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INTRODUCTION

WHAT ARE THE FOUNDATIONS OF
DIGITAL ART AND DESIGN?

I teach in a university communications department. Most of my students have
little time in their schedules for classes that would heighten their under-
standing of visual communication: foundations of two-dimensional design,
typography, drawing, and so on. Instead, they enroll in a survey course, Visual
Communication, which seats more than 200. Some of them sign up for an
elective “skills” course to learn how to use the Adobe Creative Suite (or at least
part of it). Obviously, mastery doesn’t happen in a single course. At best, the
skills course creates awareness of the concepts and techniques that some-

one entering the creative professional industries should master. (Of course, I
advise students to follow up with related coursework to deepen their knowl-
edge of the craft.)

First developed to serve these students, this book is now used by readers

and educators in two-year and four-year fine arts and applied arts programs,
college-level communications and media departments, and U.S. high schools.
With all of this in mind, the aim of this book is to offer the most information
at the confluence of media design (principles, histories, and theories) and
software (namely, Adobe) for a wide variety of readers, educators, and prac-
titioners. My goal is to be thorough enough for university students and clear
enough for high school students.

The majority of my students are interested in practicing the exercises and mas-
tering the software, because they’re anxious to jump in and create. However,
the majority of educators I know are interested in teaching art and design,
because they’re passionate not about software, but about media art or graphic
design, digital video, and so on.

My approach to mediating this clash of interests is to write (or lecture) about
and show as many ideas and examples of art and design history and prin-
ciples as I can while demonstrating the use of the tools. For example, instead
of showing students how to remove red-eye from a photograph (there are
loads of videos on YouTube for such a specific endeavor), I demonstrate mak-
ing a conscious design choice in regard to scale, proximity, the rule of thirds,
or other principles while using the same tools. I've tried to keep the exer-
cises short, while also showing the fundamental tools in many of the Adobe
programs. Most of the tools have changed very little since the first time I used
Photoshop in 1992 (with the major exception of the development of layers in
1994, but I digress).

INTRODUCTION



Since my students don’t typically take a course in two-dimensional design,

I start in Section 1, Bits, Pixels, Vectors, and Design, with material that’s been
presented by the authors and artists on whose shoulders I’'m crouching: Donis
A. Dondis (A Primer of Visual Literacy), Johannes Itten (Design and Form: The
Basic Course at the Bauhaus and Later), David A. Lauer and Stephen Pentak
(Design Basics), Wucius Wong (Principles of Form and Design), and others.

It is this understanding of the language of design that I consider founda-
tional. I also include examples of each principle or basic element drawn
from contemporary works of digital art. While this book may be assigned in a
graphic design program, it’s often read within the broader context of digital
art. Though I'm an education advisor on the AIGA Orange County board, my
personal identity as a digital artist is also part of this equation.

Two-dimensional design is followed by Section 2, Digital Photography. In the
classroom, I find it easier to present basic vector graphics before introducing the
pixel-loaded arena of digital imaging—Illustrator is often a much more forgiving
application than Photoshop due to the insignificance at such a basic level of

file resolution. In this text, photography is primarily considered to be another
vehicle through which the basic elements of design can be understood.

Since photo manipulation is nearly as old as the medium itself, the natural
follow-up to photography is Section 3, Digital Manipulation and Eree Fair
Use—where better to talk about contrast through juxtaposition?

Section 4, Typography, teaches students to honor and manipulate type. This
is essential, as most visual communication comprises type and image, and
occasionally time. I studied photography in my undergraduate days at the
Art Institute of Boston; typography is an art that I learned during my profes-
sional life as a web designer in the 1990s and since then as an instructor. It
helped that I lived with one of the best typographic educators in Southern
California in the early 2000s. I've talked with many educators who are strong
in one area—photography, typography, web design, or something else—but
feel a deficit in another. As such I provide resources for additional materials
throughout the book, both for students and educators who might be using this
text in a classroom.

The Coda, at the end of the book, explains the important concept of revision.
A student may assume that she has an experiential understanding of design
principles after simply following the steps in a software application. Students
and readers must remember that reading a book on learning to play the guitar
is not the same as mastering the instrument. Practice, and of course revision,
is the best way to learn the craft and become more efficient. I've included revi-
sion stories from artists and design professionals alike.

