipped. playing aft of
the brand name. Bootleg. Movelty
design ideas like this often entice
W customars

Design: Turner Duckworth

Definin g the To develop and design a successful brand, the graphic
designer must thoroughly research every aspect of

’ -
Brand’s Audience . product, service, or company. Unlike corporate

o identity work in which design is primarily dictated by
{:'f input from upper management, employees, and repre-
0 sentatives, branding must involve feedback from the
,:: target market or audience. Some companies think they
i:_j understand their market—which messages are most

relevant, and which type of graphics are most appceal-
ing—but may have no empirical data to support those

mplete

assumptions. Proper market research will determine

8

i

customers’ true opinions and impressions of a brand
and what preferences ultimately entice them to buy a
product or service.

The (

Market Research

Market research is a valuable task that gathers and
evaluates market conditions and preferences. Thorough
and complete market research, which can include
face-to-face interviews, surveys about the brand, focus
groups, or mystery shoppers, can be an expensive and

I'he use of black and gold combined
with saphisticaled typography con
veys luxury to consumers. allowing
this pweler to gemand higher prices
I0r procducts

Design: Willoughby Design




T TR vt o
m! a!lhuu“;‘i%inl_uui - :

e -....“-:!'I

'l'll'lﬂﬂnn-ai-_

time-consuming endeavor, 5o generally only large ad
agencies or creative firms have the resources to take
on these complex tasks. To combat this, smaller design
firms or freelance graphic designers will sometimes
partner with a larger agency or hire an outside marker-
ing firm to help conduct any necessary research. There
are, however, many ways of conducting research that

are less costly and can be done by even one person and

many are outlined in the book, A Graphbic Designer’s

Research Guide. Regardless of the client's or designer’s

resources, it is important to conduct as much research
as possible; the results will always be well worth the
time invested.

Types of Market Research:

1. Surveys and Interviews

Specific information about a potential customer's per-
ceptions and opinions of a brand can be collected and
analyzed through surveys and face-to-face interactions.

2. Focus Groups

Customers with similar attributes such as age, ethnic-
ity. or income are paid a small fee to meet and discuss
a particular product and its features, packaging, and
advertising. Because these encounters are usually re-

corded on video, the people being interviewed may not

respond as honestly as they would in an actual shop-
ping experience, but still provide valuable information.

The tinal brand for Sheridan's
involved the input of customers
and company execulives in oroer
Lo convey the messages of fun
hip. and cool

Design: Willoughby Design

3. Mystery Shopping

The only way to gather true feedback regarding a cus-
tomer’s shopping habits and preferences is to observe
them in an actual retail environment, Mystery shoppers
are paid professionals who visit stores unannounced
and observe the behavior of customers and employees,

4. Usability Testing

Product packaging and design are determined through
usability testing. Usability testing involves the use

of focus groups comprised of people from various
demographics to use a product and then remark on a
product’s packaging or design, including its aesthetic
and functional qualities. This is a good way to ensure
that brands live up to their promises of ease of use,
performance, and guality.

Jack in the Box fast-food restau-
rants use red Lo suggest flames
and heal, orangs to réepresent good
food, and biue on their beverage
containers to infer the senzations
of cool and refreshing

Design:

Hornall Anderson Design Works
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For TicTac packaging used In South
America, a pradominantly orange
cortamer |s used (o denole orange
tlavar, grean lor mint, and veliow
with green streaks for lemon-lime.
When used in conjunction with im:-
ages sugpestive of kay ingredents,
flavor 15 quickly and affectively
communicated to consumers.,
Design: UltraDesign

' CONTEM 55
— UNIDADES DE 1.479

..___'_‘ PASTILHA SABORN

"V
CONTEM 59
UNIDADES DE 1.47g

FASTILHMA SABOR
DE MENTA

L

COMTEM 59 B
UNIDADES DE 1.47g

PASTILMHA SABOR
DE LIMAD E MENTA




In addition to differentiating competing brands,
color is used to denote flavor within a product line.
Common color and flavor associations are:

Red cherry
Blue blueberry or vanilla
= = Green lime or mint
- Yellow lemon
I he soothing qualibes of this high Ora nge citrus
end spap are conveyed through Pink strawberry or watermelon
a scit, ferrmmne dlustration anc
rich colars, The layout imstantly Furple grape
communicatas with the viewer by
TEatL II'I'._'; 2 SImplE, e Tl I"‘".'.'E;l" ErﬂWﬂ Ehﬂﬂﬂlate
with the product scent clearly : .
e al T Black licorice
Design: Wallace Church

The Marketable Aspects of Color

Color is an important part of the branding process and
has the power to evoke certain emotions or stimulate
action. Worldwide, red and blue are the most preferred

Branding

colors, which is why so many companices use them as
part of their brand image. Orange is the most edible
color, which also stimulates hunger, while red and yel-
low are colors that tend to agitate when viewed for
long periods of time—it is no coincidence that fast-food
restaurants use them as dominant colors to induce sales
and then the quick consumption of food.