X FOUNDATIONS OF DIGITAL ART AND DESIGN WITH ADOBE CREATIVE CLOUD



In addition, you’ll find two bonus sections online or in the electronic version

of this book:
Section 5, The Web, touches just the tip of the interactive iceberg. I rarely

reach this section of the text in my own foundations class, but I've received
feedback from educators who used my prior coauthored publication (Digital
Foundations) that the chapters are helpful in a variety of courses. I dropped
the Flash chapters because the advent of HTML5 and the lack of support for
the Flash player on touchpad devices has cornered the program into more of a

niche than fits the foundation-level aim of this text.
Automation is key to working efficiently, so one chapter in Section 6, Effective
Work Habits, available online is dedicated to it. The other chapter addresses the

question, “How do you suggest I make a portfolio I can send someone?” There’s

no one perfect answer, as each student has different talents and different needs
But learning pagination in InDesign can help students who want to create
their own books—a handy thing for soon-to-be graduates or those applying
for internships. Lastly, I would like to offer an update of Dondis’s scale that
registers the differences (or similarities) among specific artistic media on a
continuum of “fine” and “applied” art in FIGURE I.1. To demonstrate that the
Bauhaus “would group any and all of the fine and applied arts on one central
point in the continuum” [1], Dondis placed the media of the time grouped
around a central point on the horizontal axis (Figure I.1). All forms of visual
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REFERENCE [1] Donis A.
Dondis, Primer of Visual
Literacy (Cambridge, MA:
MIT Press, 1973). pg. 4.

FIGURE I.1 Donis A. Dondis
developed the original illus-
tration in reference to the
perceived intellectual divide
between the two purposes,
outcomes, or beliefs about
art making. (The image is
essentially the same, where
the labels would have been
the text that appears here
with a strike through it.)
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FIGURE 1.2 The first Mac
computer sold commer-
cially in 1984. It included
a mouse and a graphical
user interface instead

of the ever-intimidating
command line.

message-making are influenced and analyzed by an understanding of the
basic elements of design, on the screen, in print, as a hologram, or however
else they may come to us on future platforms. Whether you intend to be a
web designer, a social media entrepreneur, a digital installation artist, or a
digitally inspired printmaker, the design foundations offered in this book—
coupled with the exercises in each of the software applications—will help you
achieve your goals.

Since all students or readers will have different hardware, software, and
needs, you’ll learn to use this book in the most fitting way for your setup in
the following exercises.

} OPERATING SYSTEMS

When the Mac was released in 1984, it included a graphical user interface and
a mouse, two visual user-oriented components that were missing from other
personal computers (FIGURE 1.2). Artists and designers developed a strong loy-
alty to Apple over time as their needs and concerns were often met first on the
Apple platform. For a while, there was no question about which platform was
best suited to making art on the computer: Mac. Universities now have Mac
labs dedicated to art and design programs. And in these industries, Mac is still
the standard platform. However, multimedia and web designers often work on
Windows machines because they need to see what their work will look like in
the environment common to most of their users.

Today, it really doesn’t matter if you use a Mac or a PC. Your files will transfer
easily from one machine to the other. (Be sure to include the file extensions
in the name of your file—something you’ll learn more about in Chapter 1,

The Dot, the Path, and the Pixel). If you're creating multimedia art or designs,
you’ll want to view the work on both platforms. However, this should not
dictate where you conceive and develop the project.

Since most schools, colleges, and universities offer digital art and design
classes on the Mac platform, I’ve written this book for the Mac operating
system. The screenshots were made on my MacBook Pro. If you’re using a PC,
you’ll simply need to translate the following keys as you follow the exercises
in this book:

¢ On a PC, the Control key is used where the Command key (88) is indicated
for Mac users.

e Ona PC, the Alt key is used where the Option key is indicated for Mac users.

That’s it. The rest is more or less the same.