In every product category, there are color schemes
that are more appropriate than others. Brands should
attempt to “own” a color within a product category for
easicr recognition on the store shelf and to avoid any
confusion with the competition. For example, within
the American telecommunications segment, red is
“owned” by Verizon, blue by AT&T, orange by Cingular,
and vellow by Sprint.

The whimsical llustrations usead
on packaging for the Bunna

pbrand sugeests its dairy products

come straight from the source,
o CEA |,:| WO 15 ||'-.|:_-|_! FZh =T '1|l.'|-l 1%
Loy difterentiate tavors withun the
product lines

Design: Grapefruit
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Brands must work across multiple
anguages. In the Micdle East,

where both English and Arabic are

wsad for communcation, thess two

brarnds are used interchangeably
these marks seem reversed to
English speaking audiences, but

this is hecausa Arabie is regd froam

right to lefl
Design: Paragon Marketing
& Communication

Brand
Components

Both Russeall Athletic and Mueller's
are memarable brand marks that
customers identify with, Simplicity
af execution allows far immedi-
date recognibron and recall of past
brand experiences

Design: Wallace Church

€cC

Creating a successful branding campaign is both a
complex task and a big undertaking for any designer.
Because brands must utilize consistent messaging
throughout their campaign to build trust with the
target audience, it is the designer’s responsibility to
thoroughly explore and consider every element of a
brand and its application before implementing any de-
sign decisions. Before getting down to work, it is always
best to make a list of all the components that need to
be developed and a detailed strategy for each. This time
invested early on will save the designer frustration and
angst by helping to avoid redesigns down the line.

The Logo: an Entry Point of a Brand

The brand logo is the entry point for a customer’s ex-
perience with a product or service. These marks quick-
Iv define and distinguish a product or a company: who
or what it is, what it does, and its unique qualities.
Depending on the audience’s past brand experience,
the logo connects with them on subconscious and
emotional levels, evoking good or bad connotations.
Repeated exposure o the logo builds recognition and
memorability with the viewer.



Elas & Grace is a modern, upscale matermty
clothes store, Subtle typography and rmuted
colors are used for the brand's identity, while the
ampersand 15 suggestive of a mother carrying
achild. Shopping bags are designad so that the
armpersand also becomes a unifying stement
“tying" the whole piece together. Hangtags are
punched sa that they may also function as busi-
ness cards for the store,

Design: Aloof Design

Branding



The Complete Graphic Designer

Minimal product packaging
allows customers o interact
with, examine, and hold this
college application binder. A
carg-stock band introduces the
product and explains its key
features and benafits

Design: Satellite Design

The halltone dot pattern radiat-

ing outward from the £azz mark
communicates to the viewer the
carbonated guahbies of the prodguct
and lends a moderm sensibility o
the packaging

Design: Wallace Church

Package Design

Packaging is not only a container for the display, stor-
age, or shipment of a product, it identifies, differenti-
ates, and creates shelf appeal to entice the target audi-
ence, Effective packages showcase the unigque aspects
of a product or service—its benefits, gquality (premium
vs. economical), or physical characteristics (such as fla-
vor or scent). As an important extension of a brand, its
job is to convey the brand’s messaging while position-
ing the product against its competitors.

Packaging Highlights Product Features

Package design should highlight the important features
or unique benefits of a product. One way to emphasize
key information is by using special materials such as
foil stamps or metallic inks that catch a viewer's eye,
Another way to inform and entice a customer is by of-
fering them a closer look at the actual product through
the use of acetate or cellophane windows. Showing an
item can be an effective strategy because it reduces the
mystery and buyers can feel more confident in their de-
cision to purchase a product. For some items, the most
important things are its features. By designing the pack-
age to include an extra flap listing benefits, features, or
other pertinent information, a designer will promote
viewer interaction; as we all know, getting the product
into the hands of the customer is half the battle.



afriking product photographyand 1B%

rmimmat cogy 15 bhoth mouthwater i
]

Ing and nighly effective at salliing m

these pastries from Mr. Kipling r pLI

Design: Turmer Duckwarth S EXCEEDINGLY GOOD
" SLCHERRY BAKEWELLS

Packaging Establishes Shelf Presence

A designer’s job is to determine the most likely place-
ment for a product within a retail store—and design-
gripping graphics that draw attention to it, Compa-
nies and brand managers often offer incentives to
retailers for prominent placement within a store or
on store shelves. Placement of a product or package
is an important consideration; for example, it might
appear high up or down low on the shelf, making it
easier or more difficult for customers to see when
scanning products on a grocery store aisle. End caps,
located at the end of store aisles, or special product
bins attract attention and highlight particular prod-
ucts or brands, while areas near a cashier are notori-
ous for containing impulse-purchase items such as
gum, candy, or small, inexpensive items.