X1l FOUNDATIONS OF DIGITAL ART AND DESIGN WITH ADOBE CREATIVE CLOUD
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Foundations of Digital Art and Design combines lessans in Bauhaus-nspired design principles and theories
with histories and exampiles of digital art for learners using the Adobe Creative Cloud. The text is organized
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Design ledews Burroughs to-u
bosins tramtarm seftware trair learning activey whare fundamantsl design prn(nl!lar—
synthesized with basic methodologies in Adobe applications.

Derwninad Warkfites
You will need these practice fies.

View Screemcant Videos
These are licensad for free sharing and distribution.

Downioad Bonus Chapters 15, 16, 17, and 10
Theese coenprise The Web and Effective Work Habirs sections.

Order the Book
I recommaend the #-book a3 the "borus® chapters are included.

} DOWNLOADING WORK FILES

Some of the exercises in this book will require you to download a work
file or a set of files before you begin. All of the files are on the companion
website I've created for readers of Foundations of Digital Art and Design,
www.digitalart-design.com (FIGURE 1.3). I've also posted a link to the

work files on my personal website (www.missconceptions.net), and
there’s a Facebook page for Foundations of Digital Art and Design where
I’ll post updates and answer reader questions (www.facebook.com/
FoundationsOfDigitalArtAndDesign).

} CREATIVE COMMONS

FIGURE 1.3 A screenshot of the
companion website, www.digitalart-
design.com. You can download any
necessary work files from this site
before beginning exercises in most of
the chapters.

Many of the images in this book were donated by artists and designers. Some
were available for me to use in a commercial publication because the copy-

right had expired, or because the work was part of a government archive,
which usually puts it into the public domain, or because the artist(s) who

created the work used a Creative Commons (CC) license in lieu of a traditional
copyright. To those who donated or published with CC licenses: thank you!

You’ll learn more about the copyleft movement and creative licensing tech-
niques in the introduction to Section 3, Digital Manipulation and Eree Fair Use.
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http://youtu.be/Jxjhki-s3V8

CHAPTER4 +
CREATING AND ORGANIZING
DIGITAL PHOTOGRAPHS

THE EXERCISES IN this chapter will explain the camera mechanics
involved in creating a photograph and demonstrate how to organize,
rename, and set up a digital “contact sheet” via a PDF of your images.
Youw’ll explore your camera and use your files or those from the com-
panion website to learn some of the best file management tools avail-
able in Adobe Bridge.

Light is essential for creating a photographic image. How the light is
measured and captured in the camera will affect the resulting image.
In this chapter, you’ll learn to control how much light is rendered in
your “light drawing” or photograph. In the following chapters, you’ll
learn to compose within the frame of the viewfinder and to adjust the
tonal range during the post-production process. Since outdoor light
is a direct product of the sun and moon, the amount of natural light
in a photograph also relates to the time of day. Conceptually, time,
considered as both duration and as the shift in lighting as day passes
to night is a rich theme for photographers and artists to explore and

interpret. The new media artist duo Jon Thomson and Alison Craighead
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FIGURE 4.1 Thomson & Craighead, Horizon, 2009. Screen FIGURE 4.2 Thomson & Craighead, Horizon, 2009. Installation
view, Dundee Contemporary Arts. Image provided courtesy  view, Dundee Contemporary Arts. Image provided courtesy of
of the artists. the artists.

(known simply as Thomson and Craighead) created an installation
titled Horizon that displays a representation of the time at one specific

location—the horizon (FIGURES 4.1 AND 4.2). On their website, they write:

REFERENCE [1] Horizon is a narrative clock made out of images accessed in real time from
See www.thomson- webcams found in every time zone around the world. The result is a con-
craighead.net/docs stantly updating array of images that read like a series of movie storyboards,
/horizon.html but also as an idiosyncratic global electronic sundial [1].
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Your camera may offer you anything from no con-
trol over the way light is registered on the digital
sensor (which is ultimately responsible for the
resulting image file) to complete control in manual
mode. Some of the information in the Camera
Mechanics exercise won’t apply to your situation if
you’re using a point-and-shoot camera or a mobile
device. However, most of my students have access
to consumer- or prosumer-level (not quite profes-
sional but a step above the consumer level) digital
cameras and many have digital single lens reflex
(DSLR) cameras. This range offers the photogra-
pher some degree of or even full control.