North Face's package system for
lerits and sleeping bags Ras an
rregular-shaped comtainer with a
unigue shelf presence. The hesx-
agonal shape also allows 1or easy
stacking ol crates and baxes, and
offers stores the ability to.create
dynamic adisplays

Design: Satellite Design

PLING

EXCEEDINGLY GO
BAKEWELLSLLG

A KIPLING

EXCEEDINGLY GOOD
#LEMON SLICES
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Froduct containers come ina
variaty of shapes and sizes. A suc-
cessiul brand must use consis-
lemiy appiied graphics across all
types of packaging regardless of
ther dimensions

Design: Turner Duckworth

Cffering products in a reusable
contamer, suchas the Uns used

to contain the Tea & Company's
tea bags, not only increases the
perceived value of the product, but
offers the brand an extended op-
portunity Lo stay in the customer’s
yiew after the actual product has
been used up.

Design: Cahan & Associates

[EF ET (N [ ] [ S

Packages May Take Many Forms

The physical shape of packaging is often determined by
the product itself, how it is used, and the way in which
it will be transported from the factory to the consumer.
Graphic designers must literally “think outside of the
box" to create effective solutions that help propagate
and enhance the brand experience. Many packages are
ordinary boxes constructed of folded paper or card
stock because they stack easily on store shelves or onto
shipping pallets and are also more economical to pro-
duce. Although expensive, uniquely shaped containers
and packages elevate the product’s perceived quality in
the mind of the consumer and increase its shell appeal.

Depending on audience expectation, intricate or elabo-
rate packaging may have the opposite effect. Instead of
permeating the idea of quality, it may convey the idea
that an item is overpriced, so it is essential to carefully
research the target market to determine the most ap-
propriate design solution. That being said, if a high-end
look is what the package requires, an expensive or
elaborate design is not the only way to achieve that,
Visual concepts that have been thoughtfully conceived
and well executed can be equally effective, it just takes
a strong concept and a tight composition.



Clear plastic packaging showcasas
Charles Chocolates' gumdrops,
while brown wrappers with playful
swirts and line patterns are 1ised
for their chocolate products. The

minirmialst design iends an arlisan
el totne products
Design: Templin Brink
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The Complete Graphic Desigr

The UPC (Universal Product Coade)

ymbol s anecessary part of

any package design in the United
States. Its placement should be
easy for cashiers ta find, either an
the bottom gr sice of g package
For information on LPD placement
on packages sold oulside of Lhe
Linited States, designers should
check their local government's

packaging regufations

00258" 30837

Linhke traditional bear packaging
that uses amber- or green-colored
bottles, Alcatraz Ale references the
Infamowus penitentiary of the same
name through the use of chrome
pottles and "inmate reterenceas on
the cap

Design: Turner Duckworth

L5 tederal law requires that all
Cigaretie packages feature promi-
nent warning labels about the risks
of smicking. Several nations have
implemented strong health warn-
ing label requirements, inciuding
Canada, Thailamd, Australia, South

Alrica, Singapore. and Foland

Packaging Design Considerations

Many consumable goods fall under the jurisdiction of
governmental agencies that regulate the buying, selling,
and marketing of certain types of products. Sometimes
these government entities require that certain informa-
tion appear on the outside of a product package such
as labels to warn about choking hazards or if an item of
clothing is flammable. In many countries, packaging for
perishable goods such as food must have product fresh-
ness seals, a list of ingredients, nutritional information,
and package weight. In the case of medication, safety is
a primary concern so products must be tamper-proof
and have clearly labeled directions for use. Regardless of
the type of package being designed, it is imperative that
designers determine at the beginning of the process
what, if any, essential information must be included on
the final product package.

SURGEON GENERAL'S WARNING:
smoking Causes Lung Cancer,
Heart Disease, Emphysema, And

May Complicate Pregnancy.
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The Complete Graphic Desigr

FPapyrus is a store fourd inenclosed
relanl malis that specializes in
dristinctive stationery and paper
products, Wood paneling used
throughout the environment is
ermimscent of a library and refers
to the paper products themsaives

Design: Kiku Obata

Branding in the
Retail Environment

Branding has evolved from focus-
ing on the actual products or
services to taking an important
role in the entire consumer experi-
ence. Whereas fifty vears ago most
consumer products were marketed
and sold through catalogs, door-to-
door salespeople, or through other
distribution channels, today most
brands are sold in company-owned
and operated retail environments,
This allows companies to control
every aspect of a customer’s shop-
ping experience from product
placement on store shelves and
lighting to having the ability to test

products on shoppers. Even the
way sales people are dressed and
the manner in which they greet
people are tightly controlled and
an essential part of the branded
retail environment.