Photography began as a technical and scientific
pursuit of creative and documentary expression.
The pervasive nature of digital cameras makes it
difficult for some people to conceive of the craft as
specialized. For many, the camera is just another
gadget. Harrod Blank’s Camera Van (FIGURE 4.3)
includes one of every Polaroid camera ever made
along its front grill, and that’s just the beginning.
The word “SMILE” is printed across the top of the
van, each letter formed of Kodak Instamatic cam-
eras (FIGURE 4.4). On the driver’s side, a camera-
mural of the Kodak Instamatic is made of mounted
Instamatics. Do they work? Yes, they do! Screens
display photos taken with the van (FIGURE 4.5).

FIGURE 4.3 Harrod Blank, Camera Van, 1995 and ongoing.
www.cameravan.com. Photo by Hunter Mann.

Blank showcases image galleries for each set of audiences he’s driven past in
Camera Van (FIGURE 4.6). After learning of the many ways to control the pro-
duction of a single photographic image, even skeptics should agree that the
craft is as rich and complicated today as it was in the days of glass negatives.

FIGURE 4.4 Harrod Blank, Camera Van.
www.cameravan.com.

FIGURE 4.5 Harrod Blank, Camera Van.
www.cameravan.com.

FIGURE 4.6 Harrod Blank, Soy Bean
Farmer, MN. Photograph created by the
Camera Van.
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PHOTOGRAPHIC VALUES
The zone system for under-
standing value shifts across
the image is more thor-
oughly covered in Chapter 5,
Resolution and Value.

MEASURING LIGHT

The amount of light required to make a photograph is measured with a meter.
In the predigital era, some SLR cameras had built-in light meters, while large-
format cameras did not. External light meters are still used today in photo-
graphy studios. Digital cameras include a built-in light meter. The light meter
registers the amount of light that’s either in the center of the frame, averaged
throughout the frame, or—for some cameras with the “spot” option—at a
specific location within the frame. Understanding how to adjust your camera
settings to comply with the light meter specifications requires you to under-
stand the role of the f-stop and shutter speed camera controls. The light meter
reading will show you how much light will be required to make a legible expo-
sure for a balanced combination of f-stop and shutter speed settings discussed
in Exercise 1. Generally, the purpose of your exposure will be to present photo-
graphic details at the extreme areas of contrast in the image. That means
you’ll want to capture details in the highlights and details in the shadows.

If you’re shooting in automatic mode or can’t control these settings, you’ll
simply point and shoot, and then hope for the best. Be careful when compos-
ing images in high-contrast lighting situations. Avoid shooting at or near noon,
when the sun and shadows are strongest. And avoid low-light situations.

If you're working in manual mode, once you know how much light you need,
balance the f-stop (which governs the diameter of the aperture) and shut-

ter speed (which controls the duration of the shutter release) settings. Your
choices about these two settings will depend on the depth of field (in the case
of aperture) and movement (shutter speed) you want to include.

Some cameras let you create photographs in “aperture priority” or “shutter
speed priority” modes. This means you can choose which of those two fea-
tures you want to control. The camera will set the opposing lighting variable
according to the choice you make.

RULE OF THIRDS

In addition to your camera setting choices, you’ll be making decisions while
creating a composition. As you can imagine, there are a lot of technical and
aesthetic choices to make while creating powerful photographic imagery. In
Exercise 5, you’ll learn to see the compositional space using crop guides that
make visible the “rule of thirds.” This is a common way to understand the
photographic frame, which is most often a two-dimensional environment with
a 3:2ratio. (4:3 and 16:9 are also common ratios among a variety of digital
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FIGURE 4.7 An image composed adhering to the rule of thirds.

media.) The premise of the rule of thirds is to evenly divide the frame by two
horizontal and two vertical lines before composing the subject matter along
the intersections of those guides (FIGURE 4.7).