There are many aspects to the retail
environment that must be consid-
c¢red when designing a consumer
experience. Every item in the store,
from the window displays and
signage to product labeling, must all
be consistent in their mood, tone,
and delivery of the brand promise,
including the following:

Exterior signage that illuminates
at night must be easy to read from
afar. Backlit channel letters are

used 1o cast a FHONY BTN e
sitfauetied letterforms

Design: Gardner Design



1. Exterior Signage

Exterior signage appearing on the outside
of a retail environment should be visible
from several hundred feet away and, if open
at night, lit up either through the use of
channel letter lighting or illuminated light
boxes, Stores that are free-standing struc-
tures may need to adhere to local build-
ing codes in terms of size restrictions and
lighting regulations. If a retail location is in
an enclosed mall or shopping center, signs
will usually need to be smaller and have to
adhere to the property specifications.

2. Interior Signage

Interior signage is used to guide the con-
sumer through the store to find what they
are looking for. Sometimes vinyl decals
are placed onto windows to identify the
store. Much like wavhinding, signs must be
easy to read and comprehend. Where is
the customer supposed to place an order,
pick up an order, or ask for help?

Branding in the retall environment extends to the shopping
centers and malls that stores accupy. To elevate the guality
Gl a cuslomer s experience wnile shopping, malls often

create themas for various parts of the buillding such as
ndoar playgrounds and different wings. |neach of these
exampeas, ignting, grapnics, and makded sculpiures al
WOrk 1o creale a branded retail experience.

Design: Kiku Obata
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The Complet

This ¢lean, modem design for an
apparel store 1S 3 good exampie
of a branding campaign that has
gchieved a tlexible system that
Is undemiably consistent, The
Window cisplay, nanglags, and
shapping bags are each striking
designs on their own and convey

the brand message ina simple

and elegant manner

Design: Gardner Design

3. PO.P. displays
PO.P. (point of purchase) displays call attention to
specific products within a store. They are usually

placed in high-traffic areas for maximum exposure. In
a crowded retail environment in which all other prime
shelf locations are spoken for, PO.P. displays offer
extraordinary visibility. Sometimes these are “bargain
bins” for sale or clearance items. They may be con-
structed of laminated cardboard or other raw materi-
als such as wood or metal.

4. Merchandise labels

Merchandise labels identify the product being sold and
its attributes such as size, style, flavor, or scent. Usually
implemented in the form of a hangtag or sticker placed
onto products, labels contain a UPC bar code for scan-
ning at the register and inventory control.

5. Marketing collateral

Marketing collateral is tyvpically located throughout a
retail store to promote the brand. Product brochures,
advertising displays, credit card applications, post-
cards, and coupons are all part of a brand's identity
and will reinforce a customer’s experience.
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Design: Sandstrom Design
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Ueveloping a2 new brand for a national chain of
convenience stores and gas stations encompass-
25 many Qitferant elements. N adaintgn 1o a rew
Brand rmark. extenor and mienor signage had o
be devaloped for all retail outlets. The brand has
also been extended to fountain drnk and coftee

stations located within the store, Color schearmas

typographical elements, and patterns all work
togethar o create the brand experience

Design: Gardner Design
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| & Cantera means " rock quarry” in Spanish
this autdoor shy IPPENE Ceier s Dt

UGN which

Colored gla
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la enhance

£8 slanes adorn signage at the retail

ginforce the idea ol precious stanes,
1 of the wikd fiowers that grow an

of Texas Hll Country, this brand
udes colorful images af the types of
oulate the region. Seed packals

t to custormers as a promaotional tool

the brand experience

Design: fdds

A
-

o
T






Conclusion

Grraphic design is not art, nor is it sorictly commercial
art. While practicing designers would verv much like
the opporiunity and complete creative freedom to
create an artistic masterpiece that will garner them
famne and fortune, the truth of the malter is that design
is very much a business and occupation like any olther,
Designers must establish relationships with clicnts,
collaborate with them to determine specitic needs,
and help solve a4 visual problem—how to connect
with the target audicnee so they will be informed
about the client, be persuaded to do somethinge, or
learn important information.

Given practical consuraints such as budget and dead-
lines, visual solutions must follow the form of their
intended Munction and the complele graphic designer
must draw upon the skill sets of comumercial artisis
such as illustrators, photogrphoers, and designers. They
must develop a process for approaching and solving visual

problems o create highly effective and unique designs,
Maost importantly, the client should always be an integral
part of the design process; he offers valuable insighit into
Lhe cormpany’s goals and expectations ol the industry, as

wiell as the needs of the target audicnoe—more so than

k=
ol
=
K
(s

o
o

the designer could ever hope to discover through maroet
rescarch or focus groups.

As evidenced by previous chapters, design is pervasive
in all aspects of our lives. There are several disciplines
within the industry that offer unique challenges and
opportunities for growth. Most designers will find an
arca of graphic design that truly compels and inspires
Lther, whether il is solving basic communication
problems through semicotics, creating page lavouts
and design for publications or murketing collateral, or
solvinge corporate identity and branding problems. The
complete graphic designer is one who is well-rounded
and experienced in all aspects of design.
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Accordion fold

Azigrag typo of Told ina shoot of paperwhnors two ar
mare pasallel falds ooen |I~:L: an accordion parmiittirg
the papar to ce extencad to ts full oreadth with a single
ool Alse called afan fald,

AIGA
ThgAmerican Instit ma of Graphic Ars s the profos-
sionzl associat on for desigr,

Bleed

A priated area that extends beyonz the trimmed edpe
of a printed oiece, Bleed areas generally -angs from
178" [ 1247 (500 Lo & 2amm).

Blind emboss
Avesgn cloment that s prossed into the papor in iz
of being printec in nk, giving ta raised” imaression.

Body copy
CnEmair conteat or eat used i 2oy type of printed
colate-al suca as armagazsire, cataloa, or brocnure,

Bracketed exposure

EAL tiple cxposures of a photograph that arc Takon
Asing cifferent aparture sett ngs. shitte - eneads, 2nd
ighting to determire tns best version o animage for a
narticalar pupose,

Brand

According to Joras Bergyall These are e collectad
cxner anaes af a comoany, procact, oo sorvice,” s
clstaomear haz. The logo, packaging, reta | onviqan-
ments 2nd market ng massages eack contributs ta the
resUlt nE imipressior 2 customer has about a aroduct
QF COTTIRAlTY.

Brand equity

Oualities of apracuct, servics, or beand cxocricnes fast
are familiar to the custoner and that aaws aoon coms-
muricates consisterty over e 2doing resl val s to
the lxranc.

Brand experience

T physical cualitos of 2 product that holp the
consUmes form a1 cpinion anact the branc, 1z iusing
Dac<aging, tactile experience, and how well it wo ks or
tastes,

Call to action

Tz razson for 2 5205 ar markating picos, this son-
torne, acacline ar caption requests that The v ower a7
the picco co somcthirg, whothes place a phone call ar
vist 2 website,

Closure

Tagmanresinwhich a desigred pigce such a5 sales

0 Irilﬂ*'fjl i :lrcw.l' Jre, ora pocdal Toder stays shul. This
mighlinclh.de a clasp. = tuck tab, ar siring laslerae:n

CMYK

Tz four process colors that 27 used in orinting 1o cre-

ate thzillasion ot Ul calor, Syvan. magenta, vellow, ard a
gy color, black, are printed by overlapping cos to give

Lhg e aression of rousards of ciffgrent colo-s,

Coated paper

Faporwith a smoath ard somactimes glassy Tinish
created oy apelving 2 © 2y cozting to the surface. This
arevents 1k friom sinkng into papsr and al ows for
Tore yivid color and cifferent finishes such as rmratte,
gloss, or sk,

Collateral

Ary pione of printed marketing matars that promotos
acompany or arganization, its oroducis. or sory cos
necluding brocaures sales sheets, catalogs, packat
folders, 2tc.

Column

Focks ol lyoesel al e sznzeidl,

Column inches

T-v* measurament urt fos rewspaner advert sirg thart
s one columnwice oy ongirch in length,
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Combinatory play

Mocordiag o Paul Rand, thig s when the designer ta<os
o ideas that are seemingly unrelates and then com-
I3 nes then into 2 new visuzlimade o metapnor,

Corporate identity

| hie " aersona of a compery or orgsanzabion Uzl
cornrmunics led brough The consislent apolicaion ol
Alogo, color salet o anc sveall dosigr to all farmms of
vislal comeanications directad at its targnt 2 0 cnoe,

Counterform
In tyaography. this is the negative sr-al“e- withir 2 lettar
form, such as theintecdior of a lowercase "2 "a o gl

Creative brief

A cnzument dove apedin oonj
o he pouice the desian process, which details specific
|rf:|rmat|L o use when sovirg a design palklzm.
such zs project goa's and chjectives, cemopraohics of
the target audience, a profile of the compstizion, ard
deliverable dates,

etiorw th thecliaan

Crop
Trimming part of a photagraph o llustration so taat
urdesirzkle or unnecassary ooments ae eliminated,

Demographics

statistical imtarmnztion such as age, gencer, ethnicity,
incorme avel, anc [ relerercos (hal calagor 22 aaopla
into distinct intorast groups.

Depth of field

The arez af 2vimage that s in focus. A stort deppt of
Tielo iz oneir '-;rn:h cojects inthe foreground appear 1o
e nsharperdetalwhile those nthe bac<grounc ars
Eaurry,

Die

sharp motzlrales maurtod onz board for ma<irg dic
cuts or a solid metal block Lsed for szamping fail ar 29
M oression o paps”

Die cut
Modecoratie or urusual cut made npaperwtha
metal die.