One desired result of the rule of thirds is the elimination of the number one
newbie mistake: centering the subject in the middle of the frame. You’ll also
start to see and weigh the visual balance of your subject matter by thirds,
bringing more tension and energy to the overall composition. The more you’re
aware of the compositional space, the more likely you’ll be to create a compo-
sition that leads the eye to your desired focal point.

ADOBE BRIDGE

Admittedly, when Bridge was first released for Adobe Creative Suite 2, it was,
how shall I put this, not terribly user-friendly. I didn’t use it. My students
didn’t use it. No one I knew used it. We might have tried it a few times, but it
just didn’t seem worth the effort. After several revisions, Bridge has become
an organizational tool that is absolutely worth learning. Bridge was primarily
developed to allow you to organize and view file information relating to all the
various types of files you generate using Creative Cloud.

GET CLOSER AND WATCH THE EDGES

Two additional pieces of advice that | give to new
students are not specified by the rule of thirds:

e Get closer. By that | mean physically move your
body and your camera closer to your subject.

e Watch the edges of the frame. The viewer
shouldn't be left in no-man's-land at the edges
of the frame. Be conscious about using the full
frame to tell your visual story.

RATIOS A ratio is a rela-
tionship between pairs of
numbers. For instance, if
you're cooking rice at a

1:2 ratio with water, you'll
add one part of rice to the
pot for every two parts of
water. Instead of instructing
someone to cook one cup of
rice with two cups of water,
it's more scalable to advise
the ratio.
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WHAT YOU’LL NEED

Download the following source materials to com-
plete the exercises in this chapter:

v/ The chapterg-start folder from the Chapter
4 downloads area on the book’s companion
website includes a rule-of-thirds folder and a
batch-rename folder for those exercises.

You’ll begin the exercises in this chapter by explor-
ing your digital camera.

800
@Craate' |B%@‘@®@B@@

WHAT YOU’LL MAKE

In the exercises for this chapter, you’ll organize
your digital photographs in Bridge and create a
PDF that showcases a series of images (FIGURE 4.8).
This serves the same purpose as and looks similar
to the contact sheets that photographers have used
for decades. Your PDF will contain images, and it
will display your file naming system.

e

C @1 | @] ©® o] | 5B

Tools . Comment ; Share

08-loc-brady-unidentified-woman.jpg

02-loc-brady-unidentified-woman.jpg

it

FIGURE 4.8 Completed PDF contact sheet created in Chapter 4 exercises.
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In the following exercises, you’ll learn how to rename a folder of files, label
(or rate) your files, and generate a contact sheet in a PDF, all at the click of a
button. In Chapter 16, Automation, you’ll use Bridge to apply Photoshop actions.

} CAMERA MECHANICS

Basic operations take place when you create a photograph with your digital
camera. There may be many adjustments to the camera that you can make, if
your camera gives you control over them. These will have a direct result on the
aesthetics of the resulting photograph. Most cameras also have an automatic
setting, which lets you simply point and shoot. Even if you’re just pressing the
button, each of the following steps will take place. Details about each step are
included in Exercise 2.

¢ Before shooting, consider adjusting the white balance, ISO, and file size
settings. Or, just let the camera do that work for you. (Your camera might
not allow you to control some of these settings.)

¢ Frame a scene by placing your eye to the viewfinder or by peering at the
LCD screen on the back of the camera. Many DSLRs don’t allow use of
the LCD during shooting. If you have both options, consider the pros and
cons of each (TABLE 4.1).

e After the image is framed, decide whether to shoot in automatic or manual
mode. Do you want the camera to control the amount of light on the sen-
sor, or do you want to control it by balancing the relationship between the
f-stop (the diameter of the aperture) and the shutter speed (the quickness
of the shutter release)? You’ll learn more about f-stop and shutter speed
settings in the next step.

e Press the shutter release button. Hold the camera tightly and try to elimi-
nate body movement.

e The shutter will open, and the aperture will enlarge or decrease according
to the f-stop settings.

e Light will be recorded on the digital sensor.

e The shutter will close based on the duration of time indicated by the shut-
ter speed settings.

¢ You can preview your image immediately as it is saved on a memory card.
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LCD VERSUS VIEWFINDER: WHERE SHOULD YOU LOOK WHILE FRAMING A PHOTOGRAPH?

This choice is dictated by personal preference and limitations presented by the type of camera you're using.
When using my DSLR, | always use the viewfinder. However, on my iPhone, I'm forced to use the LCD.

LCD VIEWFINDER

Accurately represents the framed image space Can be slightly inaccurate in consumer cameras due to
what is called “parallax" as the viewfinder location is
slightly above and to the Left of the lens

Can lead to instability: since you'll hold the camera away  Often leads to greater stability: you'll hold the camera
from your face to see through the viewfinder, the camera  to your face while making the photograph. Remember to
is less stable than it would be if you were holding it square your hips and be still while you shoot.

closer to your balanced body.

Drains battery power No extra battery power is required for composing
through the viewfinder.

TABLE 4.1

| CAMERA SETTINGS

The following items are elements you might be able to control when making a
photograph. All digital cameras have different user interfaces. I've indicated
where these items typically appear on the cameras I’ve seen in my classroom.
Yours might be different. The best thing to do is read your camera’s manual,
or at least view the page containing the illustration of the camera and its
settings! Did you lose it (or throw it away with the box)? Most manuals can be
downloaded from the manufacturer’s website.

¢ File Size, Compression, and/or File Format. These typically appear in
the camera menu or function area.

Even if your camera isn’t terribly fancy, you may have a choice of creating
small, medium, or large images, or you might even have a specific set of
resolutions, via pixel dimensions or megabytes, to choose from in the File
or Camera menu.

You also might be able to choose to shoot in JPG, TIFF, or even RAW mode.
Shooting in RAW mode yields the most information and adaptability, but
processing a RAW image is outside the scope of this book. (There are
plenty of books that deal specifically with Camera RAW, and I encourage
photography students to become familiar with these details.) If you can
choose between shooting in JPG or TIFF modes, you should know that the
JPG will be more compressed (and usually a smaller file size) than the TIFF.
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ISO0. ISO typically appears in the Camera or Function menu.

The ISO rating is analogous to what was once referred to as the film speed.
Silver nitrate is the light-sensitive chemical found in film. The amount of
silver in the film stock directly correlates to its ISO rating.

Low ISO. A low ISO rating (25 or 50 in special films, 100 or 200 in the
kind of film you can purchase at the drug store) indicates that there’s
little silver nitrate in the film. This in turn means that you’ll need a lot
of light in order to register the image on the film. If you’re shooting out-
side on a bright day, set the ISO to a low setting. What’s the advantage
of using a super low ISO setting? In the film world, you’ll see less film
grain in the resulting print. In the digital world, the same rule applies—
though we’ll just call the film grain “digital noise.” If you’re shooting
in a studio and you want to create a high-quality print devoid of noise,
use the lowest ISO your camera offers and set up plenty of lights.

High ISO. A high ISO rating (800, 1600, 3200 in special films, 400 in
common film stocks) indicates that there’s a large quantity of silver
nitrate in the film. This in turn means that you’ll need little light in
order to register the image on the film. If you're shooting indoors, in
the late evening, or at night, you’ll probably need to set the ISO to a
high setting. The advantages of using a high ISO setting are that you
have greater flexibility in low-light situations. However, you’ll see the
grain of the film or some digital noise in your files (FIGURE 4.9).

FIGURE 4.9 Although high
ISO settings make it pos-
sible to create images in
Llow light, they often result
in digital noise. Photograph
by Thomas Van Deusen.
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e White Balance. Along with IS0, this typically appears in the camera or
function menu.

Setting the white balance on your camera, if you're able, will ensure that
the whites appear as a true white, and that the rest of the colors in the
spectrum of the photographs are not the victims of a nasty “color cast”
(FIGURE 4.10).

The following are typical (self-evident) setting labels or icons you might
find in a menu or function area. Match the white balance lighting to your
situation: Auto (A-WB), Daylight (sunshine icon), Cloudy (cloud icon),
Tungsten (lightbulb icon), and Night (moon or flash icon).

e Aperture. If you can control the aperture, you’ll typically do so with a dial
or button near the top of the camera body.

The aperture is the size of the opening that light travels through t