Dot gain

Wlern nalftore dots print larger an 2a2zr than they ars
arhilons ar olates, they ~educe delzl and lows: conrast,
|Ircaatod papers tead 1o causs nore dot gain then
coated papors, Also called dot sproad and oress gzin,

Emboss
Ara sadimpressior on the surface of pacer ocrodlced
[ press ng it betweer two dies,

End caps

shelves or oins a thoend of am asle o ratail stores
ore products sre p aced far maxi o vigizniny to

CONSUMErs.

Endorsed brands

Lrands associatec with their carent organization or
cormpary even Lhough Thair markel presence s oowe-
ol o,

Fihnna{mi Sequence
Y eocuence of umazrs nwhich cach numbzr s the
U Ot the preces nE two, such as the following: 11 2,

20,8 12 210 324,

Finish
SuUrface charactoristics of paper. Examples of 7in shes
irclude la o liren, and vallim.

Focus group

A group of aeaple with sim lar areferences anc attr -
butes that are selected o test 2 product o process anc
provice [zedback, | hey are usoally pand a s L sbioend
o e e,

Foil stamp

SAinishing tecnrique inwhich metzllic or colored
o lis transferrec onto 2 sheet of pape-using heat
ANC pressure,



Folio Hizh-context society
Thz page numbar anc othear :-?-|:” N the lewer partion Hotigties nwhich shared cultural experiznoes 27
of apage typically atitzarizsus date if it s 2 cericcizal. educatior alow for mare symbolism anc meaning to ba
embecded into the desgn so 2 literal interaretazionis

Free association Aot necessary. (hee Low context sociely)
Abrainstorming techr que inwh cnany toegns, wod.
ar idea thal cornes Lo aooul 2 partizalar subject Horizon line
=i e dowenn Tor Turther sxploralion. such as colors, | a publization sachas abook or magszire, tiis is the
smells, visual motznbors. ofe. Alacownorethoe ma orty of Toxtwill 2 0gr acarthe top of
the page Itis ina corsistont spot so thatwhnn a readeor
Golden Ratio turns tnz page they <now where to egin rezding again.
A zesthstica by aleasing ratio used ir Classical archi-
teciu-e and desigr, which is fourd througqout nature, House sheet
e rato o bvo s des s 11elE MPapers bzl prirlers boy ncbolk and kesp neslock (o
arint aba, This s wsually amedion-gquzlity caper avzil-
Graphic standards manual anle i baoth coatad and urcoatos shoeots,
Amarual craatec by 3 desig o toinstouct a clicnt on
the approprizte and corsistent use o7 the elements of lcon
their corporate identity. Gu delines are ceatec sothat I =emiotics, this tyoe of sign iz a real stic representa-
ayare desigring materials will snow the "rules” ot how tior ot anabject or thing. This may be 2 chotapraph or é
the comparny's [ogos, coars, layouts, ecc shoulc appear - salistic i lustration of the abjzct beirg represented, &=
Lo rrairibzin corsislency across therr prograrr, L:
Idea tree i
Grid A brainstorming tochn que inwhion anidna or concopt ,;—fq
Anirvisible framowork of guides that allows thodosigror 5 WwTIen down and circled. anc then relztod Topins -
to organize and 2rrange o ements on 2 page. aranch aut fromth s corzidsa.
EI.IH:’ET Index
=white space bebween colursns of Type or betweer I semiotics, this type of sign references an coject or
nages an A bao-pege saread. [hirg, bl coes rol necessarily resenble The 2olua

Sigr T oo objocT (such as 2 ninohazarg sigr .
Halftone pattern

Foprodicing a contiuous tonc imags by okhotograph- Kerning
ing tthrougk 2 fing scresn o canvert che image ntoa Tz spacirg betweer indiy duz letterforms.
szres of dots.

Kinetic identity
Headline A corporale identily iroweich variou s ilerabons of 2 oo
Aile lor 5 pecs ol visual cormmunicalion, Lsual iy less mark or logo bype nzy De azec indillzrenlreanners
[han ong sentencain angth which origfly dascribas the and not recessar by appear o a corsistert placs on
subject mattor to fol o arintec collatoral. Fattorns. oo ors, andimages may all

ac ncoparatas Into a <inet ¢ idertivy systam.
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Layers of depth

Scoording To Warty Nowomaier there are sove layors
ot depthinisaal communication: porcootion. sensa-
tio. errotion, intelect, identfication. reverceration.
anc aprtuality.

Leading
The spzce bobwaon lings of text ar comy.

Letterpress
A prmtirg tzcanigue inwhich mk s pressed oo a
sheet of papser via raised metal or wiood.

Live area

The spaoe bely phwlhppwprmwrh euarn

wWhich Docy copy orimaoes can apoeswil ool The
possibil by of being trimmed off oo ooscorec wisn
p-|rtk_-r:|.

Logomark

Aselbcontained symbol of & company or argan zatior
chat wsss ur gue shapess aad graphics to cornyvey the
pasenoe ol a cormpsy

Logotype
Mtyongraal osolution to alogo desigq paob amthat s
mace Up of unicus letterfarms.

Low-context society
Socielies nwhehintormation i ensm Had vz b lle
point text ard througn be usa of ileral imagery 2nd de-

sigrather Than symaolisne . (Son Heh-contex? sonaby)

Margins

The arez zound t1z autside of a page inwhich no 2exdt
orrnages saou d be placed except for pags nombers or
slarmerls hal will Bleed ofl the oage,

Market research

The study of 3 comraany, organization, or aroducT's tar-
g-:*t zud cnce inclucirg demographios, boy ng profor-
SNoes, oRInans, anc cercentions of the brand.

Metallic varnish
Sovartisamexes wth asall armrourt of nota o ins,
YWhie v viewsd in the rght lght, a sight shoeen s visible,

Mock ups
Frototvpes of a cesign soluton that are representative
ol o he linz prirted piece wit be produced,

Modernism

Dnc ot tan last great idaologica movemaents nart and
-:Iemg-w imwhich clean snapes. structure, and layoLt
were arefer-ad and incorporazed nodesigr. | leay |y
inapired by the Intenatonal Typog-aphic 5Ty e {7 hwiss
desion™) Modaraisere Dousished Troomn Lhe 19405
through The 19605 ard 19705,

Module
Incradual cells ccated by ncoraorat ng a arid struc-
ture into dasign and determrined oy columns 2ng rows,

Monogram
Aoy sual syrrool of noadual by composed of the hirst
letTars of a na nio.

Manalithic brands
Erands inwhich all procucts are mar«<eted under 2
Jdomirant rand name.

Negative space
Also known as
within a cormposilion mwh chone lexd, imagas,
alaments are alacad.

“while space” [hese are oper 27838
o desigr

Offset lithography
Most common metbod of pr ntirg where an image on
Apate s oftzet” onto arabber olar<et ovlinder that. in

turrn Lranslers the image Lo a sheel of pzoer,

Orphan

Whoaonly onc ng of toxt 2opears at he ton of 3 now
colura ot text 240 5 tharcfore soparatoc from the reat
o7 a caragraph of Text,



Page trim

Thn physical cimonsiors of 2 prirted poco, For ox-
a2 standard page sizo for corespondanns inthe
United mtates s "trimmed " orcut, tosd” wide x L7
nign21e x 27%4 cm),

Pluralistic brands

Wher s comnpany ar arganizaticr nas mary ciffors
ora ’|-.’153Th:=:|’[ It s s ormarkots unoos difforenT brand
names. Althoogh alars related, this fact s transpans
tothe customer,

Points and picas

Linils of misssurerrenlsir oage avoul 2od dasior Thal
o anversally urderstood t*” arinters arouad Theword
% ‘|1-,.hr:-|,,||; B used when spocilyving page or Somposi-

ticr dimensions,

P.O.P.

Stands for "point of purchasze " which s a cisplay olaced
in igh trafhic areas of aretail ervireameant to grab cos
Lormers” atlentior,

Pantone/PMS

Thn Fantonek Matching Syston s the definit e intor-
national referenca for selactirg, specifying, matshing,
and cortralling nk colars,

Paper system

Alsoeslad a"staionary syslen " Thisis a comoany ar
arganizalion’s letlarhead, bus nass cads, enve ﬁ-pﬂ“
thank=-youl nota cards. fzosimile covas shaats, oon

a2 50 any parted pioce of collateral that s JEL’:ﬂf-i'.lr' Com-
cany correspordence

Policy style envelope
Anervelope thal opeas an e shqorl enc ol
b arvelops,

Press release

Apuizlic re ations announcomant issucd to Thc
Aows media and other targeted publicatioas for the
auraose of lettirg the public know about company
devalopments.

Primary color paletie
| cornorate dent by thosa 2ra the mas coloss usod,

Printer spreads

Fages that are set up =2 they are positianad
exactly where they will be when a publicat onis
folded and arintec.,

Pro bono
A desion proec o job Tzl is done Tor Tree.

Public domain

|mages or text townich no paersor or other legal entity
car establish ocr maintain proprietary interests; this
neludes iterrs that are tree of copyright ~estrictions.
such as hose trore governrmer bz insbtubons, 25 well
a5 Those nwhick coxright protection bas axpiqed.

Rag

Acolumnof text contains urequal amourts of charac-
ters andwaorcs aneach ine althoug yol should 2im to
"ave as consistent line lengths as poss tle, This uneyven
algnment of text is called the rag,

Reader spreads
Fagos that are set up as they wi | be
fgnt-hand pages side-by-zids).

“oact {(laft- andd

Recto
[erghthandsideofas
selo page {See varso)

aresd s reterrad to as the

RGE

Srancs for rod, grcon, and Blue, tho add tive prma oy
coars Leed to oreate a full range of color as projectad
gt on a comouter soreen,
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Rights-managed

stock photograaby arlustration that s liceqzod. not
cold, ona case-hy-cass basis. The designer nay Uss
3 lcensed image fo- 2 certain oerioc of time, oz
certain armaunt of orinted collztera and 2t a cetain
size, [he stock plm o houss oz 1;5 arovalty fee o ine
poctographer ar illustratos ezon brme ar image =
Hsad, DLt satains the unimitad righs to reproducs ard
soll the i agn,

River

Largs spaces betweaern words ir consecutive lines of
copy that often ocoo s inblocks of | astified Text

Row
The varlizal v occurrng soaces rone The op ta the bol-
omof apage or sarcad na grid strusturs,

Saddle stitch
A rethao of Dinding [y stitching through the centetold
o nested s gnatures,

Sans serif
Lettorformes faal do not have scafs o oot

Secondary color palette

I corporate idertiny, theze are accent colors that may
e used inconjuncticn with the primary corporase ool
ors, Dyoically, they are used for backgrovnos or other
deson elomerls.

Semiotics
The study o sigrs anc syman 5.

Serif
Lettertorms that have gy are general v
zasiar Loresd wher gsedwlnlarge areourls o ooy,

sor foor Tfeet,”

Sign

Sumcthirg that stands for somotk ng alsc A sign s
compossd of asignifiec (the abjact or thirg and a sz-
nifier fwnat s used to represent that thing or ooject).

Signage
Granbics that help d roct 2 vicwor 7o a dostination.

Silk screen

Arrethoo of printing where ink s forcec through 2
stencil acheren to a scresn, Also called ser grapay and
sraany prirling,

Spread
Fages within a aol s documcat shat when opaned are
siclz vy side,

Stock

Llsec inrelerence Lo llusiradon or pholograpbsy el
iz eadily avalable for porchaze o licens ng. These
images are mora "genaric” ooking and available To-
My onc to purchass,

Subsidiary brands
Erands where a pa-ent organizaticn has a branded
suasiciary or div sion,

Symbol

I scm otics, s type of signis an aritrz oy significr
that has no zoparcrt rescmbiance to 20 chjest ar thing

It typically has a meaning that must be [earnad J"-:ILIE: |
cullure ar exaerience such as a bicnazard sigr.

Target audience
Theirlended receiver ol 2 visLz messags.

Thumbnail sketches

LT II:I“ Sraen sketches that communicate the

initial brairstorning of a visua salution, Th_qu
allow for quick sxploration of mary var atiors of anides
i attermar towesd out the good ideas from the bad,

Siges

Tone-on-tone

A offect inwhich a doesigr o omea apneacs to blond
Mo ththe aackgrounc ims or. Tho use of Bind om-
ossirg, spot varnishas, ard oftzr fiisnes amsways of
creatng this subtle effect,



Translucent
Asubstance ar imnm such a5 papor that allows light to
nass taroughit,

Uncoated paper

A pape that does notcortain a speozl coat ng. Un
codalad oaper allowes ik Lo be absorbec rlo the papsr
fibers resiting ncolors trst ofter zopear moted.

Usability testing

Afocus group comrarised of peop e from various
demographics that remark or a crocess o a procuct's
nac<aging or design, ncluding its assthetic and funo

licra g aliles,

Varnishes

Clozcinks that are availabiz e do | or gloss fin sh.
Wher uzeow thifall-color parting, they help "seal the
artwark,

Verso
nz el oage of asoread s he verso page (Ses reclon

Vinyl graphics

Sheets of adhosio vyl that are oot inta shanes and
lettedforms and tharn aapizd to surfaces including
WoNCows, signs, and vehic es,

Violator
o ades gn o call altertizor o animportant piecs of

infornztian. Thoy Mvinate" the ivtegrty of tThe cosign
and are anst avolcod,

Visual hierarchy

Tanarganizatior and arrangomoert of dosign cloments
that helolead the vicwer's oye tarougholt 2 composl-
tior. The plrpase is to influznce the order inwh ¢
nfarmatian is recevad.

Visual vocabulary

Taatypeaf mages, graphics, and colors that s tareat
audicnno profors and s uscd o socing. Examining com-
ACTINE companits, procucts, or sorvices, as well as the
qchiies arinterests of thz interdsd receiver determine
what elements are mass effective.

Wayfinding
Arocher tarme Tar directional sigrzge thal guides people
lrovn place [ olace.

Widow
YWher ony onzword appears an a line of Text,

X-height

I ovpacarzabeyy, bhais s the baighl of lowercase letiers
within z bype farnily. Traditionally, “he larger - aler the
w-hoight, “he casicrafoat s to road,
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